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ABSTRACT OF THE DISSERTATION
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Despite her significant corpus of poetry in Japan’s oldest vernacular poetic collection, the
Man 'yoshii, Lady Otomo no Sakanoue has been for the most part neglected in scholarship on
premodern Japanese literature and the history of women’s writing. When her work is mentioned,
it is either framed as simply containing early examples of a style of love poetry that came to
define much of women’s compositions in later periods, or deemed valuable for its biographical
information about the author with little consideration of its relation to broader narratives about
the old aristocratic family to which she belonged. The goal of this project is to challenge two
notions that permeate scholarship on women’s writing in early Japan up to this point: 1) that the
poetic category in which most women, including Sakanoue, composed poetry was devoid of any

political significance and 2) that women such as Sakanoue exist separately from larger cultural
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narratives surrounding the sociohistorical conditions of the imperial court during her lifetime.
Following recent trends in Man 'yo scholarship that advocate for reading the anthology as a text,
this study applies concepts such as Michel Foucault’s “author function,” and Gérard Genette’s
paratext to anthological elements such as headnotes, endnotes, and sequencing, in order to
demonstrate how the figure of Sakanoue operates in the anthology as a symbol of the Otomo
lineage’s poetic prowess as well as their devotion to the imperial throne. As her nephew was
likely the final compiler for the volumes in which Sakanoue appears, I contend he chose to
highlight her poetry not simply because of their close relationship, but also in order to recuperate

their family’s image in the wake of political misfortune.
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Introduction

Women and the Man 'yoshii

In 1939 the Nippon gakujutsu shinkokai H A7 #RELZS, or the Japan Society for the

Promotion of Science (JSPS), published an English translation of one thousand poems from the

Man’yoshii #3E4E (c. late eighth century) with the purpose of introducing some of Japan’s

oldest poetry to international audiences. Throughout the introduction, the committee refers to the
anthology’s average poet and default subject as “the Man 'yo man.” This Man yo man, according
to the JSPS selection committee, possessed “an exuberant enthusiasm, a buoyant spirit and a
highly imaginative and susceptible mind [that] gave to his emotional life a refreshing and
colourful glow, as of the dawning sky, and produced this rich crop of poetry.”! A deep love for
the sovereign, reminiscent of a closeness a child feels for their parent, allegedly gave the Man 'yo
man a sense of purpose and defined the spirit of early Japanese society.

So dedicated is the committee to this idealized figure of the “Man ’yo man,” that a
description of how people in ancient Japan worshiped the gods neglects to mention that the
source of its information is a poem written by a woman.? This example from the 1939 JSPS

translation is only one of many instances that minimize the role of Lady Otomo no Sakanoue X
PRI _EBB 2L (c. 695-active until 750),° the woman in question, as a representative of the

Man’yoshii and poetic practice in Nara-period (710-794) Japan. Most scholarly treatment of

! Nippon Gakujutsu Shinkokai. The Man’yoshii: One Thousand Poems Selected and Translated from the Japanese.
Tokyd: Iwanami Shoten (1940), xxxv.

2 Ibid. xxxix. The poetic sequence in question is MY'S 111, Poems 379-380, also known as the “God-Worshiping
Song.” See pages 99—121 for a more detailed discussion in this dissertation.

3 Hereafter referred to as “Lady Sakanoue,” or “Sakanoue.”
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Sakanoue characterizes her work as limited to amorous topics, relegated to the realm of private
affairs, and as a predecessor to the love poetry produced by Heian period (794—-1185) female

poets such as Ono no Komachi /N /M7 (c. ninth century) or Izumi Shikibu Fil R 2 (born c.

978). This is in spite of a prolific body of work recorded in the anthology that showcases a
variety of poetic forms.

The following study is a reconsideration of Lady Sakanoue’s position within the
Man’yoshii as more than just a love poet by contextualizing her works within the larger context
of the anthology. Through a close examination of the paratextual information that surrounds her
poems and the personas they create, I offer a new interpretation of her poetry in three volumes of
the Man yoshii as fulfilling a crucial function throughout the text of portraying relations between
members of her family as well as with the sovereign and the imperial court during a time of
political uncertainty. This project also expands our understanding of women’s writing in
premodern Japan by focusing on the Nara period. By considering the specific social conditions
of women’s literary production during this time, we can understand the possible avenues of
poetic expression available to women as well as the limitations in terms of access and
anthological representation based on their rank and relationships. As Sakanoue leaves behind the
largest body of work among named women poets in the anthology, we can say that she is

emblematic of the “Man’yo woman.”

4 For an example, see Suzuki Hideo. “Otomo no Sakanoue no Iratsume—Onna-uta no honshitsu.” Man 'yé no josei
kajin. Ono Hiroshi, ed. Tokyd: Kasama Shoin, 2009.
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Aims of the Study

Sakanoue is by far the best represented female poet in the Man 'yoshii. With eighty-four
poems attributed to her, she is second only to her nephew Otomo no Yakamochi K{EZFF (c.
718-785), and tied with Japan’s most celebrated early poet, Kakinomoto no Hitomaro ffiA~ A JFk
7 (active latter half of seventh century). In spite of this research on Sakanoue’s poetry has been
rather limited in size and scope. English-language scholarship is virtually non-existent, with the
exception of brief close readings by Edwin Cranston in his volume of translations published
almost thirty years ago, A Waka Anthology Volume One: The Gem-Glistening Cup (1993).

While research in Japanese is more abundant, it has primarily focused on Sakanoue’s
position as a socially well-connected love poet, due to the abundance of amorous expressions
found in her work as well as the notes surrounding many of her poems describing relationships
with various high-ranking men. Most twentieth century Man 'y scholarship has relied on a
methodological framework that takes the author or their individual works as the primary object

of study; these approaches are known colloquially in Japanese scholarship as sakka-ron {EZ: 5
and sakuhin-ron VE 7. Studies of Sakanoue within this framework of “author studies” have
tended to focus on her gender and how her poetry represents some of the earliest examples of the
onna-uta K (“women’s songs”) tradition in vernacular waka F1#K poetry. The term onna-uta
can be traced to the works of Japanese folklorist and literature scholar Orikuchi Shinobu #7113
7% (1887-1953) and initially was used as a term for poetry written by women. In the latter half of

the twentieth-century, Suzuki Hideo would define the literary category as follows:

What we call a “woman’s song” is a song where, in trying to compose poems about love
and romantic sentiments, the basis of that expression is conceived negatively. When the
topic is fixated on interpersonal relations, the sense of rebuking the addressee is strong.
Conversely, when a “woman’s song” is fixated on the self, it emphasizes shades of

3



loneliness and a heart full of sorrow. The true nature of women’s songs can be thought of

as having their basis in these aspects. Even if the poet is a man, if he makes a

composition starting from such ideas, then it is also an example of a “woman’s song.””
In other words, the category of “women’s songs” is defined not by the poet’s gender, but instead
by the adopted persona within the poem. At first glance, this redefinition appears to be a
liberating one. Yet in practice, the notion that poetic expression is not determined by the author’s
gender is mostly applied to the ability of male poets to write in the poetic voice of a woman.
Female poets, by contrast, continue to be read as representatives of their gender.

The notion that prominent women poets inherently belong in the category of “woman’s
songs” permeates research about Sakanoue. This seems to be based on the fact that many of

Sakanoue’s poems adopt a poetic persona known as the matsu-onna ##->7z, or “waiting

woman,” that is associated with onna-uta. Noguchi Keiko points out, however, the definition of
onna-uta has not always been stable:

The term “women’s songs” is a vague one. “Women’s songs” have been discussed until
now without ever being properly defined. Although there has been little agreement about
its definition, this [fact] has been ignored, and Sakanoue’s poems in particular have been
analyzed with the term “women’s song.” It seems that the term “women’s song” has been
used simply for the reason that [Sakanoue] is a woman. For this reason, scholarship on
Sakanoue also appears vague.®

5 Suzuki Hideo, Kodai waka-shi ron (Tokyo: Tokyo daigaku shuppankai, 1990), 54-55.

LR & 1T, BRBOEMZTKD 5 &5, ZORMBORPUCEERLRRENTO ENL TV LHE NS Z
Ll s, Thd, HAEIZHT D560, HF2EVENL I LTLUVRLOVOENHEY |
CHCIZHT 2581013, VRN AERLER O DIBRFOBE /RO N D TH S, €I, LHO
AR D X HICEBPbND, LLWETH-TH, ZDO LD RFEMUTSL > THEDIE, THHLHKD I H
D—2TH D,

¢ Noguchi Keiko, “Hyoryi suru ‘Onna-uta’ — Otomo no Sakanoue no Iratsume no ron no tame ni,” Tenpyé Man'yo
ron (Tokyd: Kanrin shobd, 2003), 221.

k) Lo lERIE, SRR LTV D, IERIIZENDREDbA L ERSNRWEE, T&H] 2w
CHET CT&ET, Vb, ERVBERSTWVLIDOIZ, ZRAEH LT iy Lo HEETHITE
NTELDOBRRER LD TH D, BT LI/ G LW D BT, T4k & D lEEAME
MENTEL 7, o T, MEMBERLTWVD LI ICR XD,
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As Noguchi suggests, the connection between the author’s assumed gender and the category of
“women’s songs” has limited our understanding of Sakanoue’s work.

Studies of Sakanoue usually adopt at least one of the following three approaches. The
first reads her poetry to investigate the historical circumstances surrounding the position of

women in Tenpyd K- (729-749) society. An example of this is Aso Mizue’s Man 'yo wakashi
ronké J7BEFNFK 375 (1992). The second pieces together the author’s biography through
information provided by the headnotes /&7 (daishi) and endnotes 7c 1% (sachii, “notes to the
left”) to her poems—an example of this is Onodera Seiko’s Otomo no Sakanoue no Iratsume X
P RS # (1993). Although these historical or biographical approaches can provide useful

insight into the life of female aristocrats in early Japan, they suffer from three major drawbacks:
1) a reliance on speculative guesswork, 2) a neglect of the poem as a literary artifact, and 3) a
lack of interest in the relationship of the poem to the larger structure of the anthology.

The third approach has the inverse problem in that it focuses entirely on literary qualities
of the poetry at the expense of the historical context that surrounds them. What I refer to as a
literary approach generally focuses on the use of particular language and poetic voice of
Sakanoue’s poetry. These studies emphasize the relationship between her work with other poems
in the Man yoshii based on similar characteristics. A number of studies, including Asano

Noriko’s Otomo no Sakanoue no Iratsume no kenkyi RAEI _ERE 2z DWFSE (1994) also stress

Sakanoue’s abilities as a love poet and an exemplar of “women’s poetry,” which is based on the
conventional persona of the “waiting woman.” One result of this approach is that the poems are
removed from their historical and anthological context, and their specific significance is erased

in the name of emphasizing their conventionality. In contrast to the individual treatment of

Sakanoue’s male relatives and peers, the categorizing of female poets under the rubric of
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“women’s poetry”’ implies that women all experience the world the same and therefore produce
similar kinds of writing, regardless of their social position or historical context, and reduces the
significance of studying women authors to their gender.

In this dissertation I propose a different methodological framework that does not focus
solely on Sakanoue’s person or gender, and instead merges historical and literary contexts in
order to offer a more comprehensive understanding of the figure of Sakanoue in the Man 'yoshii.
My strategy to combat the restrictive treatment of women poets and their works is to reconsider
how we read both the poems themselves and the anthology in which they are collected. Drawing
upon previous work by scholars such as Konoshi Takamitsu, Shinada Yoshikazu, and Torquil
Duthie, my approach reads the poems of the Man yoshii as elements that are organized into
sequences and volumes to represent complex historical narratives that are socially and politically
inflected. The Man 'yoshii is not organized by author, but rather according to a variety of
structural principles, including historical, literary, and geographical topics and themes. Each
volume adheres to its own internal structure while sometimes sharing characteristics with other
volumes outside it. The anthology is not merely a vessel to preserve exemplary literary works but
is itself designed to be a literary representation of the age, one with its own particular
sociopolitical agenda. Similarly, the inclusion of certain authors and the manner of their
representation also reflects particular agenda on the part of the compiler, one who in all
likelihood was a man—Sakanoue’s nephew Yakamochi.

In addition to continuing a recent scholarly trend of reading the Man ’yoshii itself as a

text, this project pursues new questions such as how gendered spaces are created in the anthology

" For an example of this, see the Semina Man 'yo no kajin to sakuhin series edited by Konoshi Takamitsu and
Sakamoto Nobuyuki (1995 —2005). Hitomaro, Yakamochi, Tabito, and Okura all receive their own volumes. By
contrast, Sakanoue is lumped into one volume with other women from the Tenpyd period.
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and how specific gendered personas are deployed in support of its narratives. More broadly, it
also reconsiders the position of female poets in the history of women’s writing in premodern
Japan. Much attention has been dedicated to the flourishing of aristocratic women’s writing

during Heian period, and to the prose writing of figures such as Murasaki Shikibu 82U (c.
970s—c. 1019) and Sei Shonagon Ji VS (c. 966—¢. 1025). While there have been a number of

recent academic studies on literature produced by post-Heian aristocratic women, such as
Christina Laffin’s Rewriting Medieval Japanese Women: Politics, Personality, and Literary
Production in the Life of Nun Abutsu (2013), there has been little attention paid to the Nara
period or to the historical precedents of Heian women’s literature. By considering the specific
social conditions of women’s literary production in the Nara period, this study contends that the
history of women’s writing in Japan should begin not in the Heian period, but in the eighth

century, before the development of the hiragana script.

Misconceptions about the Man 'yoshii
The Man yoshii, translated either as Collection of Ten Thousand Leaves or Collection for

a Myriad Ages, is Japan’s oldest extant anthology of vernacular poetry.® With its massive size of

8 These different interpretations of the title derive from two branches in the commentarial tradition. The first comes
from Tendai scholar-monk Sengaku filI 5% (1203-c. 1273). His influential commentary, Man 'yoshii chiishaku J7 555
FEIR (1269), references Ki no Tsurayuki’s opening line in the Kana Preface {544 ¥ of the Kokinshii 154 4 in an
interpretation of the title as “collection of myriad [leaves of] words.” The second originates with Shingon cleric and
kokugaku scholar Keichi 2271 (1640-1701). In the Man yé daishoki 77 HARIFEFE (1690), he cites the title of the
seventh imperial poetry anthology, Senzai wakashii T#{F1#K2E (c. 1185) as justification for interpreting the
meaning as “collection for myriad ages.” For a synopsis of Japanese scholarly debates on the term over the centuries
in English, see H. Mack Horton, Traversing the Frontier: The Man’ydshti Account of a Japanese Mission to Silla in
736 - 737 (Cambridge, MA: Harvard University Asia Center, 2012), 433—436. For a history in English about the
meaning of the graphs, focusing on uses of the character % as “age” in Sinitic texts such and early Japanese
histories such as the Nikon shoki H KEH#L (720), Nihon koki A A% (c. 840), and Ryé no gige 4575/ (833), a
commentary on ritsuryé codes, see Torquil Duthie, Man’ydshii and the Imperial Imagination in Early Japan
(Leiden: Brill, 2014), 172—74. I prefer to translate the title as “Collection for a Myriad Ages,” in order to emphasize
a sense of futurity and posterity.
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4,516 poems spanning twenty volumes, references to source texts that no longer exist, and
multiple poetic categories, the Man ’yoshii is a considerable repository of literary production
from Early Japan, described by Robert Brower and Earl Miner as an “anthology of anthologies.”

Yet until the Edo Period (1603—-1868), when the success of the wood-block press helped the
kokugaku [E]7- (“nativist”) movement disseminate ancient texts to a wider audience, this
anthology did not circulate outside a select group of readers from the aristocracy, and in general
its works were seldom upheld as models from which poets in later generations drew inspiration
for their own compositions. Torquil Duthie summarizes its position within premodern Japan as
“... [valuable] precisely because it was not a classic, but an ‘early’ text, a remnant of the pre-
classical (i.e., pre-Heian) world.”!? In other words, the Man 'yoshii for most of its existence was a
relatively unknown and unintelligible text, the majority of its authors forgotten to history.
Starting in the Meiji Period (1868—1912), however, the reputation of the anthology

experienced a renaissance. Members of the literati such as Masaoka Shiki 1F [ - #i (1867
1908) and Haga Yaichi 5~ — (1867—1927) reimagined or, as Shinada Yoshikazu describes
it, “invented” the Man 'yoshii as a national poetry anthology [El FFKEE (kokumin kashit) based on
the complementary characteristics of kokuminsei [E| A4 (“national character™), and minzokusei
EHRME (“character of the folk™) or minshiisei FARM: (“character of the masses™).!! The former

aspect in this construction of the text was used to stir nationalistic sentiments within the

° Robert H. Brower & Earl Miner, Japanese Court Poetry, (Stanford, CA: Stanford University Press, 1961) 80.

19 Torquil Duthie, “The Man 'yoshii as a Pre-Classic,” New Horizons in Japanese Literary Studies: Canon
Formation, Gender, and Media, (Tokyd: Bensey Publishing Inc., 2009) 20.

! For Shinada’s argument in English, see Shinada Yoshikazu, “Man 'yoshii: The Invention of a National Poetry
Anthology,” Inventing the Classics. Modernity, National Identity, and Japanese Literature, (Stanford, CA: Stanford
University Press, 2000) 31-50.
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populace, especially during the years of the Asia-Pacific War (1931-1945), though it
disappeared soon after. The latter aspects of this construction continued to permeate overviews
about the Man yoshi after Japan’s defeat by Allied forces in 1945. Thus, the text was
transformed from an archaic product created by the ruling class into the embodiment of an
ancient, “authentic” poetic form inherited by the Japanese people.

The Man 'yoshii, and its image as a text primarily based on indigenous “folk” literary
traditions, was brought into the spotlight once more on April 1, 2019, when then Chief Cabinet
Secretary Yoshihide Suga announced the name of the new imperial era, Reiwa 45 i1, set to begin
in May of that same year. Referring to the opening line of a preface written by Otomo no Tabito
KEES® N (665-731) for one of the anthology’s most famous poetic sequences,'? the Japanese
government reported that the source for the new era name came not from a classical Sinitic text,
but a work of Japanese literature. Prime Minister Shinzd Abe claimed that the name “emphasizes
the beauty of Japan’s traditional culture” and that it signals that “[the Japanese] nation’s culture
is born and nourished by people’s hearts being drawn beautifully together.”!3 In response, a
number of individuals online were quick to point out that the character rei 43, which in modern
Japanese means “command” or “order,” sounded severe, as if demanding an obedience from the

population not seen since Japan’s empire-building phase in the first half of the twentieth

century.!'

12MYS V, Poems 815 — 846. The line reads, “At the time it is a good month in early spring; the weather is fine, and
the breeze gentle.” THRFFIFESH  SIEFD Unless otherwise specified, all translations are my own.

13 Lies, Elaine, and Foster, Malcolm. 2019. “New Japanese imperial era ‘Reiwa’ takes name from ancient poetry.”
Reuters, March 31,,2019. https://www.reuters.com/article/us-japan-emperor-idUSKCNIRD13X

1 Ibid.



In addition, although the source text for Reiwa might have been the Man 'yoshii, scholars
noted that the specific line in Tabito’s preface derives from older Sinitic texts such as Zhang

Heng’s Gui tian fu )7 HIR (“Rhapsody on Returning to the Fields”), anthologized in the Wen

xuan 1% (Selections of Refined Literature, compiled in the sixth century),!> which undermines

the Japanese government’s claim that this reign name is the first to derive from indigenous
sources. Furthermore, as Shinada Yoshikazu argues in an article critiquing Abe’s understanding
of the phrase, Tabito’s reference to Sinitic texts can be interpreted both as a critique of the
political machinations of the imperial court, as well as a statement regarding the experience of
literary companionship when reading texts from another place and time.'® From all of this, it is
clear that the Japanese government’s understanding of the source of the new reign name derived
not from any understanding of the Man 'yoshii itself, but from twentieth-century misconceptions
about the anthology as an “indigenous” text.

Another misconception about the Man ’yoshii that persists to this day is that all of its most
prominent authors are men because it is a “masculine” text. From Ki no Tsurayuki’s praise of

Kakinomoto no Hitomaro and Yamabe no Akahito [Lii7R A (d. 736) in the Kana Preface of the
tenth-century imperial anthology Kokin wakashii T4 Flik2E (c. 906)!7 to eighteenth century

kokugaku scholar Kamo no Mabuchi’s 2 /£ E.ii{ (1697-1769) admiration of the Man 'yoshii as

15 Ozawa Satoshi. 2019. “’Nihon ga konnanna toki, Man 'yoshii wa hayaru’ Reiwa wa rekishiteki tenkan.” April 1,
2019. https://www.asahi.com/articles/ ASM3Y7524M3YULZU027.html

16 Shinada Yoshikazu. “‘Reiwa’ kara ukabiagaru Otomo no Tabito no messeiji.” Tanka kenkyii 76, no. 5 (2019), 48—
53.

17 Translation from Duthie (unpublished), “Although songs have been transmitted since ancient times, it is only from
the reign of Nara that they became widespread. Perhaps it was because in that reign the sovereign knew the
significance of song? In that reign, Kakinomoto no Hitomaro, of upper third rank, was the sage of song. This was
surely because sovereign and subject were united as one... Furthermore, there was a person called Yamabe no
Akahito whose songs were wonderful and extraordinary. It was difficult for Hitomaro to place himself over Akahito,
or Akahito beneath Hitomaro.” (7-8)
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a “masculine” anthology in comparison to the “feminine” traits of the Kokinshii, due to the direct

nature of its poetic expressions,'® the association between the Man 'yashii and its male poets has

been firmly established in the imagination of the text.

Granted, the general perception that the Man ’yoshii is defined by its male poets is not

baseless. When it comes to volumes with named poets, men are overwhelmingly more

represented than women. In the table below, I include the number of poems attributed to each

author and the books in which their person appears, and divide the authors into two columns. The

left side lists women poets and the right side men:

Lady Otomo no 84 Otomo no 4731

Sakanoue (Volumes 3, 4, 6, 8, Yakamochi (Volumes 3, 4, 6, 8,

RS RS2 17-19) REEFFF 16-20)

Lady Kasa 29 Kakinomoto no 84

Ly igil (Volumes 3, 4, 8) Hitomaro (Volumes 1-4, 15)

NS

Maiden Sano no 23 Otomo no Tabito 60

Otogami (Volume 15) LI TIN (Volumes 3-6, 8)

PRET B AR

Princess Nukata 12 Yamanoue no Okura 60

%EHF (Volumes 1, 2, 4, 8) W HER (Volumes 1-3, 5, 6, 8,
9)

Lady Ki 12 Yamabe no Akahito 50

FOBR £ (Volumes 4 & 8) 1IEEI5PN (Volumes 3, 6, 8, 17)

Elder Daughter of 11 Nakatomi no 40

Sakanoue (Volumes 4 & 8) Yakamori (Volume 15)

NG SESN RS

Princess Oku 6 Kasa no Kanamura 30

KIAE 4 (Volume 2) i (Volumes 3, 6, 8)

Empress Jitd 5 Prince Yuhara 19

it K E (Volumes 1 & 2) iR (Volumes 3, 4, 6, 8)

18 Kamo no Mabuchi, “Niimanabi” |ZONE 72T Kamo no Mabuchi zenshii 19. Inoue Minoru, ed. Tokyo: Zoku

Gunsho Ruijt Kanseikai, 1977.

19 Out of the 473 poems attributed to Yakamochi, only 147 are recorded in the first sixteen volumes. The bulk of his
poetry is found in the last four books often described by scholars as a kind of “poetic diary.” X H 7L He is still by
far the most represented poet in the anthology, but the gap is not as big between him and Hitomaro if we consider

this fact.



Most Man yo poetry by named female poets is found in just three volumes: II, IV, and VIII

which all contain at least one section of somon FH[H poetry, defined primarily as personal

exchanges between noble men and women, through there are plenty of examples of exchanges
between members of the same gender. The majority of both Sakanoue’s work and other top-
ranking women in the Man 'yoshii are classified under this category of poetry. While male
authors such as Yakamochi and Prince Yuhara also have contributions in this specific poetic
mode, men as a whole simply have more compositions in more poetic categories recorded in
their name across the anthology. It is not unusual for men to outrank women in terms of
contributions for a poetic anthology, but it is important to point out that, in the specific case of
the Man 'yoshii, the text is indeed mostly comprised of compositions by male poets.

Sakanoue is a notable exception to this. Compared to other women poets in the

Man yéshii, moreover, Sakanoue also has several examples of banka %7K (elegies), zoka HERK
(miscellaneous poems), and hiyuka FEV&EK (metaphorical poems) included in the anthology. In
addition, Sakanoue’s body of work includes poems written in the poetic forms of the choka &k
and sedoka JESARK, which are closely associated with the Man 'yoshii and early Japanese poetry,
whereas most other compositions by women are in the ubiquitous tanka %%k form that

dominates the corpus of premodern Japanese poetry.?® Because of the wide range of poetry
attributed to her, Sakanoue can be considered as not only one of the definitive poets from Japan’s

early period, but also the representative of women’s cultural production during this time.

20A tanka, or “short poem,” is a verse that follows a five-line, 5-7-5-7-7 pattern. A choka, or a “long poem,” is a
verse that 5-7-5...7-7 syllabic pattern for an unspecified number of lines longer than five, and a sedoka, or “head
repeating poem,” is one that follows a six-line, 5-7-7-5-7-7 pattern.
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Sakanoue’s presence in the anthology exceeds some of the anthology’s most well-known

poets, such as her half-brother Tabito and his associate Yamanoue no Okura || F{&E (6607

7337?) along with notable court poets Yamabe no Akahito and Kasa no Kanamura (dates
unknown). Her works appear in more volumes than most of the men listed above, too. In this
way, Sakanoue and her body of work can be considered just as representative (if not more so) of
poetic practice in early Japan. Because of the persistent narrative pervading the Man yoshii’s
image as a predominantly masculine text, however, Sakanoue had never seriously been
considered as a representative of Man 'yo poetry when it came to canon formation. Furthermore,
Sakanoue and other female poets from her age have largely been left out of introductory
textbooks and translations for the Man yoshii and classical literature.?! An aim of this study,
therefore, is not only to reconsider women’s writing in relation to the text of the Man 'yoshii, but
also to propose a new image of the anthology itself as a text containing a multiplicity of
gendered voices and personas, organized as such in order to memorialize a comprehensive vision
of the Yamato court. Sakanoue is one of many figures in such a text, but she stands out as one its

most predominant authors.

Assembled by the Text: Who was Sakanoue?
As the daughter of an aristocratic family whose lineage claimed origins in the divine age
of the gods, Lady Sakanoue naturally moved among the highest echelons of early Japanese

society. Her father Otomo no Yasumaro KfZ2J# (= (d. 714) served in the Jinshin War - H1 @

2! For examples in English, see entries for the Man ’yashii in Shirane, Haruo, ed. Traditional Japanese Literature: An
Anthology, Beginnings to 1600. New York: Columbia University Press (2007), and Horton, H. Mack. “Man 'yoshii”
The Cambridge History of Japanese Literature. Shirane, Haruo, Tomi Suzuki, and David Lurie, eds. Cambridge,
UK: Cambridge University Press (2016).
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L of 672 as a messenger between his uncle Fukei KX{EMHE (d. 683) and Prince Oama KA
.7, the eventual victor of the war who would be known to history as Emperor Tenmu K, K
£ (d. 686, 1. 673-686).2% As a result of both his family’s and his own personal service to Prince
Oama’s cause, Yasumaro eventually became one of the highest-ranking members in the Council
of State KEL'E (daijokan), achieving the rank of senior counselor XS (dainagon) in 705.
Her mother, known only as the Ishikawa Lady 1| N4i#7 (dates unknown), not only performed
the role of 6toji X JJH for the Otomo, but also came from a bloodline that originated from the
influential Soga lineage %fFk [<.2* With such high-ranking parentage, it is no surprise that
Sakanoue was apparently married to one of Emperor Tenmu’s sons, Prince Hozumi FEf&E#1 T

(d. 715), likely in order to solidify relations between the imperial family and these noble
lineages. Following Hozumi’s death, Sakanoue seemed to have at least a brief affair with high-

ranking statesman Fujiwara no Maro f#&J5U# 2 (695-737) before remarrying back into the
Otomo lineage, giving her half-brother Sukunamaro K15 Z3Fk 7 (dates unknown) two

daughters. The elder would eventually marry her cousin Yakamochi in 739, while the younger
married a scion of another major branch in the Otomo lineage.
At some point between 728 and 730, Sakanoue seems to have joined her other half-

brother Tabito in Dazaifu when he was assigned Governor-General fifi, and possibly mentored

22 In the Nihon shoki, it is recorded that Otomo no Fukei and his brother Makuta £ 5 (d. 683) did not
initially lend their support to Prince Oama, pretending to be ill. After ascertaining that the prince was the rightful
successor, Makuta joined Oama immediately. Fukei delayed, and instead masqueraded as Oama’s eldest son Prince
Takechi /& i &1 (c. 654-696) in order to ambush an enemy camp. After capturing some princes and high-ranking
nobles, Fukei sent Yasumaro along with two other messengers to tell Oama of his victory. Delighted by his exploits,
Oama appointed Fukei as a general. For the related passages, see SNKBZ Nikon shoki 3, 318-19 and 321-25, and
Aston, W.G., Nihongi, 309—-11.

2 Onodera Seiko. Otomo no Sakanoue no Iratsume. Tokyo: Kanrin Shobd, 1993.
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Y akamochi while he made some of his earliest compositions recorded in the Man ’yoshii.
Following the family’s return to the capital at the end of 730, Sakanoue presided over various
events involving the lineage, from private family banquets, to the worship of a clan god, and a
funeral procession for a Buddhist nun who was closely associated with the Otomo lineage. She
traveled between various residences at Saho, Tomi, and Taketa, and kept up correspondences
with not just family relatives, but also the sovereign himself. Sakanoue then lived in the capital
for the rest of her days after Yakamochi came of age to lead the Otomo lineage, writing to her

daughter and him during his appointment as Governor of the Etchii region &' [£] between 746

and 751.

Most of Sakanoue’s biography described above, excluding details about her father
Yasumaro’s career, is not recorded in any imperial or lineage histories. Instead, it is pieced
together from paratextual elements surrounding many poems included in the Man 'yoshii. In this
way, we can think of the figure of Sakanoue as both emerging from the text yet inextricably
bound to it. While previous studies have mined the information in the headnotes and endnotes in
order to create the story of Sakanoue’s life, on the whole they have not addressed how this story
functions within the larger historical context of the court or her family’s political standing during

the mid-eighth century as portrayed in the Man yoshii.

The Ghost of the Prince Nagaya Incident
Many poems and volumes in the Man 'yoshii contain both implicit and explicit references
to major political events. One of the most impactful for the Otomo lineage during Sakanoue’s

lifetime was the Prince Nagaya Incident & & F F{4* in 729, one year after Tabito was sent away

from the capital to Dazaifu in order to serve as its Governor-General. Prince Nagaya & & +
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(676 or 684-729) was the son of Prince Takechi 15 ifi &= 7 (c. 654—698), Emperor Tenmu’s
eldest son who eventually became Chancellor of the Realm KXEUKF. (daijo daijin) during the
late seventh century.?* Takechi is memorialized in the Man 'yoshii as a war hero who fought for
his father in the Jinshin War of 672.% Prince Nagaya himself rose to political prominence in the
eighth-century, first becoming senior counselor in 718 before rising to the position of Minister of
the Right 45 K. (udaijin) in 721 following the death of the most powerful statesman at the
time, Fujiwara no Fuhito &/~ Eh43% (659-720). As an imperial descendant and a high-ranking
statesman, with direct connections to the throne since his main wife Princess Kibi &1 PN#EL -
(d. 729) was a sister of Empress Genshd Jt1FE K & (680748, r. 715-724), Prince Nagaya was

highly influential in court politics during the 720s, and the Otomo were among his allies.
Fuhito and his descendants were not, however. For years the Fujiwara lineage had been
maneuvering for more control over the court, marrying their daughters into the imperial

household and siring crown princes and princesses. Fuhito first married his daughter Miyako f#
JFUE ¥ (d. 754) to Emperor Monmu i K & (683-707, 1. 697-707). Though Miyako never
became Empress Consort £ /7 (kogo), she did give birth to the crown prince, known later in
history as Emperor Shomu 22 K &£ (701-756, r. 724-749). Her younger sister Asukabehime
ZEfE 1% (701-760) married Shomu when he was a prince, and did eventually became Empress

Consort in 729 following the events of the Prince Nagaya Incident.

24 SNKBZ Nihon shoki 3 (1994), 504-5.

25 See Duthie, Torquil, Man’ydshil and the Imperial Imagination in Early Japan. Leiden: Brill (2014), Chapter 8:
“The Tenmu Myth,” 297-320.
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As a descendant of two branches of the imperial house (Tenmu and his elder brother,

Emperor Tenchi K% K & [626-672, r. 661-672]) whose father would likely have been made

crown prince were it not for his untimely death, Prince Nagaya was naturally a threat to the
Fujiwara lineage’s ambitions for the throne. After Shomu and Asukabehime’s firstborn baby son
mysteriously died, Fuhito’s four sons accused Nagaya and members of his clique of cursing the
child, and sentenced him, Princess Kibi, and most of his male descendants to death by suicide.
The only sons spared were those born from another of Fuhito’s daughters.?¢ A later entry in the
Shoku Nihongi would exonerate Prince Nagaya, claiming that the charges against him were
false.?” Whatever the circumstances surrounding the death of Shomu’s son, the Fujiwara seized
an opportunity to oust their political opponents, and subsequently filled top positions in the
Council of State with their family and allies. In this way, the Fujiwara controlled the court for
almost a decade.

The Prince Nagaya Incident remained a specter haunting the imperial court for a long
time after, and its traces linger behind many poems compiled in the Man yoshii. In particular,
inferences can be found in volumes with many contributions from the Otomo lineage, especially
those coming from Tabito and his associates down in Dazaifu. While previous scholarship has
analyzed poetry by these men using the incident as a framework, interpreting these works as
expressions of displeasure and anger over Nagaya’s unwarranted death,?® it has not considered
the significance of Sakanoue’s works in this context. This is odd because Tabito died a few years

after the incident while Yakamochi was still a boy, seemingly leaving a gap in Otomo leadership

26 SNKBT Shoku Nihongi 2, 205-7.
27 Ibid., 341-43.

28 Shinada Yoshikazu has written numerous articles providing this interpretation. For a selection of works, see the
entries for his 2019 and 2020 articles in the bibliography.
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that was then filled by Sakanoue, or at least that is the impression conveyed in the Man ’yoshii. In
general, Sakanoue’s poetry has not been described as containing any political dimension at all,
and most analyses only consider her poetry within the context of inner family politics when they
adopt a sociohistorical approach. By adopting an anthological and historical approach to her
works, however, we are able to see how the figure of Sakanoue as both poet and representative
of her lineage functions in the text as a means of keeping the Otomo lineage together and in

proximity to the imperial family during a time when they and their political allies were weak.

Methodology

This study positions Sakanoue within the overall framework of the Man yoshii and
demonstrates how the relationship between her poetry and the structure of the anthology affects
how we read both. Taking inspiration from Michel Foucault’s conception of the “author
function,” I consider the “Lady Sakanoue” that appears in the Man 'yoshii as a means of
classifying certain poems and sequences as belonging to a figure emerging from the text. In
addition, my conceptual framework adopts elements of narrative theory such as Gérard Genette’s
concept of paratext in order to consider how “secondary” aspects of the Man yoshii, such as the
headnotes prefacing the poems, the endnotes that follow them, and the order in which poems are
placed, create additional layers of meaning for both individual poems and entire volumes.

When taken in conjunction with the content of the poems themselves, these paratextual
aspects suggest that the Man 'yoshii contains two distinct but interrelated “narratives” that are

constructed through repeated patterns, motifs, and themes. The first narrative revolves around the

2 See Foucault, Michel, “What is an Author?” Bouchard, Donald and Simon, Sherry, trans. Language, Counter-
Memory, Practice: Selected Essays and Interviews. Bouchard, Donald, ed. Ithaca, NY: Cornell University Press
(1977), 113-38.
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legitimization of the imperial family’s rule over the Japanese archipelago, while the second can
be described as a story of the Otomo, the aristocratic lineage to which Sakanoue belonged, and
its relationship to the throne. I argue that the format of the text constructs Sakanoue as a pivotal
figure within the two narratives surrounding the history of the imperial court and destiny of the
Otomo lineage during Emperor Shomu’s reign following the Prince Nagaya Incident. The
function of this figure changes between volumes, depending on each volume’s specific themes
and topics. The Sakanoue that appears in a volume on somon poetry is different from the
Sakanoue that appears in a volume of zoka and banka. Likewise, the gendered poetic voices
associated with Sakanoue, such as the persona of a woman waiting for her lover to visit her, are

co-opted into these political narrative frameworks.

Outline of Chapters

This study is divided into three chapters, each covering the first three volumes in which
Sakanoue’s poetry appears, though not necessarily in numerical order. Chapter One, entitled,
“From Maiden to Matriarch: Sakanoue as Protagonist of Volume IV,” begins with a book
dedicated to somon poetry that also happens to contain the most contributions from Sakanoue in
the entire anthology. Despite their image as devoid of political meaning, I argue that somon
exchanges actually gesture toward political narratives through depicting various social relations
at court. Given that the majority of Sakanoue's poems are in this volume, this makes her one of
its obvious central figures. Paratextual elements such as headnotes and endnotes provide
biographical descriptions in order to impart to the reader that she is a significant person and poet.
Her exchanges with various members of her family, a Fujiwara statesman, and Emperor Shomu
showcase her wide social network along with the types of relationships and power dynamics that

can be conveyed in this poetic mode as well. All of these elements combine effectively to
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construct the author herself, imbuing Sakanoue with a kind of literary protagonism that can steer
the political destiny of her clan in the wake of the Prince Nagaya Incident and Tabito’s death by
facilitating relationships through poetic composition.

Chapter Two, entitled, “Performing the Roles of Clan Matriarch and Loyal Subject:
Sakanoue in Volume III,” focuses on Sakanoue’s contributions to the zoka and banka categories
in the third book, including some of her most well-known compositions, the God-Worshiping

Song Z3#Hk and the Elegy for the Nun Rigan ZEEE /2 BRARSE LK. In this volume, Sakanoue is

portrayed not as a romantic heroine nor a doting mother, but as a figure with social obligations
within the Otomo family structure and as a member of the larger court centered around the
sovereign. It demonstrates how women in Sakanoue’s position had access to poetic voices
utilized in public modes of discourse, though it was in a limited capacity compared with their
male relatives. I argue that this in part was due to the fact that women seemed to gradually
disappear from social public spaces in the eighth century, and this consequently was reflected in
their disappearance from the textual space of zoka and banka collections in the Man ’yoshii. Since
Sakanoue functions as an intermediary between Tabito and Yakamochi within the body of the
text, she is spared from a similar fate as other female poets.

Chapter Three, entitled, “Alternative Histories and Narratives: Sakanoue’s Poems in
Volume VI” turns to Sakanoue’s function in a volume of poetry designed to commemorate the
first half of Emperor Shomu’s reign. Considering the book’s structure and the authors
represented in the body of the text, it is clear that Volume VI was compiled in order to present a
particular version of Shomu’s court that did not necessarily align with historical reality. In this
book Sakanoue exhibits a form of protagonism similar to male courtiers such as Tabito as she

travels to and from the capital and participates in drinking parties with her associates, positioning
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her within a public or public-adjacent realm. While Volume VI arguably presents the most
“historical” version of Sakanoue, its paratexts providing much of the information that makes up
Sakanoue’s biography as we know it, her poems in this volume after Tabito’s death provide a
diversion away from events occurring in the sovereign’s court when the Fujiwara lineage were
staunchly in control. As a result, Sakanoue’s figure becomes implicitly aligned with a political
faction that emerged in opposition to the Fujiwara lineage in the 730s, headed by former prince

and statesman Tachibana no Moroe 1#:# Jt. (684—757).

The fact that so much information is known about Sakanoue from these three volumes
alone is likely due to the efforts of her nephew Yakamochi, who is believed to have been the
final compiler of the Man yoshii. In the conclusion to this study, I briefly discuss how his
position in the Yamato court after he came of age might have informed his framing of the lineage
from which he came. Yakamochi’s close relationship with Sakanoue, as exhibited throughout
their exchanges in their anthology, provides an explanation for Sakanoue’s overrepresentation as
compared to other women writers. Similar to Volume VI, however, there is a possible
ideological motivation involved too. As the scion of an ancient lineage once favored by the
sovereign, Yakamochi seemed motivated to recuperate his family’s image following a series of
misfortunes in addition to enshrining their works within the anthology. Since Sakanoue appears
to never be directly involved with the political intrigue running rampant in the court, her figure
can function as a pure expression of the Otomo lineage’s devotion to the imperial throne,
demonstrated through her corpus of poetry that exhibits many of the poetic forms and categories

that came to define poetic practice in early Japan.
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What’s in a Name? Translating the name “Otomo no Sakanoue no Iratsume”

Throughout the years of researching and writing this dissertation, I have pondered over
the best way to translate the author’s name. The name by which this woman is called, Otomo no
Sakanoue no Iratsume, can be translated in a couple of ways, and all have subtle changes in
nuance. The endnote to her first exchange in Volume IV gives the following explanation as an
origin for her moniker:

R Z e B i 5 H I ERR 2ot
Since the lady resided in the village of Sakanoue,*® her kinsmen called her the Lady of

Sakanoue.
This sentence is the only explanation given for the author’s name in the entire Man 'yoshii. Given
the fact that “Sakanoue” refers to a location name, I decided to translate Sakanoue no Iratsume
as “the Lady of Sakanoue” in this instance.

As is already apparent in this introduction, in general I refer to the subject of this study as
“Lady Sakanoue,” or “Sakanoue,” which implies that “Sakanoue” is her given name. It is not.
Just as with authors such as Murasaki Shikubu or Sei Shonagon, Sakanoue’s name derives from
her relation to other things and should not be assumed as her actual name. Writing “the Lady of
Sakanoue” every time I refer to the author, however, would be time-consuming. For the sake of
expediency, I decided to shorten her name to “[Lady] Sakanoue.” For those who wonder why [
do not refer to the author as “Lady Otomo,” when my argument hinges on her position within her
family and lineage, the answer is simple. To call her as such creates confusion with Tabito’s
primary wife, who is already referred to in the text as “the Otomo lady” or “Lady Otomo.” The

Man’yoshi distinguishes the two women by using place names, and I will do so as well.

30 The village of Sakanoue is speculated to have been located in the neighborhood of Horen-Kitamachi 753 EHT in
modern day Nara. It sits between the palace at Heijokyo and Todai-ji Temple.
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Chapter One

From Maiden to Matriarch: Sakanoue as Protagonist of Volume IV

Introduction: The Politics of Somon Poetry

Out of the eighty-four poems ascribed to Lady Otomo no Sakanoue throughout the entire
collection, thirty-seven of them are recorded in the fourth volume of the Man 'yoshii, which is
dedicated to somon poetry. Frequently translated as “love poetry” or “private exchanges,” somon
poems describe feelings of longing that are often amorous in nature and between men and
women, but occasionally also between members of the same gender. Many of these poems only
show one side of an exchange, sometimes with both parties named but often with only one
person identified in the text.3! As the bulk of major female poets in the Man 'yoshii appear only in
volumes or sections dedicated to somon poetry, and even a significant portion of Sakanoue’s
work are categorized as somon, there is a strong association between this type of poetry and
women as represented in the anthology.

Compared to Volumes I, II and III, which either only include zoka (1), or multiple
categories (II and III), Volume IV contains only somon poetry, which are generally read as “love
poems,” that depict amorous dalliances between members of the Yamato court and are removed

from the realm of politics. An example of this view can be found in Kinoshita Masatoshi’s

3! Lady Sakanoue has examples of both scenarios. An example of the former would be Poems 723 and 724, a choka
and hanka set sent to the Elder Daughter of Sakanoue ¥ I~ K/, and an example of the latter would be Poems 619
and 620, her poems on the topic of urami, or resentment. While the text makes no mention of a recipient, most
scholars assume that the urami poems were composed with someone in mind and sent to them.

32 Out of the top six named female poets represented in the Man 'yashii, two only appear in Volumes Four and Eight,
a book dedicated to seasonal poetry in the z6ka and somon categories (the Elder Daughter of Sakanoue and Lady
Ki). Lady Kasa has three poems in Volume III, compared to twenty-four in Volume IV. Princess Nukata’s poetry is
mostly recorded in the first two volumes, but those books are mainly dedicated to works from Japan’s Asuka 75
period (538—710), and she was active at least two generations before the rest of the women mentioned here. Maiden
Sano no Otogami’s poems are recorded in a single sequence of exchanges with her partner Nakatomi no Yakamori
in Volume XV and nowhere else.
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outline of Volume IV in Man 'yoshii zenchii J7 ¥4£427F, where he compares Volume IV to other

books such as Volumes III and VI. Despite acknowledging that much of Volume I'V’s content
was created during an era of political uncertainty and turmoil, he maintains that this book cannot
be read through a political lens because of its status as a volume of somon poetry:

The influence of political history is comparatively small in Volume I'V. Although the
shadow of the Prince Nagaya Incident falls over Volume Three, it does not extend to this
volume. Moreover, though the high officials [the Fujiwara brothers] passed away in
succession because of the smallpox epidemic in Tenpyd 9 [737], and Tachibana no
Moroe rose [to political power] in their stead, this does not appear on the surface of this
volume. Emperor Shomu’s tour of the eastern provinces, which started during the
Fujiwara no Hirotsugu Rebellion,*? the relocation of the capital to Kuni-kyo,** and the
gradual increase in political tensions influence the likes of Volume III and VI, but not this
volume. If anything, the extent [of influence] is when Yakamochi, just after being newly
married, thinks of the Elder Daughter living separately in a residence in the former
capital Heijo from [the new capital] Kunikyd, and laments “their being held apart by a
range of mountains,” (Poem 765).3> One of the reasons for this is because this volume is
comprised only of somon poetry, and [the realm of] somon is the realm furthest away
from politics.>

33 The Fujiwara no Hirotsugu Rebellion /50 il O &L of 740 was an unsuccessful coup led by Hirotsugu (?—740),
son of Fujiwara no Umakai #5525 (694-737). Unhappy with the shift in political power following the smallpox
epidemic in 737 toward Tachibana no Moroe f&a# Jt. (687-757) and the faction aligned with Prince Nagaya before
his death in 729, Hirotsugu charged various officials with corruption and raised an army in Dazaifu, Kytsht. He was
ultimately defeated by government forces. For more information, see SNKBT Shoku Nihongi 2, 365-377, and Farris,
William Wayne. Heavenly Warriors: The Evolution of Japan’s Military, 500—1300 (Cambridge, MA: Harvard
University Press, 1996), 63.

34 The relocation of the capital to Kuni-kyd was in response to the various calamities that occurred during Emperor
Shomu’s tenure in Nara, from the smallpox epidemic to Hirotsugu’s rebellion.

35 This line originally comes from a poem sent to Sakanoue’s eldest daughter by her cousin (and husband),
Yakamochi. MYS IV, Poem 765: “We are held apart by just a range of mountain—since the moon is fine, I wonder
if Little Sister will come out to stand by the gate and wait for me?” (—EIL[FEIL 5 b D& AR E AL TILD

ERDMEED B T0) “Little Sister” was a common phrase used to refer to a wife or lover in this period.

36 Kinoshita Masatoshi. Man 'yoshii zenchii 4 (Tokyo: Yahikaku, 1983), 9-10.

ZOBFINIIBHEE OB D 72, REEFF GBS ZITIZZOREZHKEL LTWDLR, Z
DBITEHEDOW K 2T TR, ERRENFEDOBIERTATICE > TEREPHERNTELE, oo T
Wt USRI LTS, Z0h ZOBOREITITH DIV TV, RE]DOZEITh 43 L7 BB R R 2 O R EH
g, 2 LTI L KO R BURIZBROEZ MR TRLDIEN, Zh & TEHE =, HAILEHEZ
T E DRI Z OBITITR, MOTE X, HE R 2 OFFFRAM ) b R OB FEIZHEN
FELeRgEzB->T I—HUEAL2 b0z (AT LBEWTWLIREDZ Lidbo 7z, Tl —IC
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This perception of somon as inherently apolitical, due to the fact that they are defined as personal
exchanges between people and often depict romantic love, pervades both Japanese and English-
language scholarship as well as translations of somon poetry. Just as Kinoshita claims, there has
historically been little consideration of the larger political implications that go into anthologizing
these types of exchanges between members of the court. As women’s contributions to the

Man yoshii fall under this poetic category, this means that they are also divorced from the realm
of politics and relegated to the status of “love poets” moving within the private realm instead.

As Torquil Duthie has pointed out, however, “the history of somon... represents
amorous relations and marriages as the key to reconfiguring relations of power at court.”’
Contrary to Kinoshita’s assertion, the compiling of sémon poetry into books such as the
Man’yoshii’s Volume 1V actually creates a representation of sociopolitical relations between
members of the Yamato aristocracy through intimate and personal exchanges. There are a
number of previous studies that have explored the relationship between poetic representations of
romantic longing and their political contexts in ancient Japan. In the context of the Heian period,
Gustav Heldt has examined how desire expressed between men in court poetry reveals

hierarchies of rank and kinship.?® More relevant to this study, however, is Shinada Yoshikazu’s
recent article, literally entitled, “the Politics of Somon Poetry.” fHE] DR U 7 1~ 7 A By
reading Volume IV as a text rather than as a collection of individual poems, Shinada shows how

significant portions of this book actually narrate a kind of political history centered around

Emperor Shomu’s selection of an Empress Consort and the aftermath of the Prince Nagaya

37 Duthie, Torquil. Man’ydshii and the Imperial Imagination in Early Japan (Leiden; Boston: Brill, 2014), 191.

38 Heldt, Gustav. “Between Followers and Friends: Male Homosocial Desire in Heian Court Poetry.” In U.S.-Japan
Women’s Journal 33 (2007): 3-32.
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Incident in 729.% Furthermore, Shinada argues that Volume I'V’s general structure creates a story
about the Otomo lineage’s relationships with the Fujiwara and royal lineages.*® Though the
subject matter in somon poems differs in comparison to the “public” poetic forms that fill
Volumes I through III, such as the banka elegies and verses composed or sung at imperial
banquets, Volume IV works in tandem with the previous volumes in order to provide a
comprehensive picture of Yamato court politics in all its facets. Shinada’s article is an important
intervention in terms of understanding how somon poetry fits into that picture, providing much
inspiration for this study.

Not much has yet been explored in regard to how poetic expressions of desire, yearning,
or frustration that center on women illuminate certain power dynamics and competitive
relationships in early Japan. As Lady Sakanoue is one of the most represented authors in Volume
IV, it stands to reason that any narrative surrounding the Otomo lineage involves her at its center.
Therefore, with Sakanoue’s poetry as my focal point, I argue in this chapter that Volume IV—
which is comprised in large part of somon exchanges involving the Otomo—is a text meant to
showcase the Otomo lineage’s social and political position in the Yamato court with Sakanoue as
a protagonist within their narrative. I consider not only what kinds of relationships involving the
Otomo are represented in poetry, but also how they are represented and who writes those
relationships. For the Otomo, whose political power was waning in the eighth century as other
lineages such as the Fujiwara were on the rise, this decline corresponds with the period during

which the poetry recorded in Volume Four was composed.

39 Shinada Yoshikazu. “Somon no poritikkusu—>Man 'yoshii maki yon ni kizamareta Shomu cho seiji shi.” Kodai
bungaku (2019), 1-11.

40 Ibid. 26.
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Within the network of relationships involving the Otomo lineage, Lady Sakanoue stands
out as a prominent figure for a number of reasons. For one, a significant portion of her poetry is
collected in Volume IV, including representations of multiple relationships both within and
outside the clan, from exchanges with relatives on both her paternal and maternal sides to an
exchange with a member of the rival Fujiwara lineage and even a set of poems sent to Emperor
Shomu himself. It is possible not only to think of her as the central axis around which relations
between the Otomo revolve, but also as a point at which the history of the Otomo lineage
intersects with the history of the Yamato court that revolves around the figure of the sovereign.

Therefore, in order to move beyond the image of Sakanoue as mainly a love poet and
demonstrate the significance of her position within the text of the Man 'yoshii, it becomes
necessary to reframe discussions about the poetic genre with which she is most associated and
the volume in which the majority of her poems are contained. Following the example of previous
studies by Konoshi Takamitsu, Shinada Yoshikazu, and Torquil Duthie, I approach the
Man yoshii not as a loose collection of poems, but rather as a text that constructs narrative
sequences through paratextual elements such as the information surrounding individual poems as
well as the general structure of entire books in the anthology. By considering these elements, it
becomes possible to understand 1) how Volume IV represents the Otomo lineage’s social and
political situation in eighth century, and 2) Sakanoue’s position within the volume as not just a

mother, lover, and poet, but also as the ietoji 52 JJ H or the head of her clan, navigating her

family’s way through troubling times.
In the following sections, I will first briefly introduce the concept of paratext and explain
what I consider as such in the specific case of the Man 'yoshii. Then I will outline the general

structure of Volume IV in order to situate Sakanoue’s poetry within its framework. Finally, the
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last two sections will cover how Sakanoue is depicted at the beginning of the volume and toward
the end of the volume through two of her most notable sequences. As I will demonstrate,
Sakanoue is constructed by the text not only as a central figure within the Otomo clan, but also
as an important figure in the history of the court through her relationships to other lineages such
as the Fujiwara and the imperial throne. Relationships are established and broken through the
poetry she composes for herself and others, as if she were writing a particular social history into

existence.

Gérard Genette’s Paratext and the Anthologization Process

I use the concept of “paratext,” a term first coined by Gérard Genette, as it is useful in
illuminating the relationship of Sakanoue’s poetry to the overall text of Volume IV. In order to
emphasize the fact that texts are not received by audiences “as is,” unadorned and without some
form of presentation, Genette creates a distinction between the body of the text itself and
paratext, or the products that surround it such as an author’s name, illustrations, or a preface.*!
These “products” can be created by the authors themselves, but generally are provided by entities
other than the author, including editors, publishers, printers, illustrators, etc. In Palimpsests:
Literature in the Second Degree, Genette refers to such products that surround texts “literature in
the second degree” in order to more clearly distinguish them from the “entire” or “essential”

aspects of the text.*? The “secondary” aspects of these literary works create a framework that

4! Genette, Gérard, Paratexts: Thresholds of Interpretation, trans. Jane E. Lewin. Cambridge; New York:
Cambridge University Press (1997), 1.

42 Genette, Gérard. Palimpsests: Literature in the Second Degree, trans. Newman, Channa Newman & Doubinsky,
Calude. Lincoln, NE: University of Nebraska Press, 1997.
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influences the reception and interpretation of the text, and furthermore also have the function of
transforming the reader’s understanding of said text.

One thing to note is that the concept of paratext as defined by Genette was originally
intended for published and printed books, and therefore may require some modification when
applied to a manuscript book such as the Man 'yoshii. For my purposes in this study, I take the
“primary layer” of the Man ’yoshii text to be a poem or set of poems composed by an individual

poet, and use the term “paratext” to refer to the secondary layer of prefaces /% (jo), headnotes,

and endnotes. By separating the main body of poetry from the explanatory material that
surrounds it, it becomes possible to see how poetic voices deployed by authors, such as “the
waiting woman” that is prevalent in much of premodern East Asian poetry, are historically
contextualized and can influence a reader’s interpretation of the poem in question.

I also consider the structure of the Man "yoshii itself to be a kind of “paratext” that affects
both its reception and its various interpretations. The order in which the songs are listed, the way
a volume is structured using particular themes, and the intended arrangement of groups of poems
or poets, can be recognized as “paratextual” frameworks provided by the compiler(s). It is also
important to take into account which poets are selected for anthologization, and how they are
arranged and portrayed in each volume based on relevant social relationships and historical
events. In the case of Lady Sakanoue, her poems often appear in close proximity to those
composed by her nephew, Yakamochi. In considering such aspects, a premodern “paratext” in
this sense suggests a limited interpretation and reading, and thus is valuable in that it allows us to
reconsider the kind of influence this has on readers. In other words, paratextual information in

the Man yoshii guides readers to specific interpretations of its poems.
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By paying attention to the secondary paratextual layer of the Man yoshii, it is possible to
shift our focus from individual poems and poets toward a reading of the Man 'yoshii anthology as
a narrative text. Duthie has also argued for the importance of considering headnotes, endnotes,
and sequence arrangements in our readings of Man 'yo poetry, as it allows for new possible
avenues of exploration in terms of larger patterns in the anthology.** By reading the Man 'yoshii
as a narrative, the reader is also able to reconsider the nature of lyric poetry within the anthology.
Lyricism as it is commonly understood pertains to an individual’s private sentiments. While the
contents of many poems in the Man ’yoshii express private emotion, this type of lyricism is not
restricted to a single person. Rather, lyrical poetry in the Man yoshii is always situated within
specific historical moments and environments, aided by the paratextual information framing the
poems. Duthie explains the type of lyricism contained in Man 'yoshii as “[encompassing] both
expressions of strictly individualized amorous emotion as well as the ‘augmented’ voices of
praise or mourning that claim to represent the entire court,” whose purpose is to memorialize
both the sovereign and their subjects.**

Similar to scholars such as Duthie as well as Shinada Yoshikazu, my understanding of
lyricism in the Man yoshii overall is one that is centered on the figure of the sovereign and the
aristocrats whom surround them. By broadening the definition of lyrical poetry, which can be
used to describe many examples of somon poetry among others, it becomes possible to
understand how the “narrative” or “story” about the Yamato court as inscribed in history takes
the form of a poetry anthology and its volumes. Similarly, Sakanoue’s poetic exchanges with

family members and potential lovers can be interpreted on two different levels: the first in regard

43 Duthie (2014), 406.

“ Ibid, 415-16.
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to her as an individual member of the Otomo lineage and the second in regard to the lineage’s
position in society. In Volume IV, Lady Sakanoue can be considered not only as an author whose
works are scattered throughout the book, but also as a main axis that connects two “narratives”
about the politics of the Yamato court and the position of the Otomo clan within it. In this sense,

Sakanoue also can be understood as a node that creates “paratext” for Volume IV.

The Structure of Volume IV

Volume IV contains three hundred and nine poems, most of which are attributed to poets
who were alive during the eighth century, with a handful of poems at the beginning that are dated
earlier. It includes entries from some of the most notable poets in the anthology, including
Kakinomoto no Hitomaro, Kasa no Kanamura, Otomo no Yakamochi, and of course Lady
Sakanoue. Volume IV is generally viewed as a companion to book Volume III, which includes
examples of the other major poetic forms encapsulated in the Man yoshii, the zoka, banka, and
hiyuka. These two volumes form a pair that is often compared with Volumes I and II, which are
also often considered to be sibling texts. Volumes I and II contain poetry representative of the

ancient period up through the reigns of Empress Jitdo £##% K &£ (645-703, r. 690-697) and

Emperor Monmu, whereas I1I and IV for the most part focus on poetry before and during the
reign of Emperor Shomu. Since both Volumes III and IV start with a few entries from the
“ancient period” covered in Volumes I and II, they can be said to have a structure model that

encompasses examples of ancient and “modern” poetry (at least for that time period).*’

45 Shinada Yoshikazu. “Man "yoshii no makimaki,” Man 'yoshii jiten. Inaoka Koji, ed. (Tokyo: Gakutdsha, 1993),
397.
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Similar to Volume II—which also contains somon poetry—Volume IV’s opening poem
comes from an era associated with a Naniwa sovereign, presumed to be either the legendary

Emperor Nintoku {—{#K & or Emperor Kotoku Z2/E-K & (596654, r. 645-654):

HEW R B IR Ts BRI L2 LA —
A poem the Naniwa Sovereign s younger sister presented to her venerable elder brother in
Yamato
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While the author’s identity is unknown, given that the Naniwa sovereign could be referring to
Nintoku, scholars have speculated that the author could be his younger half-sister and wife Yata

no Himemiko /\ FH £ %¢.47 As a composition presented formally to a sovereign, this opening

poem establishes the tone for the rest of Volume IV. It establishes somon poetry as consisting of
expressions of longing and romance between members of the nobility, which are then situated
within the context of the imperial realm as governed by the sovereign.

From there, poems proceed in relative chronological order, with the final poems ascribed
to Yakamochi and his contemporaries, dating around 744. The following chart breaks down the

structure of volume four into nine sections, though there is some overlap between them:

46 MYS IV, Poem 484,

47 While the Man yoshii does not contain much biographical information on Emperor Nintoku or Yata no
Himemiko, both figures appear in the Kojiki 37, and the Nihon shoki H A3 5#t, the two oldest existing texts in
Japanese literature. According to these stories, Yata no Himemiko was one of Nintoku’s wives, but bore him no
children. As a result, a minashiro 141X, or type of royal lineage, was established in her name. Cranston (1993),
40-41.
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General Description of Section

From the time of Legendary Rulers
to the Establishment of the Capital in
Heijokyo (Poems 484-513)

Early years of the Nara Period up
until Emperor Shomu’s ascension
(Poems 514-48)

Poems by the Dazaifu Poetic Circle
(Poems 549-80)

Poems by Women Associated with
Y akamochi (Poems 581-620)

Poems Associated with the Imperial
Family (Poems 621-45)

Exchanges Primarily Involving Lady
Sakanoue (Poems 646-71)

Transitioning from Sakanoue to
Yakamochi (Poems 672-726)

Poems about the Elder Daughter of
Sakanoue (Poems 727-61)

After the Establishment of the
Capital at Kunikyd (Poems 762-92)

Notable Poets and Sequences

Poem from the Naniwa Sovereign’s younger
sister (Poem 484), Composition by the Okamoto
Sovereign (485-87), Contributions by
Kakinomoto no Hitomaro and his wife (49699,
501-04)

Fujiwara no Maro and Lady Sakanoue’s
Exchange (522-28), Emperor Shomu’s
exchange with Unakami no Okimi (530-31)

Otomo no Miyori and Kamo no Okimi’s
exchanges (552, 556, 565), Otomo no Momoyo
and Lady Sakanoue’s poems (55962, 563—64),
Poems composed during Tabito’s illness and
return to the capital (566—78)

The Elder Daughter of Sakanoue’s first
exchange with Yakamochi (581-84), Lady
Kasa’s twenty-four poems to Yakamochi (587—
610), Sakanoue’s composition on urami {&[E
(“resentment,” 619-20)

Prince Yuhara’s exchange with a maiden (631—
42), Lady Ki’s poems on urami (643-45)

Sakanoue’s exchanges with Otomo no
Surugamaro (646—649, 651-655), Sakanoue’s
exchange with Abe no Mushimaro (665-67)
Yakamochi’s exchanges with women (705-06,
707-08, 714-20), Sakanoue’s exchanges with
Emperor Shomu and the Elder Daughter of
Sakanoue (721, 723-26)

Yakamochi and the Elder Daughter’s exchanges
(727-55), Poems to the Elder Daughter of
Sakanoue from the Elder Daughter of Otomo no
Tamura (756-59)

Lady Ki’s exchange with Yakamochi (76264,
775-81), Yakamochi’s poems to the Elder
Daughter of Sakanoue (770-74), Fujiwara no
Kusumaro and Yakamochi’s exchange (786-92)
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Section A covers roughly poetry from ancient times to the period where the capital was
moved to Heijokyo (710). Some poetry in this section is attributed to poets and figures of
semilegendary status. Section B contains poetry from the early years of what we now call the
Nara Period, ending right about the time of Emperor Shomu’s ascent to the throne in 724. This
section marks Sakanoue’s first appearance in Volume Four with an exchange between her and
Fujiwara no Maro, one of the four Fujiwara ministers who all eventually succumb to smallpox.
From this point onward, all sections contain poetry composed during Emperor Shomu’s reign
(724-749). Section C contains poetry composed during Otomo no Tabito’s tenure as the
Governor of Dazaifu, a military stronghold for Japan during this time period. Notable entries in

this section include the exchange between Otomo no Miyori K} =4« (d. 774) and Prince
Nagaya’s daughter, Kamo no Okimi & %7z F and poems exchanged upon Tabito’s return to the

capital at the end of his tenure. Section D primarily contains poetry from Yakamochi’s many

female associates, such as Lady Kasa 57 2 R[S and the Elder Daughter of Otomo no Sakanoue K

£ _EKIE, but also includes Lady Sakanoue’s choka and hanka set on urami £%/&, or
resentment.

Besides being comprised entirely of somon exchanges, one of Volume I'V’s most notable
characteristics is the large presence of the Otomo lineage and their associates. When Volume
IV’s structure is broken down into the above parts, this becomes all the more apparent, as over
half of the sections outlined are concern mainly with their affairs. Of particular note is the time
period covered between Sections D through F. Since the dates ascribed to some of these poems
occur after Tabito’s death (731) but still during Yakamochi’s adolescent years, we can think of

this era as a transitional period for the Otomo lineage, where one generation is in the midst of

replacing the other. Lady Sakanoue’s poems dominate this section, with many of them in the
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form of exchanges with her male relatives Otomo no Surugamaro J£EEE{R R 2 (d. 776) and
Abe no Mushimaro Fif{i% HURR (= (d. 752). In the latter portion of IV (Sections G through I),

however, we see a shift in focus from Sakanoue to Yakamochi. As Yakamochi comes of age,
compositions attributed to him also increase in number. Here Sakanoue appears as a more distant
figure with her compositions coming from lands far away from the capital, limited to
correspondences with the Elder Daughter of Sakanoue and Emperor Shomu.

In addition, while there is a section that revolves around poetry sent to the Elder Daughter

from her mother, Yakamochi, and her half-sister the Elder Daughter of Tamura J{ FH A K,

the Elder Daughter’s responses are few in number, and they are only to Yakamochi. Volume

IV’s final section covers the period after the capital is briefly moved to Kuni-kyd 4% 5{ (741).
It ends with an exchange between Yakamochi and Fujiwara no Kusumaro /AR = (d.

764) presumably in regard to Kusumaro’s marriage proposal to Yakamochi’s young daughter.
From this outline of Volume IV, it becomes clear that the book is primarily focused on
the relationships between members of the Otomo lineage as well as their relationships with other
lineages, including the imperial family.*® The next questions that need to be addressed, then, are
why Sakanoue appears to be such a focal point and what purpose does the inclusion of her
exchanges with her various relatives and other powerful lineages serve a larger story about the
history of the Yamato court? In other words, what kind of narrative is Volume Four telling about

Emperor Shomu’s reign, and how does Sakanoue’s poetry fit into that narrative?

8 This has also been noted in the second appendix entitled “Man yoshii in Overview” in Horton (2012).
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Lady Sakanoue’s Exchange with Fujiwara no Maro

Sakanoue’s first appearance in Volume Four is an exchange with Fujiwara no Maro /it

JBR = (695-737), son of Fujiwara no Fuhito i~ FLAE (659-720) and founder of one of the

four great houses of the Fujiwara.*” While the high point of Fujiwara domination over Japanese
court politics would not occur for another few hundred years, the beginnings of their influence at

court can be traced back to the founder of the lineage, Fujiwara no Kamatari fi&)5 8 & (614—

669), and particularly to his son Fuhito. Fujiwara power in eighth century culminated with the

birth of Fuhito’s grandson, Crown Prince Obito 7 & - (Emperor Shomu) by his older daughter
Fujiwara no Miyako B%J5UE - (?-754), and the marriage of the crown prince to his younger
daughter Asukabehime 2215 %% (701-760).%° In addition to marrying into the imperial house,

members of the Yamato court lineages sought marriage alliances with other lineages as a means
of establishing connections and soothing political tensions between themselves. As scions of
high-ranking lineages within the Japanese court at this time,>! a union between Maro and
Sakanoue would have been potentially advantageous for both groups. This exchange—designed
as a representation of Maro’s courtship of Sakanoue—appears in the first half of Volume IV,

with three contributions by Maro, and four by Sakanoue:

4 The four houses were Fujiwara no Fusasaki’s Northern Branch 1t:5%, Maro’s Ministerial Branch 515% branch,
Muchimaro’s Southern Branch F %%, and Umakai’s Ceremonial Branch 7 5Z. The Northern Branch would
eventually establish claim to the position of regent in the Heian period and for the most part dominate the throne and
court through their use of marriage politics. This involved marrying their daughters into the imperial family and
bearing sons. Because these women lived in separate quarters from their sovereign spouses, many crown princes
were raised in the presence of their material grandfathers (the regent), who were allowed to visit their daughters.
This meant that the regent would have great influence over their imperial grandchildren.

50Tt was common practice up until the eighth century for members of the imperial family to marry half-siblings and
cousins, thereby consolidating power.

S1As of 684, the Fujiwara lineage held the second-highest rank of ason #/F=. in the Yamato court, and the Otomo
lineage held the third-highest rank of sukune 15 i.
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Three poems sent by the Fujiwara Master of the Capital Offices to an Otomo lady (The
minister s personal name was Maro).
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Like beautiful combs in my maiden’s treasured box
turn into antiques, I must have grown old as well,

since not having met my love.

It is said that there are people who can endure
waiting even one year, but my longing became

unbearable before I noticed.

Though I lie under soft, warm bedding made from
Ramie plant fibers, because I am not with my love,

even my skin is cold.

Four poems in response by the Otomo lady
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The nights when my lord comes on a bead-black horse,
stepping over small stones to cross the Saho River—

can they not be every night?

Like the small ripples in the shoals of Saho River
where the plovers cry, there will never be a time

when my longing for you stops.

Though there are times where you say you’ll come but you

don’t,

I will not wait for you to come when you say you won’t,

because you said you won’t come.

Because the shoals are wide in the Saho River
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The lady [above] was the daughter of his lordship, the Saho Major Counselor. She was

first married to Prince Hozumi of the First Rank. He was especially devoted to her, and
after he passed away Lord Fujiwara no Maro courted the lady. Since the lady resided in
the village of Sakanoue, her kinsmen called her the Lady of Sakanoue.>?
Maro’s compositions depict a man consumed with longing for a woman absent from his side.
The first poem describes a figure that has begun to age in a similar manner as combs in a
maiden’s box turn into antiques due to not having met his love. The second poem evokes the
Tanabata legend by using the motif of waiting to meet a lover once a year and, by introducing
the figures of the cowherd and weaver girl, portrays the relationship between speaker and
recipient as if they have already consummated their relationship. Finally, Maro’s third poem
describes the sense of emptiness the speaker has begun to feel in the absence of his beloved.
Sakanoue’s first poem functions as a response to Maro’s second poem, where the speaker
also invokes the Tanabata legend by expressing a wish that her partner comes more than once a
year. This poem also contains the striking image of a black horse crossing the Saho River in the
dark of night. The second poem portrays a figure that describes her longing as something that

never ceases, just as the ripples of the Saho River never do. Sakanoue’s third poem shifts in tone,

and is often described as a zareuta ALK or limerick. The speaker declares that, because her

beloved did not go to her when he said he would, she will not wait for him when he says he is

not, and it appears the speaker’s feelings toward her beloved have soured. The final poem sees

22 MYS IV, Poems 522-28.
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the speaker expressing a faint hope in her beloved as she says that, though she does not know if
he will come to her or not, she will lay down a bridge for him anyway.

Within Sakanoue’s four poems, there is considerable attention paid to the Saho River that
was close to the Otomo clan’s residence. This has the effect of grounding Maro and Sakanoue’s
poetic exchange in the real world, despite the fact it started in the world of the Tanabata legend
and emphasizes Sakanoue’s position within the Otomo residence. Sakanoue’s four poems
effectively ignore the Tanabata imagery set up in Maro’s three. Moreover, Sakanoue insists
throughout her poems that Maro must go to the Otomo residence in Saho rather than she go to
the Fujiwara residence.

The commentarial tradition, including recent entries in Omodaka Hisataka’s Man "yoshii

chiishaku B HESEFFE and 1to Haku’s Man 'yoshii shakuchii J7 542FRE tends to focus on this

exchange’s use of the poetic voices of the “visiting man” and a “waiting woman,” as well as its
connections to the Tanabata legend and a set of ancient songs recorded in Volume Thirteen of
the Man ’yoshii.> In this case, however, I want to consider the paratextual framework of the
headnotes and endnotes that surround this exchange. The headnotes before Maro’s poems
include information about his name and his government position, and the endnotes after
Sakanoue’s contributions introduce the lady, her lineage, and details of her first marriage to
Prince Hozumi, the fifth son of Emperor Tenmu who is remembered for his illicit relationship

with his half-sister Princess Tajima.

53 Omodaka Hisataka, Man 'yoshii chiishaku (Tokyo: Chiid Koronsha, 1957-1977), 1to Haku, Man 'yashii shakuchii
(Tokyo: Shuieisha, 1995-2000).
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What is unclear about the information presented is the connection between Sakanoue’s
first relationship with Hozumi and her poetic exchange with Maro. Tetsuno Masahiro has also
pointed out this puzzling inclusion of a previous relationship in the exchange. He states:

The description in the endnote [note to the left] at first glance seems to be excessive for

the poems. The origins of [Sakanoue’s] name and her being an object of Hozumi’s

affection are not directly related to her association with Maro or the contents of their

exchange. Conversely, however, might it be that the inclusion of such a description also
illuminates the meaning of the exchange between the lady and Maro?%*

As Tetsuno notes, it is not obvious why or how this information is related to the poetic exchange
with Maro, but there may indeed be a reason. If we consider the information found in the
headnote and endnote as a framework for the exchange, is it possible to come up with a new
understanding that departs from the standard interpretation of the exchange as depicting a
“visiting man” and a “waiting woman?”

While it is likely that the purpose of the headnote and endnote is to provide details about
the authors’ personal histories, another meaning or function is also possible. Although there is no
direct literary representation of Hozumi and Sakanoue’s relationship vis-a-vis somon exchanges,
this endnote that serves as an introduction for Sakanoue devotes significant space to describing
their marriage. By including this information, the endnote signals to the reader that Sakanoue is
someone who is suitable as a wife for the Fujiwara on a political level. Not only is she the
daughter of Otomo no Yasumaro, who attained the rank of senior counselor during his lifetime,>

but she was also beloved by Prince Hozumi, a member of the royal family. Therefore, she would

34 Tetsuno Masahiro, “Fujiwara no Maro to Otomo no Sakanoue no Iratsume no zotoka,” Nikon bungaku 102,
(Tokyd: Tokyd joshi daigaku, 2006), 2.

EEORIRIL, —H, KIZE>TRREITHLNDO X HITB IS, FFROHRCHEER T ORE LT
T2 lid, BRE & ORERCHEDONFICESERR L, Lo LBICE 2 U, 29 Lcitid&fES 2
L RIS L L RE OB EDFRF > TEREZR O LIHL T2 Z L2222 D TIERUNDN,

55 In the ritsuryo system, courtiers designated as “senior counselor” were of the fifth-highest rank in the court.
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be very desirable as a marriage prospect for Maro, given the high-ranking positions of her male
associates. This image of Sakanoue as a woman who held such a powerful political and social
position is conveyed with just a few sentences in the endnote. However, through repeated
references in the poems to the Saho River near her family’s residence and the paratextual
information about her position in her family, Sakanoue’s poems make clear that she is not going
anywhere, which is further supported by her eventual marriage to her half-brother, Sukunamaro.
It is an indirect rejection of Maro’s suit.

As a means by which to introduce Sakanoue in Volume IV, this poetic exchange with
Maro not only shows hers and the Otomo family’s relationship to the imperial family, but also
the clan’s relationship with the Fujiwara. Since there is a chronological issue in terms of overlap
with Sakanoue’s marriage to Sukunamaro, there has been much discussion about whether a
romantic relationship existed between Maro and Sakanoue existed in reality and when it might
have occurred.’® The historicity of the relationship, however, is not the important question here.
Rather, what we should think about instead is what kind of purpose the poetic exchange serves
within the text of Volume I'V. Within the wider context of the volume, this exchange suggests a
social or political tension between the Fujiwara and Otomo clans. While the Fujiwara gained
more political power over time, the Otomo had not only deep ties to the imperial family, but also
possessed considerable poetic skills that could compete with (or even surpass) the Fujiwara. All
of this is inscribed in both the poems and the headnote and endnote that encompass them.

If we consider the arrangement of Maro and Sakanoue’s poems within the overall
structure of Volume IV, we can see there is also another exchange between members of the

Fujiwara and Otomo clan located at the end of the volume. It is an exchange between Sakanoue’s

56 Discussions can be found in commentaries such as Omodaka Chiishaku (1957-1977) and in articles such as
Tetsuno (2006).
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nephew, Yakamochi, and Fujiwara no Kusumaro, the son of Fujiwara no Nakamaro, who was a
political foe of Yakamochi’s ally Tachibana no Moroe. The reason for this exchange allegedly

has to do with Kusumaro’s intentions to marry Yakamochi’s young daughter.

KRG IR R i R R B AR B i =

Three poems sent in reply to Fujiwara no asomi Kusumaro by Otomo no sukune

Yakamochi

15 0 by i nWeLEsd I
%Zﬂﬁ% YIAS% 7N Although the spring rains come down with more frequency,
%)%E L;E [Id}ﬁ The plum blossom has not yet begun to bloom.
119\% /_S_?FL%%FE? Perhaps the bud is still young?

WHo Z B s

iZD:y: e How it seems to me as if it were out of a dream,
(;: j KELFﬁ ﬁ %1)%% When a messenger from my beloved lord,
;TTL%’% iﬁ% Again and again comes to me!

Ibbh B HhseEnnt &
AR {CEEET Tender and young still, its flowers hard to bloom,
fﬁ%éﬁiﬁ”ﬁ KQEEQ I planted this plum. Yet the thick words from others
;,.hj ; [::1 2%#5 Have me vexed about what to do!
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Two more poems sent by Yakamochi to Fujiwara no ason Kusumaro

- IR BHEY D B %
B/ T— Pl How uneasy and troubling these thoughts in my heart,
1150 Th ERUC L g e
HEE %;%' IE When I receive news again and again during
RN SN 4
ZHE A time when the spring mist flutters.

1a0¥ 0 1}:‘.: L T i
R BN IT_EIH:'.%% If the words come forth like the sound of a spring breeze,

bhah T Vi RL TOLY

HEMm 7F7§ SR Time passing as is, even if it is not now,
TH MR EITEIZ
EHEE It will be as my lord wishes.
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Two poems sent in reply by Fujiwara no ason Kusumaro

WiEal I 8BS B

Z ’%‘?/f]“ R Like sedge roots growing in the shade of rocks atop
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THOA O hbIhrbin b

ERy #EE The hidden mountains, do I not also feel
b 0 BYEIHh %

AHZAEER Such longing as you do?

1589 % Fo b L L bbb L

ERF R _BEAEM It seems as though you are waiting for the spring rain.

b & 0 b & 0O 9B b

BREFZ HARIIEE Here at my home too there is a young plum tree
VEES 5B Y

rxeH That is yet budding still. >’

Sakanoue and Yakamochi’s poetic exchanges with Maro and Kusumaro respectively are not only
exchanges between individuals, but also between the Otomo and Fujiwara clans. These somon
exchanges, placed toward the beginning and at the end of Volume IV, suggest an intention to
memorialize the relationship between the two clans through their inclusion in the anthology, but
is that the sole purpose?

If we consider that the exchange between Yakamochi and Kusumaro is supposedly based
on Kusumaro’s marriage proposal to Yakamochi’s daughter, then our understanding of
Sakanoue’s exchange with Maro changes as a result. Simply put, the context surrounding the
exchange between Yakamochi and Kusumaro resembles the exchange between Sakanoue and
Maro. As Maro seeks to build a relationship with the Otomo clan by marrying one of their high-
ranking daughters, Kusumaro also seeks to strengthen the bonds between the clans by marrying
the daughter of the current clan leader, Yakamochi. Since Yakamochi’s daughter (alluded to as

the “plum blossom” #§{£) is still young, Yakamochi has to decline Kusumaro’s proposal.

Another arguably more severe reading of this exchange is possible if we consider the
young age of Yakamochi’s daughter not as a reason, but an excuse for him rejecting Kusumaro’s
suit. Yakamochi’s figure within Volume Four, as suggested in the outline for the book’s

structure, is that initially of a young man engaged in dalliances with various women. This is

STMYS IV, Poems 786-92.
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supported by the inclusion of poems addressed to Yakamochi from women who are either
longing for him, dismayed over his lack of attention, or are angry at him for abandoning them,
and his seeming disinterest as indicated by very few poems in response.’® Over the course of the
volume, however, we see him become more involved with his first-cousin, the Elder Daughter of
Sakanoue. Similar to Sakanoue’s abandonment of her courtship with Maro, Yakamochi is
depicted as being more invested in the matters of the Otomo lineage. The tone of Yakamochi’s
poems suggests an attempt to placate his daughter’s suitor, but the open-ended nature of the
exchange’s conclusion does not look promising for this potential union.

For this reason, if we return to Sakanoue and Maro’s exchange, we can see a tension in
the relationship between the Otomo and the Fujiwara present at the beginning of Volume 1V,
hidden within both the poems and the paratextual endnote as she insulates herself within the
ancestral home and her family connections and spurs the advancements of an outsider. A similar
behavior can be observed in the exchange between Yakamochi and Kusumaro as he delicately
tries to halt the Fujiwara member’s pursuit of his daughter. The lack of a resolution or happy
union between the two clans result in an ambiguous ending to the volume, coming full circle as
Yakamochi must deny another member of the Fujiwara. Thus, the poetic exchanges function as
literary representations of the social and political tension with the Fujiwara and represent an

attempt to alleviate that tension.

58 The most egregious example is from Poems 587 to 612, where a woman named Lady Kasa sends twenty-four
poems to Yakamochi (the last two from a separate occasion), and Yakamochi only sends fwo back.
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An Invitation for a Tryst along the Saho River

Immediately following Sakanoue’s exchange with Fujiwara no Maro is a composition in
the rare poetic form known as sedoka FEBHFK (“head-repeating poem”). Sedoka are a variation
on the tanka form, in a 5-7-7-5-7-7 syllabic pattern. There are roughly sixty-one examples of this
form in the Man yoshii, the majority of which are contained in sections that came from the

“Kakinomoto no Hitomaro Collection” AfiASE}] F A Jbk (= #k£E. Sakanoue’s one sedoka

contribution appears in Volume Four, numbered Poem 529:

RS FER i —
Also, a poem by Lady Otomo no Sakanoue

S BAERO L 0 onh& 0

12-'51%{—”3 %F e Do not cut down the brush growing on the banks high
D 7&5"; % Above the Saho River!

TE ;IE% 9@6 x %A Leave it be as is, for when springtime comes around
%ﬁ&%\é?ﬁ We will have a place to hide.

Generally speaking, sedoka poems were considered to be an old style of poetry, and believed to
have been originally recited as a kind of dialogue.>® Similar to somon poetry, sedoka as a poetic
practice is considered to involve at least two participants. Poem 529 supports a type of
interaction such as call-and-response, at least through imitation, as the speaker of this poem
directly commands someone not to cut down the brush along the riverbanks. Several
commentators have remarked upon Sakanoue’s interest in imitating an old style of folk songs,
whether for literary practice or as a form of diversion.®® As noted by modern tanka poet Kubota

Utsubo, the practice of meeting one’s lover in tall grass was apparently not uncommon in ancient

59 For a brief introduction to the poetic form of sedoka, see Konoshi Takamitsu, Hikkei Man 'yoshii o yomu tame no
kiso hyakka. Bessatsu Kokubungaku 55 (Tokyd: Gakutdsha 2002), 162.

80 For examples, see Omodaka 4, 138, and Kubota Utsubo, Man 'yashii hyashaku 4 Tokyd: Tokyodd (1943-1952),
82.
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Japan, and was often a necessity if someone wanted to keep their meeting a secret.5!

The tone of Poem 529 contrasts with the tone in the exchange with Maro as she demands
he cross the river to get to her, rather than have a mutually agreed upon meeting among the
brush. The likely reason for this is the context of the exchange versus the sedoka: one is in
response to a formal invitation to court her while the other is a composition modeled after older
“folk” songs describing a clandestine affair. The connection between Sakanoue’s person and the
Saho River is reinforced as the river is once again used as the setting for the sedoka. As

Sakanoue’s father Otomo no Yasumaro is often referred to as the “Saho Senior Counselor” £
KANF in the Man yoshit® and we learn from other paratextual information that there was an

Otomo residence in Saho, there is a strong tie between the lineage and region. Kageyama
Hisayuki sees parallels between the Saho river’s depiction in Sakanoue’s poem and that of rivers
and high places in other examples of sedoka that are designated as sacred ground, and therefore
Saho becomes sacred as well by association.* While agreeing with Kageyama on the idea of the
Saho River as sacred, Asano Noriko also points out the significance of the river’s location in the
capital of Heijoky0.** For a high-ranking noblewoman such as Sakanoue, a river that runs
through the capital is a suitable place for a tryst with a lover. In using the poetic form of the
sedoka, which is associated with the countryside, this poem creates a pastoral image of the river

and the woman. It also continues the general imagery established from Maro’s first few poems

61 Kubota (1943), 82.

62 Besides the endnote to Sakanoue’s exchange with Fujiwara no Maro (see above), other examples include endnotes
to Poem 126 in Volume II, and Poem 518 and 532 in Volume IV.

63 Kageyama Hisayuki, “Sakanoue no Iratsume no sedoka isshu.” Sonoda gobun 5, 4-14. Amagasaki, Japan: Sonoda
Women’s University, 1990. 11-12.

64 Asano Noriko. Otomo no Sakanoue no Iratsume no kenkyi. Tokyo: Kanrin Shobd (1994), 174.
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that reference the Tanabata legend, creating a strong connection between Poem 529 and the
exchange that precedes it.
What stands out in this poem in terms of its paratextual elements, however, is the use of

b

the character mata X in the headnote. Translated here as “more,” it can also mean “once again,’

or “in addition.” The presence of this character coupled with Poem 529 coming in sequence
directly after Sakanoue’s exchange with Maro has led many commentators and scholars to
speculate whether this poem was sent to Maro along with or after the initial exchange. Scholars
such as Kageyama and Onodera Seiko believe that to be the case, with Kageyama concluding
that this poem was composed shortly after Maro began courting Sakanoue.® Likewise, Onodera
mentions that, while Poem 529’s use of the character mata is different from the character’s use in
other exchanges such as Yakamochi’s additional two poems sent to Kusumaro (referenced

above) in that it does not have accompanying characters such as okuru [ (“to give”) or kotaeru
F1 (“to answer”), because the use of mata in the headnote comes after the Maro sequence, it is

possible to consider the poem as meant for Maro.%® This is a clear case where the order of poems
in the anthology has influenced readers’ understanding of the poem’s context, where

interpretations sometimes hinge on the meaning of a single character.

65 Kageyama 13. “...This poem was produced during the earliest stages of Maro and Sakanoue’s love affair, that is,
shortly after Maro asked after Sakanoue. Rather than being straightforward, [this poem] is nothing short of brilliant
as it emulates the form of folk songs while skillfully blending an intention to refuse with an intention to seduce.”
Y HITER & &R & OB OIS, D F D RE DSR2 ) TRAAWZ AICHIfES b o &
HT LIRS, AP —RMIEha®bT O TR REOBAIM >0, OIS L FEOT
BRI GRS HTD, BTLLEEIENHDLE,

% Onodera Seiko. Otomo no Sakanoue no Iratsume. Tokyo: Kanrin shobd, 1993. 40.

47



Omodaka’s understanding of the character mata in the headnote does not go as far to say
it was a poem sent to Maro, but he also thinks it to have been composed around the same time. In
his commentary on the poem, he writes:

Because the author of this poem is the same as the author of the previous section, the

character mata is written here. While this does not mean that the poem was given to the

same person, it seems it was written around the same time. Even if there was no endnote

[note to the left] to the previous compositions, the term mata acknowledges that Lady

Sakanoue is the author of those poems. '

In other words, the character mata is meant to indicate that the author of this poem is the same as
the one in the previous sequence, in the anthology, not that she sent a poem once more to the

same person. In addition, the character confirms that the author of the poems sent to Maro, which

notably in the headnote is only named as “an Otomo lady,” K{fEER % is indeed Sakanoue.

Without the endnote of the previous set of poems and the headnote for Poem 529, readers would
not be able to identify Sakanoue as the author of the replies sent to Maro, which are likely her
earliest works compiled into the Man 'yoshii.

The reason why this is significant is because it is a clear instance where the framework of
an anthology has a direct hand in “creating” the author. In the case of Sakanoue’s exchange with
Maro and the sedoka that immediately follows after, the combined paratextual information
creates an enclosed loop, structured in the following manner:

Headnote for Poems 522-24: Fujiwara no Maro writes a poem to an Otomo lady

Headnote for Poems 525-28: The Otomo lac}Bf responds

Endnote for Poem 525-28: Revelation of the Otomo lady’s name (“Lady Sakanoue™)

\

7 Omodaka 4, 136.

AIOEEEFRILTHLE (X EFENCHOT, WEANCHE -7 E WESERTIZEN & BTN 5725,
FCEHObD L RIIND, AIOEOLEENES TH, X OFFIC XV ETOENR R Th 5 FHH1H
OHENDEDITTH D,
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Headnote for Poem 529: One more poem from Lady Otomo no Sakanoue, the Otomo lady
mentioned in the earlier headnotes

Coupled with a shared setting of the Saho River between Sakanoue’s responses and the sedoka
along with the placement of poems side-by-side and general understanding of both somon and
sedoka as literary practices involving multiple participants, naturally one might assume that the
sedoka is about Maro and Sakanoue’s affair. As Omodaka points out, however, just because the
author of Poems 525-28 and Poem 529 is the same person does not mean that her audience is in
both instances.

While picking up on the deliberate framing of Poems 522 through 528 and Poem 529 as a
distinct sequence in Volume IV, previous scholarship assumes that the subject of this section is
Maro and Sakanoue’s relationship. I would argue, on the other hand, that this framing is not for
the purpose of portraying their love affair so much as it is for introducing one of Volume IV’s
most significant figures first as a romantic heroine. Through the combined main body of the text
and the surrounding headnotes and endnotes, this first iteration of Sakanoue is a depiction of a
young noblewoman from the capital who is full of both literary and political promise. In the
exchange with Maro, she is portrayed as the daughter of a high-ranking minister and beloved by
a now deceased imperial prince, who challenges a suitor to be her match by demanding he come
visit her at her family’s residence. The image of Sakanoue as a playful yet determined young
woman continues in Poem 529 as the speaker tries to encourage a would-be lover to meet her on
the riverbank near her home. Though it is impossible to determine Poem 529’s historical context
and whether it was intended to be sent to Maro or was a song recited at a social event such as
banquet, within the body of Volume IV, the sedoka works in tandem with the preceding poetic
exchange in order to give the reader an initial impression of Sakanoue that will gradually change

over the course of the volume.
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Poetic Games with Kinsmen I: Otomo no Momoyo

The next set of poems attributed to Sakanoue are a part of a subsection in Volume Four
focused on poetry composed in Dazaifu, including works from Tabito, Sakanoue’s elder half-
brother, and a fellow kinsman named Momoyo Kf¥ 5 X (dates unknown). Momoyo’s exact
ancestry is difficult to confirm. Based on information from one source, he might have been the
son of Otomo no Ushikai X ¥4-%8 (d. 749), making him a distant cousin of Sakanoue.®®
According to the headnote for the following poems, Momoyo was the Senior Secretary of

Dazaifu K52 KE, the third highest ranking position in the regional government. Composed on
the topic of longing #& (koi), these poems depict an older man seemingly being tortured by his

love for a woman who will not see him:

REEREER A i e AU L

Four Poems on Longing by Senior Secretary of Dazaifu, Otomo no sukune Momoyo

b nl WE I OLbYo g

HEME AkZWTF Up until now I have safely lived without

B R i 6:49 [ . .

EREIN MRS E Any bitter thoughts, only in my old age to meet
bhid b~z M b

BT A With a longing such as this!

- L hh e B
MAESER  WEE {2572 What good will it do after I die in longing?

£ é % ﬁ?’ifizﬁ%i It is for the days in which I am still living
;ﬁ?é %;ﬂl That I wish to see Little Sister
Z%%m 7 I%brrw%’hf:i ; If I lie and speak of longing where there is none,
jéi%; 4 é% E% The god of the Mikasa forest shrine in Ono
/JJF% E‘E';?Eé Will surely know of it.

% The source in question is genealogist Suzuki Matoshi’s Hyakka keizu [ ¥55X] (1871). There is no
description of Momoyo’s ancestry in either the Man yoshi or the Shoku Nihongi (completed 797). For a
visualization of the Otomo family tree, see Appendix A: Otomo Lineage on page 215.
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WeER L 0oL 0 fkh %
R ANZJERT Even though she makes people scratch their eyebrows®
N el>1 nir L Hooh
. ARE Without rest in the vain hopes of meeting her,
HiT vy b
ASFHBER T Little Sister will not meet with them!”°

Two poems by Sakanoue immediately come after the set of four poems by Momoyo. The first
describes an older woman who has encountered a new depth of longing she had never experienced
before. The second is a a more playful jab at a man who appears to be seeing someone else even

though there are rumors about the two of them being together:

RS RS Ak —

Two poems by Lady Otomo no Sakanoue

%%(j ; b%iﬁ% Until I’d grown old, and white strands have mingled with
ﬁ%% 12[17\%7% E%f}ii These black locks on my head, I had not yet met with
’\ng fji Longing for someone like this.

RETY 0 LR B

&y BARSEF Like a mountain sedge which bears no actual fruit,
é&]ﬁﬁﬁ&k | %**L Eﬁi%% Though it is said that my lord is connected to me,
Ejg}hﬁjf% Egéé With whom indeed are you sleeping?’!

As Momoyo and Sakanoue’s poems are recorded sequentially in a volume that is comprised in
large part of correspondences between men and women, many scholars consider Sakanoue’s
poems as a response to Momoyo’s, possibly during a clan banquet.”” In addition, Sakanoue’s

first poem is from the perspective of an older woman who, like Momoyo’s older man described

% It was believed at the time that if someone scratched their eyebrows, their lover would visit them.
70 MYS IV, Poems 559-562.

"TMYS 1V, Poems 563-564.

72 Inoguchi Fumi, “Onnauta no bi—Otomo no Sakanoue no Iratsume no kotoba,” Bi no Man 'yoshii, Tokyo: Kasama
shoin (2012), 132. Onodera (1993), 45.
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in his first poem, also encounters new feelings of longing. As the speakers in both poems share a
similar position, one could interpret these poems as communicating with one another.

Yet there is no direct repetition of imagery from Momoyo’s poems in Sakanoue’s poems,
such as white hairs intermingling with the black, or the god of the Mikasa forest shrine. It is
merely the narrators’ observation that they have not experienced such an intense longing until
now that binds these two sequences. When we examine the contents of Momoyo’s and
Sakanoue’s poems together, the connection between them is tenuous at best. Rather, it would
seem these poems were grouped together because either they were composed around the same
time (when both Momoyo and Sakanoue were in Dazaifu) or because they share similar themes.

In addition, Momoyo and Sakanoue’s supposed exchange stands out in comparison with
exchanges recorded in Volume Four between Sakanoue and other kinsmen, namely Otomo no
Surugamaro and Abe no Mushimaro. In each of these cases, the first set of poems exchanged
between Sakanoue and these men include endnotes detailing the circumstances behind the

correspondence as well as a description of how they are related:

IR ERR I ORI S I 2t BRTATAR &= v T ORI Rt WA S 26 -2 K 2
PRI Z 5 R LU ARIE E AR R

[The above] Lady Sakanoue was the daughter of his lordship, the Major Counselor of
Saho. Surugamaro was the grandson of the Great Lord of Takechi. As the two lords were
brothers, the daughter and grandson were related as aunt and nephew. Because of this,
they exchanged poems on this theme and inquired after each other’s well-being.”?

R BB 202 Bl )1 PR i s 522 e ) B ks o RE 22 22 9 i s ) ok [m) 42 8
B ORICRR Zedbim A A BREHGREER  WIVREGH LA 2 )24

[The above] Lady Sakanoue s mother, Lady Ishikawa of the Inner Palace, and Abe no asomi
Mushimaro s mother, Lady Azumi of the Outer Palace, were sisters who lived together and
were close relatives of similar mind. Because of this, the Lady and Mushimaro were not
distant in how they looked at each other and had already been initimate in their
conversations. Through composing limericks [zareuta] with some effort, they created a

73 Endnote to MYS IV, Poems 646—649.
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dialogue [with each other].”*
The exchanges with Surugamaro and Mushimaro, along with the exchange with Fujiwara no
Maro, establish a pattern in terms of how Sakanoue’s direct exchanges with men are represented
in Volume IV.7> The supposed exchange between Momoyo and Sakanoue does not follow this
pattern. In addition, Momoyo’s sequence is classified as being on a certain topic (“longing”),
whereas Sakanoue’s two poems are not categorized under any topic. Therefore, it is likely that
Sakanoue’s poems are not in direct response to Momoyo’s or were not composed within the
same setting. Furthermore, as Iwashita Hitoshi points out in his survey of banquet poetry in the
Man yoshi, traditionally it is women who start the exchange of poetry at a banquet, and men
who then respond in turn, as opposed to somon exchanges where the man initiates the
correspondence.’® While Momoyo and Sakanoue’s poems exhibit a level of playfulness seen in
other banquet poems, the fact that they do not follow the general pattern of how banquet poetry
is represented in the Man ’yoshii makes the argument for interpreting them together even weaker.

Nevertheless, the fact that both sequences begin with a depiction of an elderly nobleman
or woman encountering new feelings is as good a reason as any for the compiler to place the
poems side-by-side in this book. If we consider this, we must then ask what kind of effect this
has on readers. One obvious result is that readers in both Japanese and English have considered
these poems to be another example recorded in the Man 'yoshii of the poetic games that Sakanoue

and her male relatives played together because, as Onodera points out, poems such as the ones

74 Endnote to MYS IV, Poems 665-667.

5 While there are several poems sent to the Elder Daughter of Sakanoue, the Elder Daughter’s responses are not
included. Therefore, we can consider these poems to not be under the same category as the exchanges with Maro,
Surugamaro, and Mushimaro.

76 Iwashita Hitoshi. “Man 'yoshii ni okeru enseki uta no ichi kdsatsu.” Mejiro daigaku jinbungaku kenkyii Vol. 10
(2014), 4-5.
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above can be regarded as a form of greeting or literary game.”” What has often happened,
however, is that some Anglophone scholars ask questions about potential incestuous undertones
in poetry exchanged between members of the Otomo lineage.”® This is somewhat understandable
given the family engaged in half-sibling and first cousin marriages in the eighth century, as
Sakanoue married her half-brother Sukunamaro and married her eldest daughter to her nephew,
Y akamochi. This quandary, however, reveals two issues surrounding previous interpretations of
Sakanoue’s work, especially in Volume IV. First is the assumption that her poetry was inherently
amorous on some level, based on her position as a woman along with conventional thinking that
“women’s songs” are love poetry. Second is that Sakanoue’s proximity to any male poet from
her lineage within the text means that her poems are directly related to theirs, regardless if there
is information to be found in either text or paratext to support such an idea.

The following interpretation can be made, however, in light of the information provided
by Volume IV’s structure as well as its headnotes and endnotes: when we last saw a contribution
from Sakanoue in the exchange with Fujiwara no Maro and the sedoka, the paratextual
information along with the contents of the poems themselves constructed the figure of a young
romantic heroine located in the capital by the Saho River. Now, by placing Sakanoue’s two
poems next to Momoyo’s, she reappears as an older woman of similar standing to Momoyo’s
narrator, who has also experienced highs and lows in relationships. Though the figure described

is still able to be surprised by new levels of intensity in longing, the poet’s playfulness still

77 Onodera (1993), 46.

8 One example would be Edwin Cranston’s description of Sakanoue in his anthology of translations: “Depending on
whether we read the sexual passion in her poems as the imprint of actual experiences or as something else—an arch
game of poetic badinage, training in amatory ars poetica for her kinsmen—she may seem like the queen tree in a
garden of ancient incest, or like the chief mother-poet of her tribe.” Cranston (1993), 420-21.
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comes through in the second poem, where she pointedly asks her faux lover about who is
actually in his bed.

In addition, the placement of Sakanoue’s poems in proximity to poems from other
kinsmen stationed in Dazaifu such as Momoyo implies that Sakanoue herself had moved there.
Information found in the headnote for Poem 963 in Book VI, composed by Sakanoue, provides
direct evidence for the theory that she moved down to Kytishii during Tabito’s tenure as

governor of the military stronghold K=2JfFfih.” This information can only be inferred in

Volume IV, however, by considering the placement of Sakanoue’s poems and to whom her
works are placed side-by-side. In observing this, it becomes possible to see Sakanoue’s close
proximity to the leadership of the Otomo lineage and how she eventually becomes involved both

directly and indirectly in the personal affairs of multiple members.

Ghost-Writing Courtships within the Family
Shortly after the section with Momoyo, there is another sequence portraying relationships
between members of the Otomo lineage, the first being the Elder Daughter of Sakanoue’s replies

to Yakamochi, and the second a poem sent to the Elder Daughter of Tamura F{¥ H A+ K 4R
(dates unknown) by Sakanoue’s younger brother, Otomo no Inakimi A £EAEZY (dates unknown)

A poem composed by Sakanoue is inserted inbetween these two exchanges, seemingly at

random:

PNESTESE PN 2 PN RIS
Four poems sent in reply by the Elder Daughter of Otomo no Sakanoue to Otomo no
sukune Yakamochi

7 Headnote to MYS VI Poem 963: In Winter, the eleventh month, Lady Otomo no Sakanoue composed a poem when
she departed from the Governor of Dazaifu’s house, went up the road, and climbed the mountain called Nago in the

Munakata Province of Chikuzen. %~+— A K{ER FER & 38R FIBEBHURT R4 2 F L2 RefEl— &
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HoECh

iﬂﬁ?ﬁ% %ﬂé%%? %u Though I don’t know if I will see you while alive,

RlcLh b

{4 =E 41“555?* % Why, then, did I see you in my dreams saying,
WHIL A%
2T ﬁﬁ% “I will die, Little Sister!”
ETH% b o< {lﬁx?\'_q_ﬁé 3 . . .
KE AT This sort of longing from a valiant man,
Ebvp 0 IpBIIL L ) ) )
Wiz RGN Is it anything compared to the longing heart
72<OBhL » R b
LA BN Of a delicate maiden?
’J%iﬁ D 5;)7)0’31‘ < . . .
BZ B A Is it because his heart moves on so easily
Bb~» b 3797’{5355%)/&0& D .
& ®a ANz Like the dayflower’s dye? Not even a word comes
ZE b o oW
FHEHAK From the man for whom I long.
T R E %ﬁ33<%>m . . o
H NEZ Just as there is no day without clouds rising
b B v AL B O L&
AE P RRZ RS In the morning atop Mount Kasuga, I wish
EHRZLHDD
BEEAE To see my lord always!®

RS ERR 2 i— &
A poem by Lady Otomo no Sakanoue

T Ww oAb L&

| L 1’ bhbb b
ﬁﬁ'ﬁhi}i IRf 2 WA / There always will be a time when my lord departs.

LEbIT 2%¥20 L 99
Eﬁl %*ﬂ*%/ﬁ But why now, while in yearning for your wife,
[GRAREN
Jﬂﬁﬁffﬁ Must you rise up to take leave?®!

REEAE R A RS AT KA — 5 ROEE 4 I oth

A poem sent to the Elder Daughter of Tamura by Otomo no sukune Inakimi
She was the daughter of Lord Otomo no Sukunamaro

b » 7 -G

3
T *ﬁ ﬁ% T “‘"fﬁ #~F  If we did not meet, there would be no such longing.
n < DHh
ﬁ*?ﬁﬁ'ﬁ ZIK% itk HE  What is there to do? When seeing Little Sister,
i %L ﬁH% I can only long in vain.
H—E i ERB AR

The one poem [above] was composed by [his] elder sister, Lady Sakanoue.*

80 MYS IV, Poems 581-84.
8 MYS IV, Poem 585.

82 MYS 1V, Poem 586.
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Though Sakanoue has just one poem attributed to her in this section, her presence is strong
throughout the other poems surrounding it. It is as if she is facillitating relationships between the
younger members of her family by authoring their poetic exchanges. For one, Poems 581
through 584, the set of poems attributed to the Elder Daughter of Sakanoue in response to
Yakamochi’s (which are not recorded) are speculated to have been written by Sakanoue herself.
Composed around 732 according to information in other paratextual elements, the Elder
Daughter would have been around twelve-years old around the time these were composed, and
Yakamochi not much older at fourteen. This has led scholars, including 1t6 Haku, to conclude

that these four poems are “without a doubt” ({Z3&\ Y72\ V) ghost-written by Sakanoue as they do

not sound as if they were written by a young woman.®3

Statements such as the above imply that the image of a tawayame %)#7 (“delicate
maiden”) used in describing the subject of Poem 582, and implied as the subject position in the
rest of the poems, are at odds with the position of its presumed author. While the author might be
an older woman, the persona illustrated in Poems 581 through 584 adopts the feminine gendered
position of a young wife confronting her lover, who is also fashioned as the masculine archetype
of the masurao KK, or “valiant man.” As the poem’s subject speaks from such a position, it
likely necessitates that the author of the poem, whether she is its “true” author or not, must also

be a young woman as well. The designation of authorship here, then, does not necessarily point

to an actual person. Rather, it assigns authorship to a name in order to narrativize them, or make

8 1to Haku. Man 'yashii shakuchii, Vol. 2 (1996), 500-1.
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them into a literary protagonist of sorts.3* Whether the Elder Daughter wrote these poems herself
is inconsequential as the structure of the text and the contents of the poems necessitate that she
be their author in order to position her as Yakamochi’s primary love interest for whom he is
destined. It also constructs the story of her relationship with Yakamochi which, as Itd observes,
becomes a major focal point in the second half of Volume IV.

Based on the theory that Lady Sakanoue is the true author behind the Elder Daughter’s
poems, the meaning of the last two poems has been contested by scholars as well. There are two

opposing interpretations of the phrase utsoroi yasuku omoekamo ¥ » O 55 < o~

(translated here as “is it because [his heart] moves so easily?”’) where it is either Yakamochi or
the Elder Daughter being described as having a fickle heart. The first one, according to
Hashimoto Tatsuo, is a conventional interpretation of the line, likely because in poems such as
these the man is usually accused of being unfaithful, whereas the second is a more novel
interpretation that supports the theory that these poems were composed by Sakanoue instead.®®
While the second interpretation is tantilizing, as there are not many poems that accuse a woman
of fickleness, based on the content found in the rest of the poems written by the Elder Daughter
and Sakanoue in Volume IV, especially where Sakanoue invokes the image of the tawayame, it is

best ot take the more conventional approach in interpreting this poem, at least for now.

8 Torquil Duthie also describes the uses of the author function in order to create literary protagonists in the text,
specifically as it relates to Kakinomoto no Hitomaro and his autobiographical works. See Duthie, “Literary
Authorship in Early Japan,” (forthcoming), 15.

85 1t5 specifically states that the second half is dedicated to the romantic adventures of Yakamochi’s youth ZZ55
DIEYIEE 16 (1996) 2, 502.

86 See Hashimoto Tatsuo, “Otomo no Sakanoue no Daijo no Uta” in Seminaa Man 'vé no kajin to sakuhin 10 (2004),
158, for a full breakdown of interpretations. Specifically, Omodaka Hisataka interprets the line as chastising
Yakamochi for his fickle heart, whereas scholars such as Takeda Yikichi and Itd Haku interpret it as the Elder
Daughter being unfaithful.
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What follows this sequence is a lone poem from Sakanoue reprimanding the recipient for
leaving even though he is longing for his wife. Given its proximity to the Elder Daughter’s set,
this suggests that in Poem 585 is not written from the position of Sakanoue scolding a lover, but
rather her nephew for abandoning his wife. Poem 585 can also be used as evidence to support the
aforementioned interpretation of Poems 583 and 584. Right after the Elder Daughter scolds
Y akamochi, her mother does the same. In following after the Elder Daughter’s sequence, this
poem is framed so as to depict the relationship between these three characters at this stage in
Volume IV. The Elder Daughter is waiting for an absent Yakamochi to commit to her, and
Sakanoue supports her by scolding Yakamochi for his behavior. Thus truly begins Sakanoue’s
role in Volume IV as the manager of personal affairs within the Otomo lineage.

Poem 585°’s position also functions as a focal point connecting two courtships represented
before and after, that being between Yakamochi and the Elder Daughter of Sakanoue, and
between Inakimi and the Elder Daughter of Tamura. Poem 586 is noteworthy in that it one of the

clear examples of a daisaku {{fE, or ghost-written poem. The paratextual elements surrounding

the poem conflict with one another, as the headnote classifies the author as Sakanoue’s younger
brother, Otomo no Inakimi, while the endnote the endnote states that the poem was composed by
Lady Sakanoue, his elder sister. The figure as described in the poem is that of a man, and
perhaps a masurao, longing in vain for a woman he cannot meet. It is a typical type of somon
poem coming from a male author written in a conventional masculine persona, hence the initial
designation of authorship to Inakimi. Yet, the endnote reveals the “true” author of the poem, a
woman. Poem 586, therefore, is striking not for its poetic contents, but in the evidence it

provides. Namely, women could (and likely did) write poems adopting a traditional masculine
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persona in the Nara period. In addition, a woman could be given credit for her authorship of a
poem that does not match her gender, just as a man might.

This revelation, however, leads to another question: why is authorship attributed to the
Elder Daughter in Poems 581 through 584 (if we assume Sakanoue was the real author), but not
Inakimi in Poem 5867 It likely has to do in part with the poetic mode utilized, as somon poetry is
clearly associated with women throughout the Man yoshii. However, the function of the
paratexts surrounding these poems also cannot be ignored. In assigning authorship to the Elder
Daughter, the headnote to Poems 581 through 584 help to establish the beginnings of the
narrative of Yakamochi and the Elder Daughter’s courtship. If Yakamochi is a romantic
protagonist, it becomes necessary that his love interest matches him on a literary level, hence
why the Elder Daughter’s status as author is not taken from her. Poem 585 then functions not
only as establishing Sakanoue’s role as mediator between Yakamochi and her daughter, but also
possibly as a hint to the true author of the previous sequence. Attributing authorship to Inakimi
in the headnote of Poem 586, only to give it to Sakanoue in the endnote makes clear which
person to whom the editor (likely Yakamochi) wanted to give credit. The inclusion of a poem
representing Inakimi’s courtship of the Elder Daughter of Tamura implies its importance on a
social level, but the poem is included to showcase Sakanoue’s literary and social prowess instead

of Inakimi’s. It is she who gains the cultural prestige associated with poetic composition.

“Song of Resentment” as Template for Women Scorned

After establishing Sakanoue’s position as influential within her family and as a major

poet in the mode of somon poetry, Sakanoue’s next entry in the volume arguably becomes the
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template on which others will be based and to which they will refer.®” Poems 619 and 620, also

known as the “Song on Resentment” 2[R i, is a choka and hanka set, and the first of

Sakanoue’s recorded in Volume Four. Hanka, translated frequently into English as “envoy,”
refers to an unspecified number of tanka poetry that accompany a longer choka verse. Their
contents are generally included in interpretations of the entire poem, and in the case of the
following sequence, the hanka repeats and reinforces the main sentiment of the choka—the
bitterness its speaker feels after realizing she has been deceived by an unreliable man. The poem

1s as follows:

REEYR BB 2 28R ) — o RO
A poem by Lady Otomo no Sakanoue on resentment (with tanka)

BLTD R o T o

e e Close-rooted like sedge that grows in far-shining Naniwa
*E% u:tl: én /(]L %MZ FEJ With kind, tender words my lord spoke, and because
Zﬁ?f}é a;% IT_LE]LZ;% He said, “The years pass, but my love will never change,”
= iﬁé; fu%iﬁb :‘fjﬁz 7 My feelings, which were polished like a clear mirror,
?’?ﬁfbéﬁﬁi }tyj El %i&@k Were admitted then, and from that day thereafter,

?§ %ﬁg ib% % i?}%% Unlike the seaweed that flutters here and there,

ﬁ%ﬁ;; %‘7) %A b\k}f Carried along waves, I held a heart free of worry.

ijlégj% ?jé)mﬁé When I relied on him to visit, as does a great ship,

% 7E§ ?F%jix éﬁ’“g The powerful gods, did they perhaps keep us apart?
VBN 1 h The people of this world, did they perhaps forbid it?
ﬁlgt;é; %%%% ﬁz Though he used to pass by, my lord did not come to me.
%%Z% O%U }}\FZ /% Because there was not a messenger to be seen,

%E&*Lé Lﬁ?% T s 4%% Letter in his hand, there is nothing to be done.

87 Ueno Makoto argues this for one of Surugamaro’s poems sent to Sakanoue. See Ueno, “Otomo no Sakanoue no
Iratsume to Otomo no Surugamaro no zdtdoka—urami’ o meguru hydgen no tokusei to naijitsu to.” Man’yd kodai
kenkyiisho nenpd 5 (2007): 27-55.
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AN O =) Py I i S A AR S et
®WTET) ®KEHFFKE/N  Even though, through nights dark as pitch-black jewels

Hin b V< O b {%5%T

REES AEREE R Until the day’s end brightly glowing red,

f;tﬂf%‘ﬁ) Lo L & & B

BfE WL NP = Though I weep and grieve, it has no effect at all.
Bb~Eb o 5% 2 Lb I

Bt HATRE Though I long for him, since there’s nothing I can do,
Ry & WiECHLD <

Witws SEM A weak young maiden is indeed what I am called.

= b bk o n ORripEoOD

FNEZ REPE And, like a child who does nothing but cry while

b EiEy X B3 OO &

e Ez AT Wandering aimlessly, though I wait for his messenger,
£H X i T

FEI\FRFN Is there any worth in waiting?

PRk
Envoy

[EqSr R ] RPNV D

o EEE Though from the start he said his love was lasting,

7= o H» 3 X 73)7%5355%0(;

RERE g & If I had not relied on him, would I perhaps not have met
HIFELHD

FH 2% 4 ik With bitter feelings such as this?

The situation illustrated in this choka and hanka is a trope found in the so-called onna-uta genre,
which is defined as poetry composed in the voice of a woman expressing resentment toward her
male lover.®® Some Japanese scholars have also noted this poem’s resemblance to the “Song of
Resentment,” composed by Six Dynasties poet Ban Jieyu BEf#LT, and that it might have likely
been a reference for a poet such as Sakanoue.®” The inclusion of this poem thus positions
Sakanoue as part of a literary tradition that originated in Sinitic texts and then was transmitted to

Japan. This would later become a convention in what would be defined by scholars as “women’s

88 Suzuki Hideo, “Otomo no Sakanoue no Iratsume — Onna-uta no honshitsu.” In Man ’yé no josei kajin (Ed. Ono
Hiroshi. Toky6: Kasama Shoin, 2009), 29-30.

8 Ohama Masaki and Inoguchi Fumi, “Otomo no Sakanoue no Iratsume ron,” Semina Manyé no kajin to sakuhin,
vol. 10 (2004), 24. See Chang, Kang-i Sun et. al., ed. Women Writers of Traditional China: An Anthology of Poetry
and Criticism (Stanford: Stanford University Press, 1999), 1820, for a translation of Ban Jieyu’s poem.
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songs” that centered on the figure of the neglected woman. Sakanoue’s version is one of the
longest (if not the longest) examples written in this poetic mode in early Japanese poetry. It is

also filled with a number of makurakotoba, such as oshiteru Naniwa iR #ER; (“far-shining
Naniwa”), masokagami togishi kokoro H.+8iBERN1E (“feelings polished as a clear mirror™),
and nubatama no yoru ¥ J)4Z (“night pitch-black as jewels”). In other words, Sakanoue’s

Song of Resentment contains both Sinitic and Japanese poetic tropes and techniques, showcasing
her prowess at poetic composition.

The speaker’s description of herself as a fawayame, translated here as “weak young
maiden,” differs from other inscriptions of the word in the Man 'yoshii, which often use the

characters for “hand,” “weak,” and “woman” (F5572). Poem 619 notably uses the character for

“young” or “child” instead, repeating the characters used in Poem 582 by the Elder Daughter.
The use of these characters implies that the speaker is young or has been reduced to feeling as if
she were a child due to her naive, misplaced trust in another’s promises. The hanka emphasizes
this point further by reiterating the sentiment that she would not be suffering if she had not relied
on someone else. Sakanoue’s narrator appears critical of her own actions, though, rather than
blaming the intended target of her resentment. It is as if she is stating, “look at how foolish I was
to believe in you,” rather than “you are terrible for doing this to me.”

Much scholarship has been devoted to uncovering the identity of the man causing
Sakanoue all this distress. To summarize, the main suspects are Otomo no Sukunamaro, the
father of her two daughters, Fujiwara no Maro, with whom she exchanged poems mentioned
earlier in the chapter, fellow kinsman Otomo no Surugamaro, and her nephew Yakamochi.”® The

assumption in all of these efforts, however, is that the Song of Resentment is based on her

%0 Omori Akihisa. “Sakanoue no Iratsume no urami uta.” Semind Man 'yé no kajin to sakuhin, vol. 10 (2004), 69.
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personal life, that Poems 619 and 620 point to historical figures. Given that the poem is collected
in a volume dedicated to somon exchanges, it is probable that this poem was sent to another
person. However, this is not something the reader can ever truly know, as the paratextual
elements do no reveal a name. The editor, in all likelihood, did not deem this information
important enough to transmit to the audience. Rather, it is more apt to say that Sakanoue is
adopting a poetic voice that is useful for conveying displeasure at a particular situation.

Instead, it is best to at other poems in the surrounding text, as an interesting pattern
emerges. Sakanoue’s “Song on Resentment” follows after a sequence of poems by women
addressed to Yakamochi, expressing passion and bitterness at being left alone in their longing.
These include an uninterrupted sequence of twenty-four poems by Lady Kasa, to which only two
poems in response by Yakamochi are recorded, hinting at regret for even starting the
relationship.”! After poems from Princess Yamaguchi and Lady Omiwa, which receive no
response at all, Sakanoue’s sequence on bitterness and longing appears next. While the setting of
the poem is specific in its description of the speaker standing on or being close by the shores of
Naniwa Bay, in adopting the conventional persona of the “waiting woman,” this poetic sequence
serves as a summation of the frustration and anger expressed in the previous poems, as if the
figure depicted in Sakanoue’s poem becomes the embodiment of all their frustration.
Furthermore, the repetition of the characters used for tawayame evokes the image of a young
woman instead of someone old enough to be a mother. This implies that the speaker adopts a
position that identifies with the Elder Daughter, perhaps. Therefore, if there is anyone that the

Song of Resentment is supposed to “address” within the text, it is likely Yakamochi, our

%1 See MYS 1V, Poems 587-612. For an English translation, see Cranston (1993), 566-74.
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romantic hero who has spent much of his youth dallying with various women.”? In a way, Poems
619 and 620 mark a turning point in both Sakanoue and Yakamochi’s arcs within Volume IV. As
Yakamochi the protagonist begins to grow older and mature, Sakanoue takes a step back as

romantic heroine and leans more into her role as clan matriarch.

Poetic Games with Kinsmen II: Otomo no Surugamaro

After her longest entry in Volume Four, Sakanoue does not appear again until an
exchange with another kinsman named Otomo no Surugamaro XFEEE[ER = (d. 776).
Surugamaro’s exact lineage is unknown, as the endnote to an exchange with Sakanoue in
Volume Four implies he is the grandson of Otomo no Miyuki K{EMEITT (6462-701),” but in a
family tree for the Tomo £ lineage, he is listed as Otomo no Michitari’s son.’* Surugamaro’s
political career from what is known in the Shoku Nihongi appears to have been somewhat
tumultuous. While he was made the governor of Echizen in 746, because he was implicated
along with two other Otomo kinsmen in the Tachibana no Naramaro Rebellion ##2% E J# (= D L

of 757, his political career stalled for several years after.”> Surugamaro rose to the rank of state

councilor % (sangi) the same year as his death and achieved Junior Third Rank

92 For another argument in favor of Yakamochi, see Hashimoto Tatsuo (1974), 6.

93 See previous translation on page 30 or the poetic sequence following on page 44. Miyuki was the older brother of
Yasumaro, Tabito and Sakanoue’s father, and also served in the Jinshin War of 672. After his death in 701, he was
honored for his service by receiving the posthumous rank of Minister of the Right. (See Cranston [1994], 530-31.)

%4 SNKBT Shoku Nihongi 2, supplementary material, 607-8.

95 The Tachibana no Naramaro conspiracy was an attempted coup by Tachibana no Moroe’s eldest son against
Fujiwara no Nakamaro (who was backed by Empress Koken at that time) following the latter’s rise in power after
Moroe’s resignation in 755 and Emperor Shomu’s death in 756. Nakamaro received news of Naramaro’s attempts to
garner support and swiftly exiled or executed his political opponents. For more information, see Shoku Nihongi Vol.
3, 195-243, and Kojird, Naoki., & Bock, Felicia, “The Nara State,” in D. Brown (Ed.), The Cambridge History of
Japan. Cambridge: Cambridge University Press (1993), 261.
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posthumously.?® Similar to Yakamochi, Surugamaro did not soar through the ranks or have the
kind of political favor enjoyed by Otomo men of previous generations.

The Surugamaro that appears in the Man ’yoshii is considerably different than his Shoku
Nihongi counterpart. Similar to Yakamochi throughout most of Volume IV, Surugamaro’s poetry
in the Man yoshii adopts the persona of a romantic youth and styles him as a courtly gentleman.
The obvious historical reason is that the poems were more than likely composed before the
earliest records of his political career in 746, based on dates given for other poems surrounding
his contributions. Based on his contributions to the Man ’yoshii, of which there are eleven spread
across Volumes III, IV, and VIII, Surugamaro is arguably the most significant male relative in
Sakanoue’s circle after her nephew Yakamochi, since his poems are often connected to hers, and
were either composed in a banquet setting or are concerned with courting her second child, the

Younger Daughter of Sakanoue Y% I~ 1 (dates unknown). As noted by Edwin Cranston, an

interesting parallel between Surugamaro and Yakamochi within the text of the Man ’yoshii, is the
supposed triangular relationship between each of the men, Sakanoue, and one of her daughters
whom they each married.”” While the Elder Daughter has her own exchanges with Yakamochi,
however, there is no such exchange between the Younger Daughter and Surugamaro within the
entire anthology. She also has no poetic contributions of her own, and her existence only comes
from paratextual information.

There is also not much biographical information on Surugamaro in the paratext of the

Man’yoshii, except in his first appearance and exchange with Sakanoue in Volume IV in Poems

% SNKBT Shoku Nihongi 2, 607-08. Surugamaro spent 770 through 773 as governor ~f of several provinces,
including Izumo, Higo, and Mutsu, as well as an inspector f2%2f# and chinjufu shogun S8~ for Mutsu
province.

°7 Cranston (1993), 574.
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646 through 649. The recorded sequence, which most scholars categorize as an exchange of

greetings #EJEFHE], is as follows:

RS YR BRI IR = o — 1

A poem by Otomo no sukune Surugamaro

E 3 N ) B0 b T 29

Rz BFEE This valiant man, while being vexed with longing,
U ERC ‘«4 < Qljg 3 . . .

TEZN VNS0 Grieves many times over. Will you not be the one
B o bo b

REWynl ik To take charge of his lament?

RS ERR 2 i— &
A poem by Lady Otomo no Sakanoue

st b3 0 o (<

OF = BEA Though in my heart I long for you, not forgetting
Bb~E veE 0 X

B N2t For even a day, my lord often stands among

Lf&& k it b b

BN AL The thick gossip of others.

RAFFEAE YR BRI IR = o — 1

A poem by Otomo no sukune Surugamaro

b0 » F T goRR < R o0
MR AEARD  It’s been awhile and I haven’t met with you.

4 EI%A Z%mﬁ?jﬁﬁ Dear Little Sister! These days [ worry about you;
WhnrLbE
=Bk Are you in good spirits?

RS ERR 2 i— &
A poem by Lady Otomo no Sakanoue

RoLFT 0 =z ¥ D0 O

Bz AHafE ) Since the messengers never cease coming as if

& D hoF ZlLlLbbBH L

NEAHE S THAL They were kudzu vine, I had thought that there was
BLOOD b

D EETS Something that had happened!

IR ERR I RN S I 2t BRTATAR = v T ORI Rt WA S 26 -2 K 2
PRI 2 IR R LU ORZAR R

[The above] Lady Sakanoue was the daughter of his lordship, the Major Counselor of Saho.
Surugamaro was the grandson of the Great Lord of Takechi. As the two lords were brothers,
the daughter and grandson were related as aunt and nephew. Because of this, they
exchanged poems on this theme and inquired after each other s well-being.®

BMYS IV 646 — 649.
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Similar to other endnotes found in this volume, the endnote for Sakanoue and Surugamaro’s
exchange includes a description of both how they are related to each other and from whom they
each descend. To be precise, Sakanoue’s father, Yasumaro, was the younger brother of
Surugamaro’s (supposed) grandfather, Miyuki.”® By providing the reader this information, the
endnote gives the impression of that the two people in the exchange are close, or at least close
enough to exchange poems inquiring after each other.

The use of two poetic personas often found in romantic exchanges, the figure of the brave
masurao who finds himself sighing relentlessly or in tears, and the waiting woman who is
skeptical of her beloved because of the rumors that follow him, however, has given some
scholars the impression that Sakanoue and Surugamaro’s relationship was also romantic in
nature. In the preface to his translation of this exchange, Edwin Cranston states that these poems
contain “an ardent nature whose implications should be unmistakable,” and that the compiler
(presumed to be Yakamochi) included the endnote to try to explain away the romantic
implications of their exchange.!® While the language and adopted personas within Sakanoue and
Surugamaro’s poetic exchange share characteristics with exchanges between people who are
undeniably lovers, the reader cannot presume the same for them. For one, it is possible that
Sakanoue writes from the perspective of not only herself, but also on behalf of the Younger
Daughter. Based on poems in other volumes, Surugamaro seemed to be courting the young
woman during this period.'”! As Sakanoue has been shown to write on behalf of other Otomo

family members in Volume IV, such as the Elder Daughter and Inakimi, it is very much in the

9 See Appendix A on page 215.
100 Cranston (1993), 574.

101 These poems will be discussed in further detail in Chapter Two.
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realm of possiblity that she would adopt the pose of a waiting woman in representing the
interests of her second child, too.

Cranston’s declaration that these poems are without a doubt love poems is based on an
assumption that all exchanges between men and women are inherently romantic in nature, rather
than the fact that many somon exchanges, regardless of the relationship between the two
participants, contain similar language and imagery. In addition, his theory that the endnote for
Surugamaro and Sakanoue’s exchange is included so as to obscure a romantic affair between the
two seems exaggerated. While the information given in endnotes throughout Volume Four and
the rest of the anthology provide a framework for the poems to which they are attached, it does
not mean endnotes are there to hide something. For example, Poems 530 and 531, an exchange

between distant relatives Emperor Shomu and Princess Unakami & [ 7z + (dates unknown),

could also be read as romantic. It is as follows:

KENE BT 8 s IR
A poem bestowed upon Princess Unakami by the Sovereign
He was the sovereign who ascended the throne at the Nara Palace.'*

HbhITE O IHHrHF E D
IREZ BT There are no doubts that Little Sister’s heart is bound
Lo L WHRZ A i1
MEAGED  BRAIE Like the rope fastened to a fence over which
HTMO b 7 L
e B Red horses ride across.

EAGR MCAREET AE (ELARR (58 15 0 fj i
This poem [above], now judging it, is a work imitating ancient songs, but perhaps it was
bestowed upon [her] at an appropriate time?

g TR SRRkl
A poem in response by Princess Unakami
She was the daughter of Prince Shiki.'

102 Emperor Shomu.

103 Prince Shiki 75 & &7 (d. 716) was a son of Emperor Tenchi, and at one point in line for the throne. Prince
Shiki’s son would eventually ascend to the throne as Emperor Konin J&{— K & (708-781, r. 770-781).
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b3&Y A IV K B O
FE I E Z I am happy to hear sounds of my lord’s procession,
tirsl L % ThD K wE oz
EE/NE B2 Evenif distant as the echoes of fingers
Em< L Ll b
i 2416 Strumming catalpa bows at night.!'%*

In Poem 530, Shomu adopts the voice of a man expressing certainty that a woman is faithful to
him. Though the author occupies a higher social position than his recipient, his persona expresses
vulnerability in suggesting that he cares about how she feels about him. The poem without any
paratextual information can easily be read as a love song from the author to his intended
audience. The endnote following it, however, alters the intepretation of the poem in two ways.

First, by classifying Poem 530 as a work “imitating” the style of ancient songs #& 2 1E, the

endnotes makes obvious that Shomu is performing the role of a young man in love in composing
his poem. Second, the endnote includes speculation that Shomu composed and gave this poem to
Princess Unakami at a specific (“appropriate™) time, likely a banquet.!% Though it is possible to
claim that the speculation in the endnote contextualizes the poem so as to mask any unseemly
behavior on the sovereign’s behalf, just as Cranston claims is the case for Surugamaro and
Sakanoue’s exchange in Poems 646 through 649, it is just as likely it is a simple explanation of
the conditions under which the poem was composed.

Unlike the poetic voice in Shomu’s Poem 530, the speaker in Unakami’s poem is more
ambiguous as to whether it from the position of a woman writing to her lover or a subject
offering up a poem to her sovereign. The major image of Poem 531, the catalpa bow, appears in

poems composed for personal exchanges between nobles as well as songs composed in public

104 MYS 1V, Poems 530-531.

105 15, Vol. 2 (1996), 438.
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settings involving the sovereign, including hunting banquets and funeral processions.!’ On the
one hand, the image of Unakami listening to the procession in the distance evokes the image of
woman listening to her lover travel through the night (possibily to her). The specific mention of
the imperial procession renders the poem more formal, however. Combined with the speculation
in the endnote to Poem 530, and it becomes clear that, though they might adopt personas often
found in love songs, these poems are not depictions of romantic fidelity between a man and a
woman, but rather about devotion between sovereign and subject and joy at the arrival of an
honored guest at a special occasion. Endnotes are not intended to obscure the actual relationship
between two people, but add further context to the poems. In the case of Poems 530 and 531, the
poems and their paratext show a close relationship between two branches of the imperial
household that descended from Emperors Tenchi and Tenmu.

Returning to Poems 646 through 649, the exchange between Surugamaro and Sakanoue
sevres as a textual representation of the relationship between members from two branches in the
Otomo lineage. This is clear from the endnote, which endeavours to inform the reader as to how
they are related and uses that as a reason for why they would exchange poems with each other.
While Surugamaro’s pending marriage to the Younger Daughter of Sakanoue and the unification
of their respective branches is also an explanation for the inclusion of their exchange, it is based
on paratextual information found in another volume and therefore might not be directly
applicable to this exchange. In his article on Surugamaro and Sakanoue’s poem, Ueno Makoto

attempts to provide an alternative theory to the prevailing one that Sakanoue wrote poems on

106 Examples include Poem 3 by Hashihito no Oyu, an exchange between Priest Kume and Lady Ishikawa (Poems
96 through 100), Hitomaro’s poem on shedding tears of blood for his wife (Poems 207 through 212), another lament
by Hitomaro for a maiden in Tsu of Kibi (Poems 217 through 219), a lament for Prince Shiki’s death (Poems 230
through 234), Poem 311 by Kuratsukuri no Masuhito, and Yakamochi’s lament at the death of Prince Asaka (Poems
475 through 480).
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behalf of the Younger Daughter, claiming that since she is not mentioned in the endnote, she is
not important to the scene being portrayed.!?” Instead, by examining this set of poems using
various literary contexts such as Sinitic calligraphic practice and indigenous folk beliefs found in

other vernacular texts (namely, Ise monogatari), Ueno considers the “inner” (naijitsu PN 3%) truth

behind this exchange of poems to be a mutually shared literary understanding of resentment
based on Sakanoue’s Song of Resentment from earlier in the volume.!%® In other words, Ueno
argues for reading the poems on both a social and textual level, where he theorizes that
Sakanoue’s poems both were known and emulated by others in her social circle and provide the
blueprint for other contributions that follow it in Volume IV.

While it is difficult to determine the social setting behind these poems, as the text does
not explain whether were they letters exchanged in greeting to one another or performed in the
setting of a family banquet like many of their other exchanges. In either scenario, however, both
Surugamaro and Sakanoue perform as particular literary tropes, and demonstrate how poetic
tropes could be used in particular social settings. Surugamaro performs the role of a man
exhibiting poor behavior toward a woman about whom he has feelings and, according to Ueno,
“curses” her to take responsibility for his longing. In response, Sakanoue’s narrator admonishes

his behavior, and in doing so, models herself as what Ueno calls an admirable woman {F 7217 72
#2.19 Understanding the poetic exchange as such, Ueno’s observation about the exchange’s

connection to the Song of Resentment reinforces Sakanoue’s position as protagonist within

Volume Four as well as source of inspiration for the literary output of others.

107 Ueno Makoto, “Otomo no Sakanoue no Iratsume to Otomo no Surugamaro no zotdka—‘urami’ o meguru hydgen
no tokusei to naijitsu to.” Man’y0 kodai kenkytisho nenpd 5 (2007), 27.

198 Tbid., 47.

199 Tbid., 45.
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This observation also leads to questions about Surugamaro’s general portrayal within, and
contributions to, Volume IV and the Man yoshii as a whole. Outside of the exchange with
Sakanoue in Poems 646 through 649, poems attributed to him appear in one more section of
Volume Four, also placed alongside a couple of poems attributed to Sakanoue. They are as

follows:

RS RS Ak —

Two poems by Lady Otomo no Sakanoue

N)

=
]| <
W

»E Mt 0 bEOD

ﬁ\ E‘; ) RiEFe The time for dew and frost from the far-off heavens
% - %Li %;ﬁ PN % To fall has arrived. That person at home must be
%T‘;%&?E% Longing as they wait for me too.

EtE/T %%A };ﬁﬁ I gave the jewel to the jewel protector.

H’*H% *Zéf%i% Be that as it may, my pillow and I now

B ﬁfﬁ% Shall sleep together as two.

R ORI = B =

Three poems by Otomo no sukune Surugamaro

:jls it bth B L0 %

HE NEWF

; z hoo & ER]
FR AWM

o~ L0

TS

In my heart there are things I would never forget
But by chance the days we did not meet were many,

And a month has come and gone.

LV 2

AL bh %

ZhEvE
Ak THERAT
B by &
AR
biz o w % :‘1,;~,_1':“L [=S"
T T %z:%

HhHoH O

KHhz %ﬁ%ﬂﬁ
&2 4L A A

Not even a month has gone by since we met
But if I were to speak of longing, I wonder,

Would you think me too hasty?

If I were to say I longed for what I do not yearn

The gods of heaven and earth would also know it.
[indecipherable]''°

Though Poems 651 and 652 by Sakanoue are right next to Surugmaro’s 654 and 655, the

MO MYS TV 651-655. Japanese commentators have never come to a consensus on how to read the last line of Poem
655. I left it untranslated to reflect this.
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connection is less obvious as there is no headnote or endnote to bracket the poems. Some
scholars and translators have paired them together, but as Omodaka Hisataka has pointed out,
there is no obvious connection in the contents of the poems themselves or the imagery they each
use.!!! Both of Sakanoue’s poems focus on feelings of separation and loneliness and use images
such as dew, frost, jewels, and pillows. They portray a narrator recently separated from a loved
one, whom they used to share close proximity. Two heads clearly used to lie down on the pillow
in Poem 652, but now the beloved is gone because the narrator “gave” them away to a third
party. Surugamaro’s poem once again adopts the voice of a romantic hero reassuring someone
that his feelings are sincere and that his longing for someone is real. The personas in these poems
do not align with another, nor is there a paratextual element such as an endnote to frame these
poems as part of an exchange.

The act of Sakanoue’s narrator handing her jewel to a jewel-keeper, or letting go of a
beloved to another, suggests that the person for whom she yearns is not a romantic partner (i.e., a
man), but instead a child or relative. Starting from this poem, a new persona of a parent
concerned for her child’s well-being emerges in poems attributed to Sakanoue. Various
interpretations have guessed that the jewel in question for Poem 562 is either the Elder Daughter
or Younger Daughter of Sakanoue, and therefore that the jewel-keeper is either Yakamochi or
Surugamaro. Though the placement of Sakanoue’s poems next to Surugamaro’s suggests that the
poem is concerned with his relationship with the Younger Daughter, I am inclined to think that
the poem provides stronger textual evidence to the interpretation that it is about the relationship
between the Elder Daughter and Yakamochi. For one, the imagery shares similar themes to

Poems 723 and 724, a set of poems sent to the Elder Daughter, who is described as waiting and

"1 Omodaka 4, 402.
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longing from home while Sakanoue is far away. The pillow image in Poem 652 ties in with the
motif of dreams and the image of the distressed daughter as having disheveled and tangled as
morning hair. The jewel described complicates matters, however, as descriptions of Sakanoue
handing something over to someone else can be found in poems elsewhere concerning the
Younger Daughter’s marriage to Surugamaro.!!?

Regardless of the jewel’s identity, the point remains that Poems 651 and 652 are only
tangentially related to Poems 653 through 655 by Surugamaro. What is interesting about these
poems, however, is what they reveal about Sakanoue and Sururgamaro’s positions within Volume
IV and the anthology. Sakanoue’s poems reveal a shift in how the author is presented, as the
voice in her poems changes from the romantic heroine to that of the matriarch arranging and
overseeing the relationships of others while dealing with her children growing up and leaving her
home. Surugamaro, conversely, is static and does not change throughout the course of Volume
IV, or the Man’yoshii in general. A major reason for this is because his contributions to the
anthology are limited to exchanges with Sakanoue, and a number of them concern his marriage
to the Younger Daughter. He is perpetually the romantic hero that has to demonstrate the depth of
his feelings toward another. Unlike other male members of the Otomo lineage such as
Yakamochi and Tabito, his poems never stray outside private family matters and are tied to
Sakanoue, as if he were a supporting character in her story. Perhaps the reason for this stasis is
related to his role as a conspirator within the Yamato court. The text masks the downfall of
Surugamaro’s political career in order to rehabilitate his image and reimagines him as a close
relative and constant writing companion for Sakanoue, for the poems in this section are not the

last exchanges between the two of them.

112 The Surugamaro examples are specifically Poems 401, and 410 through 411 in Volume Three. These poems will
be discussed in Chapter Two.
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The relationship between Sakanoue and Surugamaro suggests that one of Sakanoue’s
functions within the text of the Man yoshii is to help restore the reputations of her male relatives
along with her family’s legacy in general. As Sakanoue appears at the center of the Otomo
lineage’s marriages and private affairs within the text, the focus on the more intimate parts of
their lives obfuscates their political missteps and failures in the public arena. Also, many
examples of somon exchanges between named poets include at least one member of the lineage,
which serves as evidence of the family’s prowess in this type of poetic composition. In place of
political failure comes an enduring literary legacy for the men, with Sakanoue at the center

around which they orbit.

Poetic Games with Kinsmen III: Ahe no Mushimaro

The final male relative with whom Sakanoue exchanges poems in Volume IV continues
the same theme as the exchange with Surugamaro in Poems 646 through 649, building an image
of Sakanoue as a powerful and irresistible force around which her male relatives gather. Going
by the name of Ahe no Mushimaro, this noble is a relative through her mother’s side. According
to the Shoku Nihongi, Mushimaro started as a court official working in the offices of the
Empress.'!3 After participating in an expeditionary force to put Fujiwara no Hirotsugu’s
rebellion in 740, he was rewarded with a promotion in court rank.!!* Similar to Surugamaro,
Mushimaro appears only a few times in the Man 'yoshii, likely during his younger years before

the major events that defined his political career occured. The most context provided as to his

113 SNKBT Shoku Nihongi 2, pgs. [[change in format here]]333 and 585. Specific titles are & /5= & and %570 .

114 SNKBT Shoku Nihongi 2, 585, and Cranston (1993), 396.
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lineage comes from the endnote to Poems 665 through 667 in Volume IV, in an exchange with

Lady Sakanoue:

22 1w B AR 2 A —

A poem by Ahe no asomi Mushimaro

e H T AnEbbh n
ﬁf ﬁ'ﬁ ﬁ’zﬁ ﬁ Nl Sitting opposite, never tired of looking
bE b b AN D B B
E S %"E N At Little Sister, I know not even a way
EoxLlb F 0%
EIENIES To stand up and part from you.

RS RS Ak —

Two poems by Lady Otomo no Sakanoue

b0 % B CSBEER D

A HH ﬁ% éﬁ‘ R % Though it has not been a long while since

bhb 7%

~ 75 %lﬁ-ﬁ%% We have not seen each other, how am I
TR In such terrible longing?

00T HOEDLHO %

fit < Wﬁ AT Longing and longing, at last having met with you,

2% L b i I O Y I )

AAH EEFEER  Since the moon is out, it must be deep into the night.
L LI HVET

ZH BRI Ar Please stay for a while still!

A RPEIR B8 2z R 1 P it 5522 5 5 e et -2 k2 SR A/ i o [ Jo Ak ) 2 8

15 R ICER K mdimiAH AN RRBERE YRR UL 2% R 2

[The above] Lady Sakanoue s mother, Lady Ishikawa of the Inner Palace, and Ahe no asomi
Mushimaro s mother, Lady Azumi of the Outer Palace, were sisters who lived together and
were close relatives of similar mind. Because of this, the Lady and Mushimaro were not
distant in how they looked at each other and had already been initimate in their
conversations. Through composing limericks [tawamure-uta] with some effort, they created

a dialogue [with each other]. '\

Based on descriptions of the figures within the poems, where Mushimaro’s narrator gazes upon

the figure of Sakanoue across from him and Sakanoue’s narrator asks for him to stay for awhile

still, this exchange between Mushimaro and Lady Sakanoue possibly could have occurred during

a time where one was visiting the other, perhaps at a private family gathering such as a

S MYS 1V, Poems 665-667.
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banquet.!'® Similar to many other endnotes following exchanges between Sakanoue and other
male courties, the endnote provides information abiout the ancestry of each participant. Notably,
this exchange focuses on matrilineal relations between Mushimaro and Sakanoue, instead of the
patrilineal. In fact, there is no mention of Mushimaro’s father or other male relatives from the
Ahe lineage within the Man ’yoshii or any other text such as the Shoku Nihongi. The only
information about his family history comes from this endnote that establishes his mother and

Lady Sakanoue’s were sisters who both held high rank within the court, as myobu fiifi was used

for women of at least the fifth rank. There is a distinction between Lady Ishikawa and Lady
Azumi’s ranks, however, in that Lady Ishikawa held this position through her own heritage,
whereas Lady Azumi held it through her husband who was a court official. Given their different
surnames, it is likely that Lady Ishikawa and Lady Azumi shared the same mother, but not the
same father.

Another peculiar description in the endnote about Lady Ishikawa and Lady Azumi’s

relationship is that they were “close relatives of similar mind.” [F]58 < #i5. Commentaries such
p Y

as Omodaka Hisataka’s Man 'yoshii chiishaku and Tsuchiya Bunmei’s Man yoshii shichii believe
that the phrase derives from classical Sinitic texts, namely a request Ren Fang wrote on behalf of
Emperor Ming of Qi that is included in Chapter 38 of the Wen xuan 333 (Selection of Refined
Literature). The use of references to classical Sinitic texts in the endnote functions for two

separate but related purposes. First, to demonstrate the editor’s erudition and knowledge of these

texts and situate the collection of poetry which he is collecting within an esteemed literary

116 Lady Sakanoue has a number of exchanges with family members at “family banquets” i /&% in other volumes
as zoka or hiyuka. While Volume IV does not contain explicit examples of poetry classified as being composed at
family banquets, as discussed earlier in the chapter, some of these poems contain similar tone and could have been
hypothetically produced in similar settings. The question then becomes, what quality determines a poem’s
classification as somon, zoka, etc.?

78



tradition. Second, to also situate the authors and their families within that same literary tradition.
This exchange is not only a reflection of the social interactions between Mushimaro and
Sakanoue and the closesness of their relationship, but also portrays that relationship using a
framework built on Sinitic literary sources.

What modern readers might find particularly interesting from this observation is that
women (Lady Ishikawa, Lady Azumi, and Lady Sakanoue) are also included in this framework
and literary space. Though the original text in the Wen xuan uses the phrase in reference to
brothers as being of similar mind or spirit, the endnote to Poems 665 through 667 makes a twist
and uses it in references to sisters instead. Thus, the paratext surrounding the exchange between
Mushimaro and Sakanoue suggests that Sinitic literary spaces and frameworks were not solely
the dominion of men, and that the compiler deliberately included women within this tradition
through the relationship between the two sisters and Lady Sakanoue by proxy of being one of
their descendants.

The last element of the endnote that needs to be addressed is the classification of the

poems in Mushimaro and Sakanoue’s exchange as tawamure-uta /557K, translated here as

“limericks.” While tawamure-uta can be humorous and playful like the English limerick, my
general sense of fawamure-uta is that these kinds of poems were not always composed in a
trivial manner. Besides Mushimaro and Sakanoue’s exchange, there are two other examples in
the Man yoshii that use the specific term tawamure-uta to classify their poems. The first example

is Poem 3835 in Volume Sixteen, composed by a woman in the service of Prince Niitabe T H

#LE (d. 735):'"7 The endnote to this poem is transcribed below:

117 Prince Niitabe was one of Emperor Tenmu’s younger sons.
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FECA NBEZH 7 EHECE T bz T 2 S5 T o g oz 35 A it
AR RREEEm A A4 BUHAT RGBT KR L L. MG AR
DIEGa=E VLTINS a8/ 8 iU St

As for [the above], a person heard and spoke of the following: Prince Niitabe journeyed
out to the outskirts of the capital, [and when] he gazed into Katsumata Pond, he was
moved deeply in his heart. Even after returning from the pond, he could not hide his
vearning. Thereupon he told a serving woman this story, “Today I went out on a journey
to see Katsumata Pond. The reflections in the water trembled on its surface, and the lotus
blossoms burned forth in full bloom. My heart was so moved by it, and I could not say a
word.” It is said that the serving woman then immediately made this tawamureuta and
recited it often.!1®

The second example is a set of four poems Otomo no Ikenushi R £EHL=E (d. 757) sent to his

relative Yakamochi. They are recorded as Poems 4128 through 4131 in Volume XVIII, a book
considered as part of Yakamochi’s personal collection. Transcribed below is the headnote for

this set:

TR B R A e, 3 D P R DL

Four limericks sent from the secretary of Echizen, Otomo no sukune Ikenushi

RN EIRER O EnBErBy  REARRMEMR  HEETH RRMER
W BAFINESAMET NESAMHIERE IEWEWE SO 48 EEE
TEEE  FLSORER N

1 unexpectedly received a gift, and was completely, deeply delighted [by it]. Just as I sat
down alone, heart filled with laughter, and slowly opened it, [the writing on] the front
and back were not the same. Why is there such a difference? If I had to guess the reason,
is it to make a plan? Clearly knowing [this], is there any other intention to adding
[playful] words? To begin with, replacing genuine items is not a light crime. Whether
returning the genuine article or the duplicate, compensation should be made quickly.
Now, entrusting this letter to the wind and clouds, I send a messenger. Please respond
quickly and do not delay.

BECFE+—A+H WETESTHE

The twelfth day of the eleventh month in the first year of [Tenpyo] Shoho, '\ this
subordinate whom switched things

R HHAWE R EET

Humbly appeals to the permission of officials who judge those whom switched things.
B AR EAREERIE I DU Gk o e

118 Endnote to MYS X VI, Poem 3835.

119749 AD
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P.S. My heart, filled with pity, cannot keep quiet. Be that as it may, I will say four
compositions to keep you awake.'*

In the particular case of these three examples from the Man ’yoshii, the tawamure-uta are
composed within public contexts or capacities. Poem 3835 is composed after Prince Niitabe
recounts an excursion he made out to a pond, and the anonymous woman says to have recited the
poem often, likely on public occasions such as banquets. Poems 4128 through 4131 accompany a
letter addressed to Yakamochi as a public official, in regard to an issue about counterfeit goods.
The paratextual information from Sakanoue’s exchange with Mushimaro is different from these
other two examples in that it focuses mainly on the genealogical relations between the two. It
also, however, mentions that Sakanoue and Mushimaro’s relationship was close enough that they
established a rapport with each other. This reflects a particular intimacy shared between the two,
not unlike that believed to have been shared between Yakamochi and Ikenushi.!?! As for
connections between Poems 665 through 667, Poems 4128 through 4131, and Poem 3835,
though the reasons behind each composition differ, they all show that composing tawamure-uta
was a primarily social activity meant to create levity for the situation at hand. In Poem 3835,
Prince Niitabe’s story provides a source for creativity for the anonymous writer, in Ikenushi’s
current conundrum the need for levity, and in Sakanoue and Mushimaro’s exchange, their close
relationship is strengthened by the wordplay in which they engage with each other.

Similar to the exchange with Surugamaro in Poems 646 through 649, there has been
speculation as to whether Sakanoue’s exchange with Mushimaro was purely familial or whether

their relationship could have possibly been romantic. For example, Edwin Cranston’s

120 Preface to MYS XVIII, Poems 4128-4131.

121 Yakamochi and Ikenushi exchanged poems on several occasions, which are recorded over the final four volumes
of the Man yoshii. See Cranston (1993), 596—628 for an English translation.
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commentary before his translations of the poems once again asks for an explanation as to why
Poems 665 through 667 included a note meant to “explain away” the amorous tones of the poems
by classifying them as “playful poems.”!?? Certainly, Mushimaro’s Poem 665 can be read as

depicting a man reluctant to part from his beloved. The phrase miredo akanu 5.3 E & 7)>¥2, or

“never tire of gazing at,” complicates this image, however. While on a surface reading, it seems
that Mushimaro’s narrator is expressing physical desire toward Sakanoue’s narrator, the phrase
as seen in other poems throughout the Man 'yoshii is not always used to express physical desire.
As Onodera points out, the majority of the roughly sixty examples recorded in the anthology use

123 Of the examples that use the phrase in

the phrase in describing the land or scenes in nature.
reference to humans, most refer to a male figure, whether it be an expression of devotion to a
lord, someone above the author’s station, and a male lover in some cases.!'?* Most often the
expression is seen in poems classified as laments or banquet poems, both of which are noted for
the public nature of their compositions. There are a handful of examples where the person being
gazed upon is a woman, from a lament Yakamochi composed on behalf of his son-in-law for his
mother (Poem 4214), to a composition in Volume Four (Poem 634) addressed to Prince Yuhara
i) F. (dates unknown) by a maiden who describes his figure as never tiring upon looking at his

wife. There is one other example in the Man yoshii that uses the expression to refer specifically

to the affectionate term imo £, translated as “Little Sister,” besides Poem 665, located in

122 Cranston (1993), 580. He argues that, if these poems were a form of poetic play, they “set a strenuous standard of
play.”

123 Onodera (1993), 134.

124 Examples include Hitomaro’s Poem 196, a lament for Princess Asuka that describes how she gazed upon her
husband Prince Osakabe, Agata no Inukai’s Poem 459, a lament for Otomo no Tabito where he describes his gaze
upon his lord, Hitomaro’s Poem 499 where the narrator describes never tiring of seeing his lover’s (male)
messenger, Priest Mansei’s Poem 572 in reference to Otomo no Tabito again, and Yakamochi’s Poems 4451 and
4481, both composed at banquets held by Tachibana no Naramaro and Ohara no Imaki respectively.
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Volume XII.!?° In other words, Mushimaro’s use of the term to refer to Sakanoue’s imo is
uncommon.

Given the rarity of the phrase being used to describe female paramours, I am inclined to
interpret this phrase not as an expression of physical desire, but rather as an implication of
Sakanoue’s important position within the family structure. Onodera describes this as meaning to

be comical on Mushimaro’s part, where the “limerick quality” E&#K % in his poem comes from

his overexaggerating Sakanoue’s elevated position.!?® When considering Sakanoue and
Mushimaro’s exchange within the context of Volume IV and Sakanoue’s personal trajectory
throughout the book, however, it becomes yet another example of the editing hand positioning
Sakanoue as the center around which her male relatives and social peers orbit. Similar to her
brother Tabito, who has a handful of poems addressed to his person (459 and 572, specifically)
that describe his magnetism using the phrase miredo akanu, Sakanoue is portrayed as inspiring
devotion and awe within members of her social circle. This framing of her person and her
exchanges has left readers across the centuries with the impression of an extremely sociable
woman and witty poet who participated in repartee with members from both sides of her family

and beyond.

Correspondences with Emperor Shomu and the Elder Daughter of Sakanoue
While Sakanoue’s presence gradually disappears toward the end of Volume IV, her
last few poems demonstrate the Otomo lineage’s proximity to the imperial family as well as the

intimate relations between members of her lineage. In one of the last major sections of Volume

125 MY'S XII 2980.

126 Onodera (1993), 135.
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IV to include Sakanoue’s poems, her recipients alternate between Emperor Shomu and her child,
the Elder Daughter of Sakanoue. A poem attributed to Yakamochi inserts itself into this section

as well, its recipient unknown. The section is as follows:

B OREF 1 KO B AR R

A poem presented to the Sovereign
Lady Otomo no Sakanoue composed this at the Saho Residence.

bLOE DO RFE I L 2 i . X . . .
51Ty Since we reside in the leg-cramping mountains
BoPp B DAL B b & &

R = B ARAFNSF we lack elegance. Therefore, I beg you, do not
LS W ks

FHH WG4 reproach this meager skill of mine.

PNCEEEIE S ]

A poem by Otomo no sukune Yakamochi

i3 s I009obb TR
lZDE .fF BYETAE Instead of longing for you in such a manner,
Y RbELLD %
E 7f< % A - I wish I could be even a rock or a tree,
HLOBL li@ T
WA IE] F And not think these anxious things.

RS BRI R B 88 B 21 R — & Rk

A poem by Lady Otomo no Sakanoue, sent from the Tomi estate to her child the Elder
Daughter who stayed at home, with tanka

PR i bz 7z <1

I EJ)T BATHE While I was not going to the distant lands of eternity,
& e b HLORRL B

/] \(JLZF'%/T W & BIR I recall you there standing by the gate

Bb~ D oY/ )] L %

/a\ 4 =3 7?7)3 A % With a plaintive look. I think of you, my child and
AN G =) L2505 & ix T
B+ E2 HEYAE  mistress of the house, throughout the days and

Bbhb I L DI B IF RE

& TE BEEE the bead-black nights, and my body wastes away.

< i L T &~ il $

L FHAT ?EEZEF/E 4 I sigh for you, and even my sleeves are drenched.
PSR bE A L ZO R
e FF AR DUfE %A If T am to long for you excessively like this,

Lz Zoox T 5

EéEK/T I H En I shall not be able to last my stay

HomoElL U
AsiE L In our homeland this month.
BCHK
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Envoy

béi)xif D io%m}?fth T
Wiz & &L

L END &a‘;ﬁ:{ﬂ

A it ik

7’]‘@?%%”

A TR R R R A,

Like morning hair, your thoughts fell into disarray.
And just like this, because of your longing for me,

you could be seen in my dreams.

The poem [above] was in response to one sent by the Elder Daughter.

B OREF T KR EEA(EA A BAEh

Two poems presented to the Sovereign
Lady Otomo no Sakanoue composed these at the Kasuga Residence

Iz 3 e o ML NTFHD
TERTY oK
A THAT DN EHD
WEE NG

ALY & R

[ 7R 2R

= (1

zizd T OO b b T I
JEil RVERAE
AN} Wi Iz T s

HIRE =

27MYS IV, Poems 721-26.

Water of the pond into which little grebes dive,
If you have a heart, present to my lord my heart

That is yearning for him.

Instead of residing elsewhere and longing from there,
I wish to become a duck that lives in

The pond of my lord’s estate.!?’

Given information found in other paratextual materials as well as the general timeline of the
volume, these compositions are presumably from a time after Sakanoue’s elder brothers Tabito
and Sukunamaro have passed away and Sakanoue as the interim head of the clan is maintaining
relations with the court and imperial family in their stead. Poem 721 utilizes the image and

makura-kotoba of “leg-cramping mountains” & 5| [l (ashihiki no yama) in order to convey a

sense of distance between the speaker and the recipient both physically and metaphorically, as

she ties this image to a supposed lack of courtly elegance, or miyabi JEifi. Poems 725 and 726
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(the last two) utilize the image of various waterfowl in order to convey a subject’s loyalty to their
emperor. The speaker in Poem 725 specifically likens herself to the grebes, otherwise known as

“nihodori,” _E }& and implores the water of the pond to present to her lord (the emperor) her

yearning heart. Likewise, in Poem 726 the speaker notes that it would be better to be a duck
living in the pond of the emperor’s estate rather than to be a human longing from afar.

Though the language utilized in the group of poems sent to Emperor Shomu depicts a
figure filled with deep longing, there is no clear indication of the speaker’s gender beyond the
name provided in the headnotes. Since the speaker and recipient are of two different genders, this
might be a reason for their inclusion in a volume dedicated primarily to somon poetry (private
correspondences), which were often exchanged between men and women. However, we can also
think of these poems as being based on a poetic tradition where members of the nobility
demonstrate their relationship with the sovereign through poetic expression. In that sense, we can
think of these three poems as demonstrating the relationship between the sovereign and not just
Sakanoue, but the Otomo lineage as a whole. Shortly after Sakanoue’s elder brother Tabito was
assigned to Dazaifu as its governor, an incident occurred in 729 where the Fujiwara brothers
accused his political ally Prince Nagaya of witchcraft and sedition, forcing him to commit
suicide. As a result, the Otomo experienced a major downturn in their political fortunes.
However, Sakanoue’s poems can be viewed as evidence of a kind of “recovery” in their
relationship with the imperial family, as the fact that she sent poems to Shomu suggests intimate
ties on both a personal and political level. Moreover, Sakanoue’s poems compensate for any
anxieties concerning political distance between the Otomo and the imperial family through the
use of somon poetic language in order to express a close relationship. The fact that these songs

were included in Volume IV provides another example of how not just this volume, but the
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Man’yoshii as an anthology is used to express the bonds between the imperial family and the
Otomo on a literary level.

In between these poems, however, are also exchanges sent to the Elder Daughter of
Sakanoue, who stayed behind while Sakanoue was making her rounds at court. According to the
endnotes, the elder daughter also sent her mother poems, but they are not included in the
Manyoshii. In the two poems from Sakanoue, feelings of longing between mother and child are
depicted through the use of several intense corporeal images such as sleeves drenched with tears,
bodies wasting away, and thoughts tangled like morning hair. Connecting this back to the poems
presented to Shomu, it is clear that the overarching theme of this section is longing from afar, but
why place side-by-side poems depicting a mother’s love for her daughter and poems swearing
devotion to a sovereign? And what to make of Yakamochi’s single poem that appears in the
middle of all of this?

Simply put, this section is arranged in such a manner to highlight the relationships within
and without the Otomo vis-a-vis Sakanoue as the central figure. After the Nagaya Incident and
Tabito’s death, the Otomo’s political position was declining and Yakamochi was not yet old
enough to lead the clan. The middle section of Volume IV reflects this with multiple exchanges
between Otomo members as well as depicting Yakamochi’s various love affairs, indicating a turn
toward the inner workings of the clan and Yakamochi’s focus on more personal affairs.
Sakanoue’s exchanges with her kin, including the Elder Daughter and Yakamochi among others,
illustrates her position as trying to hold everyone in the group together through poetic exchanges.
In other words, in a time of transition, where leadership of the Otomo had not yet completed its
transfer from Tabito to Yakamochi, the depiction of Sakanoue in Volume IV acts as the center

around which revolve the various political and personal relationships between the Otomo as well
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as with other important political figures. The inclusion of Yakamochi’s poem, which simply
describes a narrator filled with longing (for whom is not clear), portrays Yakamochi as a young
man who is perhaps unconcerned with the politics that his aunt is clearly invested in. At the same
time, it also illustrates the close proximity between aunt and nephew on a literary level as well as
a social one. Given that Yakamochi is likely the final compiler for this sequence, the decision to
include or keep his aunt’s poems sent to Emperor Shomu and the Elder Daughter reflects the
dual roles Sakanoue likely held in the interim between Tabito’s death and Yakamochi’s coming-
of-age as both the public-facing clan head and matriarch in charge of the lineage’s personal
affairs.

Considering that the section following this focuses on the Elder Daughter and her
relationship with Yakamochi, Sakanoue’s poems to her daughter in the section above can be
viewed as a prelude to the culmination of their relationship, displayed through a sequence of
exchanges in Poems 727 through 755. Poems 723 and 724, then, can be understood as expressing
Sakanoue’s anxiety about her daughter’s happiness and her marriage to Yakamochi (which
Sakanoue most likely orchestrated). Beginning with the Elder Daughter’s poem sent to
Yakamochi in Section D, a sequence focusing on the women surrounding Yakamochi, there is a
clear theme about their relationship that is repeated throughout Volume Four. This effectively
creates a sub-narrative concerning the future of the Otomo lineage. Many of Sakanoue’s poems
are placed in proximity to the exchanges between the Elder Daughter and Yakamochi, as if they
are interrupting or coming in between the relationship between the two. This choka-hanka set is
also placed after a series of exchanges Yakamochi has with another young woman (Poems 714-
720), further strengthening an argument that these poems are not just about Sakanoue’s anxiety

regarding her daughter’s well-being, but also her relationship with Yakamochi and the future of

88



the Otomo lineage. Considering that what immediately follows the last two poems sent to Shomu
is a long exchange between Yakamochi and the Elder Daughter, on a textual level it seems that
the relationship has a stable foundation, thereby securing the future of the lineage. Yakamochi
has grown from a passionate, wandering youth into the next leader, taking over arranging
marriages among other duties as seen in the exchange with Fujiwara no Kusumaro.

As aresult of the paratextual elements surrounding this sequence, a narrative is created
within the text that merges two sides of Sakanoue: that of a public figure whose social
relationships are of political importance for her clan and a mother expressing how much she
misses her child. Her poems reveal an anxiety about her lineage’s descendants as well as the
ambiguous future they have within the Yamato court. By arranging these poems so that they
overlap, the two narratives surrounding the Otomo lineage and the court come into contact with
one another through Sakanoue’s figure. In addition, the inclusion of Yakamochi’s poem in the
middle of the sequence brings her into contact on a textual level with the third and final major
Otomo figure who also held a large influence over the Man yoshii’s compilation. In this last
significant sequence for Sakanoue in Volume IV, threads of narratives laid out in previous
poems weave together through the content of the poems themselves as well as the paratextual
information that surrounds them. Sakanoue has been trying to keep her lineage united, while also
maintaining their ties to the imperial family. Yakamochi and the Elder Daughter’s subsequent
(and longest) exchange between Poems 727 and 755 thus can be read as the realization of

Sakanoue’s hopes for her daughter and the Otomo.
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Conclusion: Narrativizing Somon and Sakanoue

Paratextual elements such as headnotes, endnotes, sequences and arrangements perform a
significant narrativizing function in the Man 'yoshii. By representing certain types of
relationships vis-a-vis poetic composition, these elements either illuminate or obscure the
sociohistorical conditions under which the poems were composed and the Man 'yoshii was
anthologized. In other words, when we consider elements such as headnotes and endnotes as
paratexts that frame the main body of the poetic exchange, the political aspects embedded in
somon poetry become patently obvious.

In the case of Sakanoue’s position within the text of Volume 1V, it is clear from the
information provided about her deep social ties, through biographical descriptions and exchanges
included for compilation, that the reader is meant to consider her as a prominent figure within the
Otomo lineage and Yamato court. These elements effectively construct the author herself,
transforming her into an agent exerting control over the political destiny of her clan in the wake
of personal and political tragedy. This manifests in Volume IV as the gradual insulation of the
Otomo, first through Sakanoue’s rebuff of Fujiwara no Maro in favor of her kin, and then
Yakamochi’s union with the Elder Daughter, which is encouraged by Sakanoue. While other
volumes of the Man 'yoshii with a large Otomo presence have a more balanced representation of
the triad that is Tabito, Sakanoue, and Yakamochi, Volume IV is unique in its favor toward
showcasing Sakanoue’s poetic talents. The is probably due to somon poetry’s strong association
with female poets: the majority of contributions by named women in the Man yoshii are
identified as such, and over half of Sakanoue’s poems fall in this category.

This does not mean, however, that somon poetry and the poets who specialized in it were

removed from the social and political environment in early Japan. Sémon poetry as presented in
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the Man yoshii can be just as revealing of the imperial court’s history and the political tensions
that reside therein as the many elegies and banquet compositions that fill the scrolls of volumes
dedicated to such poems. In reading Volume IV not as a random collection of poems, but as a
text that integrates them into a narrative, it becomes possible to recontextualize our
understanding of somon poetry. It also reveals the impact women such as Sakanoue had on the
social fabric of their lineages and the court in general.

As we consider the position of Sakanoue’s poems within the larger structures of the
Man’yoshii, it also becomes possible to see certain patterns repeat across other volumes and with
other poets associated with Sakanoue on a textual and familial level. The following chapter
focuses on Sakanoue’s contributions to the zoka and banka categories in Volume III, which

include what is known as the God-Worshiping Song 3143k and an elegy to a Buddhist nun from

Silla. Though they are categorically different than the ones in Volume IV, these poems
historically have also been interpreted as poems depicting little more than private emotions and
affairs exclusively dealing with the Otomo lineage. By employing the framework proposed in
this chapter, I will argue that these poems actually reveal the type of political power high-ranking

women such as Sakanoue could wield during this time in Japanese history.
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Chapter Two

Performing the Roles of Clan Matriarch and Loyal Subject: Sakanoue in Volume III

Introduction: Public Poetic Modes of Expression

Although Lady Sakanoue figures prominently as a protagonist of Volume IV, her
presence is not nearly as strong in the rest of the anthology except for Volume VIII, which
includes over twenty of her poems. Her remaining twenty-five poems are scattered among
Volumes III, VI, and XVII through XIX. While the latter three volumes are contained within a
subsection now often described as Otomo no Yakamochi’s personal collection, or a “poetic

diary” #k H 5., Volumes Il and VI along with IV and VIII, like most of the Man yoshii, are

believed to have been edited in stages with multiple compilers involved. In addition, these
volumes comprised part of an earlier draft of the anthology before the inclusion of the
Yakamochi volumes in the latter half of the eighth-century.!?® In other words, the anthological
and historical contexts of Volumes III and VI have stronger ties to Volumes IV and VIII than to
Volumes XVII through XIX. What this means for poets such as Sakanoue is that, regardless of
differences between volumes in terms of poetic categories and number of poems by each poet
included, there are still similarities in their portrayals across Volumes III, IV, VI, and VIIL.

Yet the structure of each individual book and its paratextual elements still matter in terms

of how authors are portrayed and the topics about which they write. The books covered in this

128 116 Haku is credited for the prevailing theory that the first sixteen volumes were compiled first and consist of the
“old collection,” with the original book consisting of Poems 1-53 of what is now Volume I. See It6 Haku,
Man’yoshii no kozo to seiritsu. 2 vols. Kodai wakashi kenkyii Vols. 1 and 2. Tokyo: Hanawa shobd, 1974, for more
information. Nakanishi Susumu counters this structure and argues that 1) the number of volumes was not established
at twenty by the time the collection passed into Yakamochi’s hands and 2) each of the last four volumes was written
by a different person. For more information, see Nakanishi Susumu, ed. Man ’yoshii o manabu hito no tame ni.
Tokyo: Sekai shisdsha, 1992. For a summary of 1td’s theory and Nakanishi’s response on the stages of the
Man’yoshii’s development, see Horton (2012), 448—58. Torquil Duthie notes that, although the first sixteen volumes
contain a variety of organizing principles, they share a number of characteristics, including a kind of “subplot”
involving the Otomo lineage that culminates in the last four books. (Duthie [2014], 179).
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and the following chapter, Volumes III and VI, contain poems classified as either zoka
(“miscellaneous poems”), banka (“laments”), or hiyuka (‘“metaphorical poems”). Unlike somon
poetry, poems classified using the above categories are presumed to have been composed in at
least semi-public or formal settings, often at moments for levity or solemnity for members of the
court. Sakanoue has at least one contribution within each of the categories listed above, the
number of which exceeds most other women poets and even some male members of her own
lineage.

The Sakanoue that appears within these settings, however, is neither a romantic heroine
nor a devoted mother as she was in much of Volume IV. Instead, the author is portrayed as a
public figure with social responsibilities both within the Otomo family residences and as a
member of the larger realm centered around the sovereign and his or her court. The reason for
such a shift in persona has as much to do with the various ideological motivations surrounding
the compilation of each volume as it does with the social and historical conditions under which
each poem was written. With most of its poetry composed during the eighth century, Volume
III’s collection of zoka, hiyuka, and banka operates as a partner to Volume IV’s collection of
somon correspondences with its collection of newer styles of poetry in public modes of
discourse. Both function as sequels to Volumes I and II that contain poetry from earlier reigns.
Within the scope of Volume III, Sakanoue appears as an avatar embodying the spirit of the
Otomo lineage and its allegiance to the imperial family with poems composed on a variety of

occasions surrounding the figure of the sovereign.!?® This portrayal is in stark contrast to that of

129 In discussing Volumes I and II, Duthie describes the zoka section as containing poems “that outline the spatial
configuration of the realm surrounding the sovereign,” and the banka sequence as “[mourning] the loss of royal
figures that are the center of the imperial order... as well as of the lower ranking courtiers and people from beyond
the capital who gibe shape to the broader realm.” (Duthie 2014, 195) I consider these sections in Volume III as
organized for similar (if not the same) purposes.
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other women poets, who as a whole seem to disappear from public textual spaces after the first
two books of the Man 'yoshii. The reason for this relates to Sakanoue’s position within her family

and the court as a whole.

The Gendering of Public Textual Spaces

The stereotype of the Man 'yoshii as a “masculine” anthology is not simply due to the
influence of commentators throughout the centuries since its compilation but has some basis in
the text itself. The majority of recorded compositions by women are limited to a handful of
volumes and a singular poetic category (somon). When it comes to zéka written for public events
such as banquets, processions, and hunts or banka written to mourn the dead, figures such as
Hitomaro, Yamabe no Akahito, and Yamanoue no Okura come to mind before Princess Nukata
or Lady Sakanoue. Although the first volume of the Man ’yoshii includes numerous compositions
on public occasions by women poets, later volumes do not, suggesting that women in the eighth
century were excluded from certain sociocultural spaces to which they had previously had access
in the seventh. As a consequence, women writers take up less textual space in later volumes of
the Man yoshii. The following table compares the number of women and the events or topics

described in the first four books that have at least one section dedicated to zoka poetry:

Reigns & Time Number of Names of Events/Topics
Periods Covered | Named Poets Women Covered
(# of Women)
Volume I (84 | Fifth century 36 (10) Princess Nukata, | Imperial
poems) (Emperor Princess Nakatsu, | processions to
Yiryaku) to early Empress Jito, villas and hot
eighth century Princess Ae, springs, seasonal
(Empress Tagima no poetry, travel,
Genmei?) Maro’s Wife, imperial hunts,
Princess Yoza, erotic longing,
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the Toneri
Maiden, the
Suminoe Maiden,
Empress Genmei,
Princess Minabe

military drills,
allegiance, longing
for home

Empress Gensho,
an entertainer
named Oyake, an
uneme from
Toyoshima

Volume III, Late seventh 52 or 53 (6) | Empress Banter between
Zoka section | century (Empress Genmei?, Old sovereign and
(155 poems) | Jitd?) up to 733 Woman Shihi, servant, burning of
(Emperor Shomu) Lady Abe, a hill, scenic
Takechi no descriptions, prayer
Kurohito’s Wife, | to clan deity, travel
Lady Otomo no | blessings
Sakanoue, the
Tsukushi Maiden
Volume V 728 through 733? | 36 or 37 (1'3%) | Maidens along Descriptions of
(114 poems) | (Undated poems the Matsura Matsura and
at the end, River homes, erotic
Emperor Shomu) longing for the
travelers
Volume VI 723 through 744 46 or 47 Lady Otomo no | Travel songs about
(161 poems) | (End of Empress (4 to 6131 Sakanoue, an longing, songs of
Genshd, majority entertainer /£{T | parting, travel
of Emperor 4205 named blessings, songs
Shomu’s) Koshima, about the moon,

family banquets,
bestowal of
surnames,
pilgrimages to
shrines, banquet
poems about the
countryside/scenery
(7), poem
accompanying a
gift to the emperor

While women are still a minority in the early volumes of the Man yoshii, Volume I clearly has a

closer ratio than Volumes III and VI. It is not simply that, despite containing more poetry, the

139 Poems 854 and 858 through 860 are cited as coming from a group of goddess-like maidens near the Matsura
River. Since they are not differentiated and there is no number recorded, I have counted them as one entity.

131 The authorship of Poems 1009 is contested. Possible candidates are Retired Empress Gensho, Emperor Shomu,
or Empress Consort Komyd. Poems 1026 and 1027 were apparently sung by an uneme from Toyoshima, but they
are likely not her own compositions.
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latter two books have a smaller number of women writers. Poets such as Akahito, Tabito, and
Yakamochi also have multiple entries and take up large amounts of space on the page or scroll,
whereas high-ranking women such as Sakanoue and female sovereigns only have one or two

132 and the majority of them are fanka. In addition,

zoka poems recorded in Volumes III and VI,
the events at which these poems were composed tend to be confined to intimate gatherings rather
than imperial processions or state-sanctioned banquets. Princess Nukata’s composition on the
merits of Spring versus Autumn is presented as a public display of her poetic prowess during a
banquet sponsored by Emperor Tenchi.!** Sakanoue’s opening song for a family banquet on the
impermanence of life or a female entertainer named Koshima wishing Tabito well on his journey
back to the capital,!3* on the other hand, provide glimpses into an intimate space in which men
and women interacted with one another using literary sport. Besides female sovereigns and their
attendants, high-ranking women in Volumes III and VI are not seen composing poetry at public
events. Only in Volume VI are female entertainers and uneme found at public sites and events.
As for the category of banka, the subjects of women’s laments also appear to be limited
in scope. While the number of named poets in each volume is about the same overall, there is a

slight decline in the number of women poets from seven to four. Below is another table

comparing the two volumes that contain banka:

Reign & Time Number of Names of Subject of Poem
Periods Covered | Named Poets Women
(# of Women)
Volume II, Mid-seventh 17(7) Empress Consort | Emperor Tenchi,
Banka section century (Empress Yamatohime, Emperor Tenmu,
(94 poems) Saimei) through one of Tenchi’s | Prince Otsu,

132 Sakanoue has multiple zoka entries in Volume VI (eleven to be exact).
133 Volume I, Poem 16.

134 Volume VI, Poems 995 and Poems 965 and 966 respectively.
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715 (death of wives, an Kakinomoto no
Prince Shiki, Ishikawa wife, Hitomaro
Empress Genmei Princess Nukata,
or Gensho?) Empress Jito,
Princess Oku,
the Yosami
maiden
Volumes III, Late sixth/early 18 (4) Princess Prince Kochi,
Banka section seventh century Tamochi, Prince Iwata,
(69 poems) (Empress Suiko) Princess Niu, Prince Nagaya,
to 744 (death of Princess Nun Rigan
Prince Asaka, Kurahashibe,
Emperor Shomu) Lady Otomo no
Sakanoue

Similar to Volume I, the female poets recorded and memorialized in Volume II are mainly
affiliated with the imperial household as princesses, female sovereigns, or the wives of male
sovereigns. Notably, the majority of banka by women in Volume II are written in honor of
Emperor Tenchi after his passing. The Yosami Maiden’s lament stands out in comparison to the
others as she is a lower-ranking woman. The subject of her lament, however, is none other than
Kakinomoto no Hitomaro, who would become a model of vernacular poetic composition in later
centuries. '3’

The majority of the women recorded in Volume III’s banka section are also members of
the imperial family writing about their relatives. This includes Princess Kurahashibe’s lament for
her father!3® Prince Nagaya, who was falsely accused of treason and forced to commit suicide.

The one poet who stands out in this group is Lady Sakanoue, a high-ranking noble woman but

135 For a study of the history of Hitomaro’s reception and canonization as poetic exemplar in premodern Japan, see
Commons, Anne. Hitomaro: Poet as God. Leiden: Brill, 2009. As for reception within the Man ’yoshii, Y akamochi
refers to Hitomaro, and possibly another poet, in the headnote to a poem sent to his relative Ikenushi (MYS XVII
Poem 3969) when he says he “never took [himself] to the gates of Sanshi” in his youth $h4FEAE LAl 2 P
(translation from Cranston [1993]). The meaning is that he never seriously studied the works of waka poets, whose
names presumably begin with the characters san/vama |LI and shi/Kaki fifi,when he was a young man. Shi clearly
refers to Hitomaro, but the meaning of san is ambiguous. While Hitomaro’s deification would not begin for some
time yet, his poetry was at the very least admired by Yakamochi.

136 MYS 111, Poem 441. For an English translation, see Levy (1981), 222.
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not a princess. Her lament is also for a lower-ranking woman, which makes her banka
contribution unusual. Unlike the case of Volume II, there are no laments written for any
sovereigns in Volume III by either men or women. Instead, Volume III contains laments for
people of differing social classes, including several anonymous figures.

Notably, there many examples of men weeping over the deaths of women across the
realm, from Hitomaro’s laments following the cremation of maidens in Hatsuse and Y oshino to
Yakamochi’s multiple songs toward the end of the volume grieving over the death of his first
wife.!*” There is only one example of a woman lamenting over the death of another woman, and
that is Sakanoue’s lament for the nun Rigan in Poems 460 and 461. While I will discuss the
poems in more detail later in the chapter, I bring them up now to reiterate the point that women
were limited in the topics about which they could compose poetry. In the particular case of
banka, examples from women in the Man ’yoshii are more limited in scope as compared to the
topics of their zoka contributions. This includes seventh-century poets such as Princess Nukata,
who by all accounts was a major figure participating in public events sponsored by the state.

What does the gradual restriction of women’s cultural production in public spaces mean
for a figure such as Sakanoue? Even though poetic compositions by women are few in Volume
II1, she still has a contribution in every section from zoka to banka to the new poetic category of
hiyuka.'*® However, the paratextual framing devices for each of her contributions in this volume
contextualize them as belonging to more private settings, and the poetic voices contained therein

can be (and often are) interpreted as belonging to the category of somon instead. This means that

137 See MY 111, Poems 428-37 for compositions by Hitomaro, Akahito, and Kawabe no Miyahito mourning the
deaths of anonymous women, and Poems 462—74 for Yakamochi’s series of poems lamenting the death of his first
wife. For English translations, see Levy (1981), 218-21, and 231-35.

138 Like Sakanoue, Yakamochi is normally represented in every section of an “Otomo” book besides Volume V (III,
IV, VI, and VIII). He does not have a poem included in the zéka section of Volume III.
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a number of her poems recorded in Volume III are often interpreted by scholars and translators
as love poems, or simply examples of poetic play as social interactions.

As I will demonstrate in the rest of this chapter, similar to Volume IV the structure of
Volume III and arrangement of poems suggests an ideological framework behind the inclusion of
Sakanoue’s poems. Namely, her poems represent a crucial transitory period in leadership of the
Otomo lineage following Tabito’s death as well as demonstrate the general scope of the
sovereign’s power over his realm. According to scholars such as Itd Haku, Volumes III and IV
function as a transition at the end of the seventh century into the first half of the eighth century

between “ancient” 7 and “modern” 4 styles of poetry in all major poetic categories, plus a new

one in hiyuka.'3® Considering the prevalence of poets from the Otomo lineage in these volumes,
it could be said that one editorial motivation for these books is to showcase its members—in
particular Tabito, Sakanoue, and Yakamochi—as inheritors and innovators of poetic tradition
and practice. That motivation is the purpose behind including contributions from Sakanoue in all
of the major categories of somon, zoka, and banka. Through her works, the reader catches a
glimpse into the contexts and capacities in which a woman of her station composed poetry, even

if those examples are the only example of their kind recorded for posterity.

The God-Worshiping Song I: Overview of Previous Scholarship

The saishinka 537K, or “God-Worshiping Song,” best represents the tension underlying
studies on Sakanoue and her body of work: scholars perceive her as primarily a love poet
focused on private family matters no matter their historical or anthological contexts. The “God-

Worshiping Song” is Sakanoue’s first sequence recorded in Volume Three, and the earliest to

139 See 1td Man 'yoshii no kajin to sakuhin 1, 176-77.
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appear in the Man 'yoshii. In the notes framing the choka and hanka set, it is recorded that the
topic of the poem is on worshiping the gods, and that these poems were composed in the year
733 during the time of worshiping the clan gods. The choka begins with a description of the
narrator performing a variety of ritual activities, giving a detailed account of the objects involved
as if the narrator is acting these rituals out step by step. By the end, however, the poem’s tone
shifts into a personal expression of doubt about whether the speaker will be able to meet the

“lord” for whom she prays:

R RS8R — 1 JFhiak
A poem about worshiping the gods by Lady Otomo no Sakanoue, with tanka.

OEnle O HEDIFHLY

KBz RIFEHE To the lord gods who descended from distant,

%‘g?ﬁé %%j%]%_ﬁt Infinite fields of heaven in which they were born,

Ei?fl% %%;f; %%}]L I tie branches of sakaki from secluded mountains

lbél %H ﬁf% ﬁﬁﬁﬁcﬁ With white threads, and take mulberry strands and tie them.
L’%} );| % L,zi} l;ﬁé I place in the earth sacred jars filled with sake,

;f/ﬁf %% %géﬁg% And I string many bamboo beads along a cord.

#“/i\ é % if;ﬁ%*ﬁ; Like a deer or boar I fall on bended knees

%%;%%% :jtf Ejl gﬁ%%* And take the stole of a delicate maiden,

mp s BEYT Zfr‘ﬁi: But even like this alas, can I not meet

EHAT bIT L b

BN AT My lord for whom I shall pray?
BCHK
Envoy
5 TLTLJf TIZEDHH T
7!<f% o FHRR I take in hand and hold folded mulberry offerings,
< ET b b 1L 2Okt
an JH:%Q!: LW 7 % But even like this, alas, can I not meet
BT BT Ub
PV = [13% My lord for whom I shall pray?

At USRI — A SRRz iy IR S E AR phak
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The poem [above] was somehow composed during the time of worshiping the Otomo clan

god in the Eleventh Month of Tenpyo 5 [733]. Therefore, it is called a god-worshiping

poem. 140

Despite its placement in a volume dedicated to poetry composed during formalized events, such
as banquets and hunts, and dirges for the deceased, most scholarship has focused on a supposed
conflict lying within the God-Worshiping Song. Namely, the issue identified by scholars is the
poem’s apparent mixing of public activities such as leading the clan in worshiping the gods, with
the expression of a desire to meet someone at the end of the choka and again in the envoy. This
has created much discussion on how to interpret the poem and compare it to other similar poems
in the Man yoshii.

The two pieces of English-language scholarship that discuss the God-Worshiping Song
focus on the supposed lack of propriety in composing a poetic sequence mixing public act with
private sentiment. In their seminal book Japanese Court Poetry (1961), Robert Brower and Earl
Miner note that “the novel thing about this poem lies in its strange use of public materials,” but
ultimately judge the God-Worshiping Song as being inferior to Hitomaro’s chéka due to its
personal and informal nature.!*! Their evaluation of this poem reflects a pervasive attitude in
discussions of waka poetry: namely that poetry composed in the vernacular—and the choka in
particular—flourished as a literary art form during Hitomaro’s lifetime and then waned in
quantity and quality due to emerging influences from the continent.!*> Brower and Miner take
the God-Worshiping Song as representative of this decline, tying it to a constructed narrative

about the history of Japanese poetry.

140 MYS III, Poems 379-380.
141 Brower and Miner (1962), 102.

142 For example, Sakurai Mitsuru states that the choka form was at its apex with Hitomaro and then continued to
decline after. See Sakurai Mitsuru, Man yoshii no fiido. Tokyo: Kddansha, 1978.
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Edwin Cranston adopts a less judgmental attitude in A Waka Anthology, The Gem-
Glistening Cup (1993) when discussing the God-Worshiping Song. While he deems the set to be
“the most unusual of her poems,” he also writes that “rather than judge the lady sacrilegious,
however, it is more satisfactory to interpret the first sixteen lines of the poem as an extended
metaphor for the intense anxiety of her passion, a metaphor suggested to her by actually having
enacted the rite.”!'** Though Cranston does not take the apparent mixing of private longing with
public ritual as a sign of the choka’s downfall as a literary form, he still is compelled to address
the issue of whether the poem is meant to be private or public. Cranston’s comment is likely a
response to Brower and Miner’s criticism of both the poem and Sakanoue as a poet, as he praises
her for what he sees as deft use of amorous language and exceptional sociability throughout the
section dedicated to her in his anthology of translations.

The above scholars all make certain assumptions regarding Sakanoue’s status as a woman
in their interpretation of the God-Worshiping Song. They assume that the kimi—or lord—in
question is a lover of hers and take this poem to be romantic at its core in general. This is
because waka poetry composed by women has been historically associated with topics around
love. Furthermore, English-speaking audiences with any working knowledge of premodern
Japanese literature are more likely familiar with figures such as Ono no Komachi and Izumi
Shikibu—each known for writing passionate verses on yearning for men never there. Given that
fact, it is not surprising that past scholarship has interpreted the God-Worshiping Song as
primarily an example of love poetry.

Japanese scholars also attempt to reconcile the apparent problem between the poem’s

public setting and “private” sentiments by trying to solve two interlinked mysteries. The first is

143 Cranston (1993), 408.
102



the identity of the “lord” mentioned in the poem, and the second is the exact circumstances
surrounding Sakanoue’s position within the Otomo lineage at the time. The possible candidates
for the lord in question can be summarized as follows:

1. The Otomo ancestral god, Ame no Oshihi no Mikoto

Otomo no Tabito, Sakanoue’s older half-brother
3. Otomo no Sukunamaro, Sakanoue’s other older half-brother and recently deceased
husband
4.  Anunspecified lover
5. Not a real person (in other words, a literary invention

)44
Although there is evidence to support each of these theories, none of them are entirely
satisfactory. A general assumption of most interpretations is that Sakanoue’s longing is romantic
in nature and that the God-Worshiping Song is a love song at its core. The basis for such an
assumption is Sakanoue’s strong affiliation with the somon category. In fact, Asano Noriko titles
her entry for the sequence as, “Lady Sakanoue’s God-Worshiping Song: The Invasion of Love

Poetry,” ¥ Bl Zc D3 ik —ZR K DR B in Konoshi Takamitsu and Sakamoto Nobuyuki’s

Seminaa Man’yo no kajin to sakuhin, a series of overviews of Man 'yo poets and their major
works. !4

There is admittedly some textual evidence that can be used to support such an
interpretation. As pointed out by commentators such as Omodaka Hisataka, the God-Worshiping

Song shares similarities with the following five poems from Volume XIII, a book dedicated to

anonymous somon poems:

THO A 0 h b z A A
EiRZ  ARE—IR =JA14E 2 /RSo that there are not even words of misfortune

g/ﬁ:ﬁ TN IIE About that girl, my Little Sister, to whom
ST R I long to be close like the roots of sedge,

144 This list is adapted from one published in a chapter on the God-Worshiping Song by Asano Noriko. For more,
see Asano Noriko. “Sakanoue no Iratsume no Saishinka—Xkoiuta no shinryaku.” In Seminaa Man yé no kajin to
sakuhin, Vol. 10. Konoshi Takamitsu and Sakamoto Nobuyuki, eds. Tokyo: Izumi shoin (2004), 35.

145 Asano (2004), 28.
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0 EYT A

ﬁ%ﬁ? E *ﬁ eI I bury in the earth sacred jars of sake

thiE % ‘i r & R

YTERF F"ﬁ i And tightly string bamboo beads along a cord,
bHob 0 % ]fJ\ﬂL

RHbZ @Tﬁﬁ? BT Earnestly praying to the gods of Heaven and Earth,
Wiy F

NN L) For there is nothing else to do.

SR RAEZ TRKE]  JERZ e B RIS [RZEE
Thinking on it now, it should not say “about Little Sister.”” Surely, it should be about my
lord.” The reason is that it says “At the mercy of my lord” in the envoy.

BCHK
Envoy
E? *E)ﬁ li/T % % This hidden heart that I have not even revealed
= ‘75 Z 7[:4 e rﬁ;f To my mother whose breasts hang low, oh, it is
QACZBE% At the mercy of my lord!
AR
In a certain book, the poem reads:
=FE O TE AN RN R NEY
E?Vk I H#@f When it comes to my lord for whom I have longed,
i ,.475 ﬁ’i‘ ﬁk% Even in times when not attaching jeweled cords,
{ii ﬁ'—’%‘? ?Eﬁ(ﬁﬁﬁ I take in hand offerings of Yamato cloth

I mE-h
P Bk ) Z et And I string many bamboo beads along a cord,
boob O n T bhote
35 iz *E? U'JEé'g/Z Earnestly praying to the gods of Heaven and Earth,
i %/Effﬁ/; 5, For there is nothing else to do.
BCHK
Envoy
bob N & WD @V) T
ﬁ/i Ef375 /J@? iz 1M1 Praying to the gods of Heaven and Earth,
gi /AL){ JZ\ Will I not for certain be able to meet with him,
T *ET— H N ji My lord for whom I am longing?
AR
In a certain book, the poem reads:
B A& i
j(ﬂ’ \Z g Wﬁ Relying on and yearning for a great ship’s visit
ﬂiﬁﬁ =) 9’T ‘E But hoping the kudzu vine stretches long and far
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5?364/3\75 ﬁﬂ‘ﬁk Wﬁ% In order for there not to be even words

?Z%ﬁ% ﬁfﬁ %}‘\'?%c Of harm about my lord for whom I am longing,
7%71’*%?/)% )E TﬁT ETEL:; I drape mulberry strands upon my shoulders,

jé)a 7 7%‘{;5?% I bury in the earth sacred jars of sake,

I%Z Wﬁﬁﬁ:i‘z %%—Er Earnestly praying to the gods of Heaven and Earth,
L%%%@éﬁﬁ: For there is nothing else to do.

HhE

[The above is] five poems.
As indicated by the headnotes accompanying each entry, Poems 3284 through 3288 were likely
gathered from other poetic collections that no longer exist. They share obvious imagery, from the
act of stringing beads along a cord to burying jars of sake in the earth. They are also presumed to
be prayers for meeting with someone in order to consummate a relationship, thereby categorizing
them as somon poems and more specifically as love songs. The fact that the God-Worshiping
Song shares many of the same characteristics as the Volume XIII poems, lends some credence to
Omodaka’s theory that the God-Worshiping Song is a prayer for the consummation of a love
affair.'#” In this interpretation, the sequence is actually an example of a sémon poem, but is
categorized as zoka only because of the circumstances under which it was composed.

One counterargument to this reading is that there are a number of poems recorded in the
Man yoshii which read as if they were somon but are categorized as either zoka or hiyuka. While
common in sémon poems, the poetic persona of a woman longing to meet with a man is not
strictly limited to that category. Therefore, it becomes necessary to think about why the God-

Worshiping Song is categorized differently than the poems in Volume XIII that inspired it. Aso

146 MYS XIII, Poems 3284 — 3288. All the variations in Volume XIII besides Poem 3284 are written in what is
presumed to be the voice of a woman. The variant Poem 3286 reads kimi ni yorite 12 X ¥ T (“when it comes to
my lord”) instead of imo ni yorite #k\Z & V) T (“about that girl, my Little Sister”).

147 Omodaka Chiishaku 4, 403.
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Mizue modifies Omodaka’s interpretation, stating that the poem should be considered as a love
song composed during a banquet for the purpose of displaying Sakanoue’s literary talents.'*® In
her estimation, this is what makes the God-Worshiping Song an example of zoka rather than
somon.

Other commentators such as [tdo Haku interpret the God-Worshiping Song as a poem
composed in remembrance of a recently deceased male relative. Scholars who follow this
reading suggest that the “lord” mentioned in the poem is Sakanoue’s recently deceased husband
and half-brother Sukunamaro, since they were married at one point. This reading explains why
the poetic topic of worshiping ancestral gods coincides with the presence of a kimi-esque figure
who is a lover in many Man 'yé poems composed by women. [td6 Haku’s commentary provides a
glimpse into the logic behind such theories:

[The identity] of this “lord” & is obscure. At first, it seems to point to an ancestor
worshipped as a deity. We can think of this set of poems as a prayer for the clan’s
prosperity by summoning the ancestral god, [composed] as the ietoji who should
supervise rituals for the clan gods. However, if on the other hand we look closely at the
term “kimi” that—when used by a woman—gives off a sense of deep affection, then this
poem may have strongly had in mind [Sakanoue’s] deceased husband Otomo no
Sukunamaro, who is connected to the genealogy of the Otomo clan from the time of the
ancestral gods. The phrase “can I not meet my lord?” seems to strongly confirm [the
image] of Sukunamaro within the image of the ancestral god.!#’

As we can see, [tdo Haku overlays the image of the clan god upon Sukunamaro. As both husband
and familial kin to Sakanoue, Sukunamaro seemingly covers both dimensions of public and

private found in the god-worshiping song. As Inoguchi Fumi points out, however, the term kimi

is not only reserved for lovers and husbands, but can also refer to any man for whom a feminine

148 Aso Mizue. Man 'y6 wakashi ronké. Tokyo: Kasama Shoin (1993), 687.

9905 (1995) Vol. 2,223. Z > T 38R, EREIITHEMAIETOTHA H, RMOBILAHEET R E 5
JIHE LT, fiMEREFECTIEORIEZNTST-ONZOFBEZ L BEbihd, LivnL, &ENH0 )
(B LWV FEN T CTHOBIEKAZE RV, 2 2Tk, LR REER R D723 D 1R A5
HREEZBRSEH L ZDon, [BIZEIL1L] THAI,
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speaker might hold deep regard and affection.!*° In other words, Sakanoue could have also been
thinking of her father, Yasumaro, or her other brother, Tabito, when composing the God-
Worshiping Song. This is because the last line in both the choka and hanka, kimi ni awaji kamo
(“will I not meet my lord?””) implies that it is impossible for her to meet the man for whom she
longs as he is no longer alive.

This brings us to the next point of contention in Japanese scholarship, which is
Sakanoue’s role within Otomo clan politics as it relates to the God-Worshiping Song. Most
scholarship in both Japanese and English tends to assume that Sakanoue must have been the de
facto head of the Otomo lineage in the interim between Tabito’s death and Yakamochi’s coming
of age. This assumption is based on a number of factors from her management of marriages
within the family in the many exchanges recorded in Volume Four, to the suggestion that she
was performing acts of worship based on the existence of the God-Worshiping Song.

Aso Mizue, however, provides a substantive amount of historical evidence that
contradicts the idea that Sakanoue could have ever led rituals worshiping the Otomo ancestral
gods. Citing early historical records such as the Nihon shoki and Shoku Nihongi she demonstrates
that as a general rule god worship rituals were conducted by men, and the only clear example of
women being in charge of deity worship was in the case of worshiping the sun goddess
Amaterasu at the Ise shrine.!*! Generally speaking, a male head of a noble lineage I (wji no
kami) was expected to lead rites in worshiping clan gods, meaning that any living male relatives
of relatively high-rank at the time of the sequence’s composition (733) would have actually been

in charge of worship. According to Aso, there were three possible candidates for the role:

150 Inoguchi Fumi. “Otomo no Sakanoue no Iratsume no ‘saishinka.” Mibukushi 88 (2014), 47.

151 Aso (1993), 683.
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Michitari K38 /& (d. 741?), Ushikai KEAEE (d. 749), and Emaro JLJ# = (dates

unknown).!>? Based on such historical evidence, Aso argues that Sakanoue was never in such a
position where she would lead the entire Otomo lineage in a public capacity let alone in
worshiping their ancestral gods.

Although Aso’s investigation into how nobles and royals worshiped their gods is valuable
for the information it provides, I am not interested in the “truth” behind the poem in terms of
their historical accuracy or the identity of the people they mention. Rather, my focus is on the
ways in which the paratextual information in the Man 'yoshii has shaped the commentarial
tradition on the God-Worshiping Song. It is clear that elements such as poetic categorization,
headnotes and endnotes, intertextual references, as well as the author’s own gender along with
her body of work, are very influential in our understanding of this poem.

The paratextual element I have rarely seen used in analyzing this poem, however, is its
placement within the sequence of poems recorded in Volume III and the historical context
surrounding its composition. Furthermore, there is not much discussion about how the God-
Worshiping Song functions on a textual level. Considering its distinctive subject matter as a
prayer of longing for someone and the circumstances under which it was composed, I will now
examine how the God-Worshiping Song fits among other poems, within the structure of Volume

I11, and as part of a broader depiction of the Otomo lineage within the Man 'yoshii.

The God-Worshiping Song II: Intertextual and Anthological Contexts
The first point I would like to emphasize, however, is that this poem does not belong to

the somon category. Unlike poems 3284 through 3288, which only make generic reference to the

152 Aso (1993), 672-73.
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gods of Heaven and Earth, Sakanoue’s God-Worshiping Song specifically refers to the Otomo
ancestral god, describing their descent from the fields of heaven in which they were born.!>3 It
then describes the steps the speaker takes in offering her prayer up to the gods one-by-one, which
mirrors those older poems. The last three lines, however, stand out within the choka. In the line
“tawayame osuhi torikake,” translated as “I take the stole of a maiden,” the osuhi refers to a
particular piece of garment worn across both shoulders. The word tawayame is a term that refers
to a specific feminine archetype, either a “graceful” or “weak” woman. Often times this term is
contrasted with masurao, a masculine figure who is described as brave and strong.

Tawayame is not a term exclusively used to indicate the sex of the author, but rather to
indicate a particular feminine archetype. Within the Man 'yoshii there are about ten poems that
contain this term, including the God-Worshiping Song. While most poems that use this term can
be categorized as somon poetry, a handful written by men are categorized as zoka. One such
example is a part of a sequence by Kasa no Kanamura in Volume VI where he describes longing

for ama women in vain, as he has no boat or oar to meet them:

9(3%2 7 %L 7“” I do not possess the heart of a brave man
i%ﬁﬁ 4/.:57 %D %$ Like a weak maiden my thoughts yield and bend
# ’;T [Ei %% K T.z'f {/m Wandering here and there, I am deep in longing
ﬂ’é%)%f%% - Since I have no boat or oar.!>*

The above is only a partial translation, but it demonstrates how speakers can adopt poetic

personas even midway through a poem in order to convey a particular mood. Though the author

153 The god in question is presumably Ame no Oshihi no Mikoto, one of Ninigi no Mikoto’s retainers who went with
him when he descended to earth to rule at his grandmother Amaterasu’s command. For a version of this event, see
Yamaguchi Yoshinori and Konoshi Takamitsu, eds. Kojiki. SNKBZ 1. Tokyd: Shogakkan (1997), 116—-17. Also, see
Philippi, Donald. Kojiki, Princeton, NJ: Princeton University Press (1969), 141, for an English translation of the
passage.

154 T ast seven lines of MYS VI, Poem 935.
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155 it is clear that the speaker identifies with the feminine persona in

and speaker are both male,
order convey a sense of futility, as he does not have the resources to achieve his goal (meeting
with the ama women). Similarly, Sakanoue uses the figure of the tawayame in the God-
Worshiping Song as a means to express a futile kind of longing. The action described as “taking
the stole of a delicate maiden,” implies that Sakanoue’s narrator becomes a tawayame-esque
figure by donning the osuhi and performing rituals used to meet with someone as based on the
ancient-style songs recorded in Volume XIII. No matter how many rites she performs, however,
her wish of meeting with her lord cannot be fulfilled.

Furthermore, though the speaker of the God-Worshiping Song adopts the persona of the
tawayame, a prototypical heroine in love poetry, the speaker’s proclaimed desire or yearning
does not have to be romantic in nature. In his discussion of how non-normative desire is
expressed in early Chinese poetry, Paul Rouzer states that, as a result of marriage and kinship
systems designed to dictate women’s roles within the home and normative heterosexual
relationships based on marriage,

...a desire of any kind that can be spoken of in any comprehensible way tends to use the

marriage model (and its concomitant variants—courtship, seduction, even adultery) to

articulate its own existence; if it does not, it remains unspoken, or is represented in some

‘non-desiring” way.!%¢
In other words, in a society where marriage and kinship systems determine social behavior and

activities, all desires expressed in writing by individuals living in that society are subsumed

under a marriage model. Similar to poetic practice among the Chinese literati, nobles who could

155 Kanamura has written poems entirely from a woman’s point-of-view and on behalf of a female subject. For an
example, see MYS IV, Poem 543. It is also another example of tawayame. For an English translation, see Levy
(1981), 265-66.

156 Rouzer, Paul. Articulated Ladies: Gender and the Male Community in Early Chinese Texts. Cambridge, MA:
Harvard University Press (2001), 28.
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read and write in early Japan also appear to adopt personas and voices based on idealized models
of courtship and marriage to express non-romantic desire or yearning. This is how two poets of
different genders such as Kasa no Kanamura and Lady Sakanoue can both utilize the figure of
the tawayame in expressing their sense of yearning. While Kanamura’s expressed desire is
clearly more sexual in nature, the context surrounding her poem makes Sakanoue’s desire
ambiguous. Is it possible to use such a romantic persona to express a non-romantic yearning?
There are no examples within the Man 'yoshii that can provide intertexual evidence for
the interpreting the God-Worshiping Song as non-romantic. There is, however, an example of
longing for a departed family relative from another eight-century text. In Poem 126, recorded in

the Nihon shoki A ARZE4L (Chronicles of Japan, 720), Prince Naka no Oe H K . &1~ (later
Emperor Tenchi K% K . [r. 661-72]) sings the following song in grief at the funeral for his

mother, Empress Saimei 77 B K & (594-661, r. 655-61):

ERHDO BLENDLIC Because of my longing to see your eyes,
HTTHET NRABOEY Though anchored with you, I long for you like this,
HHZHD For I wish to see your eyes.">’

Commentary about this poem states that the term kimi is generally considered to be an honorific
term for men used by women and, were it not for the context of Saimei’s funeral surrounding the
poem, this poem would considered a love poem. This is because the verb horu k% is normally
a word used to express erotic desire. It should be obvious that a prince would not be expressing
such a desire at a state-sanctioned event, such as a funeral for his mother the sovereign.

Following Rouzer’s observation about how marriage and courtship become the framework that

157 For the original passage in the Nikon shoki, see SNKBZ Nihon shoki 3, 244-45.
111



can be used to express desire, in Prince Naka no Oe’s song the rhetoric of longing normally
associated with romantic yearning is used to express a sorrowful longing instead.

Given the context surrounding the God-Worshiping Song, where the setting is during a
family ceremony as well as an example of a similar poetic voice in Naka no Oe’s song, it thus
becomes possible to see this poem as an expression of longing in grief rather than longing in
desire. Furthermore, the fact that the last line in both the chéka and hanka contains the phrase

awaji kamo 3% U7 % provides further evidence that this poem is for the deceased. While this

particular phrase is the only one of its kind in the entire Man 'yoshii, a phrase with approximately
the same meaning, awanu kamo (‘“we shall not meet”), appears about twelve times. One example

is a banka written by the Empress Consort Yamatohime when Emperor Tenji is on his deathbed:

— H H LR B BRSSP AR SRR TS A R A —
In a text it says that the Great Consort offered up a poem when, his sacred body having
become unwell, the Omi sovereign s illness suddenly worsened.

2] < 7

;%5 /ﬁE 7|< /ﬁﬁ J:? N Above the hills of Kohata of the green flags,
%D%/‘\'%ﬁ D) E!EI H 4]‘% BEAR, My eyes can see his spirit coming and going,
lﬁﬂ? *1‘5 %& But we cannot meet firsthand.!>?

Just as with the God-Worshiping Song, we see that the poem’s speaker longs for an absent
figure. Though the speaker possesses a strong desire to meet once more with her loved one, it is
not enough to overcome death. Poem 148 is also surrounded by other contributions lamenting
Emperor Tenchi’s death, suggesting that this poem should not just be read as a woman mourning
her husband’s passing. Rather, it constitutes one part of a section dedicated to the collective

mourning of a sovereign whose descendants eventually ascended the throne as well.!>® This

138 MYS 11, Poem 148.

159 Duthie (2014), 192. According to Duthie, Poem 148 along with the rest of the banka from women mourning
Tenchi’s death were thus compiled as part of a history of mourning.
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space in the text is notably occupied by women, showcasing that they had a role in the public,
non-romantic space of mourning at least in the text, regardless if the language used in the poetry
can be construed as romantic.

Clearly, the God-Worshiping Song was not composed under the same social and
historical contexts as Kanamura or Yamatohime’s poems. The language and imagery that the
speaker uses does suggest that a kind of rhetoric or expression of longing can be used in multiple
contexts both inside and beyond love poetry. Kanamura’s poem addresses the conflict between
his personal desires and his official capacity as a member of an imperial excursion, and
Yamatohime’s verse serves as the principal voice in a chorus of women mourning the death of
their sovereign. What anthological function does Sakanoue’s God-Worshiping Song serve, then?

In order to answer this question, we first have to consider the general structure of the
zoka section in Volume III and the reigns to which it corresponds along with the Otomo lineage’s
representation within that section. As mentioned earlier, Volume III follows what scholars now
call the “ancient-modern” format, in that each section of the book opens with a song from a
legendary or revered figure, and then progresses throughout the eras starting from Jito or
Monmu’s reigns and concludes with poetry dating from Shomu’s tenure as sovereign, considered
to be “current” or within the recent past for the book.!¢° Notably, there are very few calendrical
dates given within the text and, unlike Volumes I and II, there are no section headings
announcing the sovereign reign in which these poems were composed. Most scholars cross-
reference the events described in some of the headnotes with dates given in the Nihon shoki or

Shoku Nihongi in order to approximate date or imperial era. Still, the volume is generally

160 The last dated poem in Volume I1I is the God-Worshiping Song from 733, and the last dated poem in the entire
Man 'yéshit is from 759, one year into the reign of Emperor Junnin {1 K & (733-765, r. 758-764) and ten years
after the end of Shomu’s reign.
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organized in a rough linear progression (Jitd to Shomu). Poems 235 through 305 represent the
“ancient” section before the capital moves to Nara in 710, with contributions from imperial
princes from both Tenmu and Tenchi’s lineages (including Naga and Yuge, and Kasuga and
Nagaya respectively), along with lower ranking courtiers such as Hitomaro and Takechi no
Kurohito.

Besides Jitd’s exchange with a female servant named Shihi, in most of the poems there
are no direct interactions between sovereign and subject, though some poems are categorized as
a response to imperial command or during a procession.!¢! Unlike Volume I, most poems in this
section are presented to princes by lower ranking courtiers, written during banquets or
processions, or written in contexts of traveling to and from the capital for job postings in other
regions. It is as if Volume III’s zoka section’s main focus is on the court and regions surrounding
the sovereign and capital rather than the central figure and location themselves.

Within the “ancient” subsection of Poems 235 through 305, there is just one contribution
by an Otomo lineage member, an unnamed man who achieved the rank of senior counselor. It
does not describe a specific location, but rather conveys the traveler’s emotions when

encountering a beautiful sight in nature:

KANE R — & ket
A poem by the Senior Counselor Lord Otomo  unidentified

BL®E O TROBLOE

Bl wHEE Pushing down on sedge leaves in the hidden mountains,
5589 & O o 2sLiD

EE]) HERHE If that fallen snow melts, it would be a pity.

WIS B TR Oh, rain, please do not come down!'®?

161 Examples include Poems 245 and 246 by Prince Nagata on his way to Tsukushi and Lord Isonokami’s Poem 287
during a procession to Shiga.

162 MY'S TII, Poem 299.
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As indicated by the headnote to Poem 299, the Otomo counselor’s identity was a mystery even to

later audiences and possibly the compilers. Keich@i’s highly influential Man'yo daishoki 73 554X
=50 (1687-1690) claims the author is Sakanoue’s elder brother, Tabito, who did eventually

achieve the rank of dainagon. Omodaka Hisataka, on the other hand, thinks this is an error since

Tabito is referred to as a middle counselor H#4= (chiinagon) in the headnote to Poems 315 and

316, and that it refers to his father Yasumaro, who achieved the rank of senior counselor by the
time of his death in 714.19 T agree with Omodaka’s assessment that the author is likely
Yasumaro given that the section’s structure starts with a section of poetry before the capital
moved to Nara in 710 and the fact that there are no poems by Tabito recorded in the Man ’yoshii
before Shomu’s reign, considered to be the “modern era” in Volume III. Poem 299 can also be
considered an “ancient” example of poetry by the Otomo lineage. Its inclusion in the first
subsection of Volume I1I’s zoka poetry establishes the Otomo presence in imperial history as
high-ranking members of Jitd and Monmu’s courts and supporters of the Tenmu dynastic line.

The second subsection (Poems 306 through 327) shifts into the “modern” era of poetry
within Volume III and includes compositions from imperial princes such as Prince Aki and
Prince Kadobe, to other members such as Tori no Senryd and Yamabe no Akahito.!%* Many of
these figures are literal or metaphorical descendants of poets from the previous generation, many
of their compositions also addressing the sights seen and emotions felt during official and

personal travel to and from the capital. Members of the Fujiwara lineage are also introduced in

163 See Page 187 in Omodaka 3 for his entire argument.

164 Prince Aki was one of Prince Shiki’s grandsons and married to Lady Ki ft.E8 %, one of Yakamochi’s recurring
poetic correspondents. Prince Kadobe was a descendant of Prince Naga and eventually became a commoner. Tori no
Senry® is believed to have been one of Emperor Shomu’s tutors and Yamabe no Akahito seems to have occupied a
similar position to Hitomaro and Takechi no Kurohito as an official court poet during the mid-eighth century. For
information in English, see their entries in Cranston (1993).
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this subsection, with the inclusion of a poem composed by Fujiwara no Umakai 5 (694 —

737) during the Naniwa palace’s construction.!%> Finally, Tabito’s first poem recorded in the
Man yoshii is found in this subsection, a choka and hanka set composed in response to imperial

command during a procession to Yoshino:

B H = B E R AN E R R — 1 e RS % R
A poem offered up by the middle counselor Lord Otomo in response to imperial command
during the procession to the detached palace at Yoshino in the third month of Spring

With tanka. A poem not yet presented to the throne

ﬁdﬁi@?z % ?7?7 T‘-é.i% In fair Yoshino, the palace of Yoshino—
mﬁfﬁ% j‘%{;ﬁ Eﬁ5 Because of its mountains, it is majestic.

KT LR | T AT Because of its rivers, it is pure and bright.

3% %5 EJ&M N Long and enduring along with Heaven and Earth,
F:%fjﬁﬂ? N KEEZHJQ For ten thousand ages, it will remain unchanged
Lﬁ%ZT‘é’.ﬁ Palace of our lord’s procession.

&N

Envoy

Zgl:ﬁé %75/] Vﬁ? The brook of Kisa at which I gazed long ago,

L/\%i ﬁ%& %7% When I look at it now, the stream has become
E\Zﬂ? ﬁg!ﬁ% All the more bright and clear! 16

Based on cross-referential information from the Shoku Nihongi, Tabito’s poem above seems to
have been composed during a procession to Yoshino following Prince Obito’s accession to the

imperial throne in 724.'67 The subject of the poem, Yoshino, is a significant location in the

165 MYS III, Poem 312. Fujiwara no Umakai was Fuhito’s third eldest son and the founder of the shikike T35
branch. He perished along with his three brothers (Muchimaro, Fusasaki, and Maro) during the smallpox epidemic
of 737. See Aoki Kazuo, et. al., Shoku Nihongi Vol. 2 SNKBT (1990), 320-25. and Naoki and Bock (1993), 250-51.
166 MYS III, Poems 315 and 316.

167 See SNKBT Shoku Nihongi 2, 146-47.
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mythos of Emperor Tenmu and his dynastic line, as it was the point of departure for the Jinshin

War of 672, in which he defeated Emperor Tenchi’s son Prince Otomo KA &1 (648-672).168

As the first male sovereign from Tenmu’s line since Monmu, this excursion by Prince Obito
(later Emperor Shomu) surely reinforced the legitimacy and legacy of Tenmu’s dynastic line.
Included in the headnote is an odd piece of information: apparently Tabito did not present this
sequence at the time of its composition. Regardless of whether it was recited during the event
itself, this poetic sequence is enshrined in Volume III as a poem meant to represent this
momentous occasion for the court, with Tabito becoming the spokesperson who exalts both
Yoshino and the new sovereign. The inclusion of Tabito’s poems also solidifies the Otomo
lineage’s loyalty to the imperial household, and in particular Emperor Tenmu’s dynastic line.

The rest of the poems in the second subsection contain more poetry on travel, but then the
third subsection (Poems 328 through 351) focuses on poems coming out of Dazaifu during

Tabito’s tenure as Governor-General Fifl between 728 and 730. The subsection starts with Tabito
and his subordinates, Ono no Oyu /N3 (d. 737) and Otomo no Yotsuna KA DU (dates

unknown) longing to return to the capital of Nara,'®® and Tabito even references the stream at

Kisa once more:

b #Hwob oRiLH b W B

afnE WA I wonder if my life could not last forever
%ﬁz G/ N T In order to go and see that brook at Kisa
WETHDIZW

1T 72 At which I gazed long ago.!”

168 For more on the significance of Yoshino to Emperor Tenmu and Empress Jitd, as well as its portrayal in the
Man’yoshii, see Duthie (2014) Chapter Seven: “Tenmu and the Yoshino Cult,” 243-74.

169 MYS 111, Poems 328-335. See Cranston (1993), 558-60, for an English translation.

170 MYS 111, Poem 332.
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The overlapping imagery between the above poem and Poems 315 and 316 composed at Yoshino
reinforce an image of Tabito as loyal subject wishing to return and witness the majesty of his and
the imperial ancestral lands. After this poem, Tabito’s figure becomes more insular as he turns to
extolling the virtues of drinking wine in Poems 338 through 350.!7! He then disappears from the
zoka section in Volume 111, only reappearing toward the end in the banka section.

Poems 352 through 378 constitute the fourth subsection, which sees a return to poets
based in the capital. Figures such as Akahito and Prince Kadobe return, along with the
introduction of Kasa no Kanamura and Prince Yuhara, another son of Prince Shiki who has a
number of entries spread between Volumes Three and Four. This subsection ends with a poem
composed by Akahito upon seeing the late Fujiwara no Fuhito’s garden:

IR A R AR N FAEORBOR BRI S 2 LR —

A poem composed by Yamabe no sukune Akahito about the pond at the late Grand Minister
Fujiwara’s home

iEl':%A Z %%%A This old embankment from ancient days long ago
EIE(Q% #@Z(ﬁﬂ]‘ As the years deepen, the edge of the pond becomes
L EBO W TV

KEEIRF Overgrown with waterweeds.!”?

As pointed out by Itd Haku in his commentary, Akahito probably composed this poem on the
anniversary of Fuhito’s death as a prayer for his departed spirt, though the year is unclear.!” The
speaker of this poem certainly appears to mourn the passage of time and that a more glorious
stage as long gone, with its description of the garden’s state of disarray. The poem also, however,
serves as a memorialization for one of the court’s most influential statesmen who supported

Emperor Monmu’s accession, and maternal grandfather of the current sovereign.
9

171 For an explanation and translation in English, see Cranston (1993), 333-37.
172 MYS 111, Poem 378.

173 115 2 (1996), 220.
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The poem that follows Akahito’s Poem 378 is none other than the God-Worshiping Song,
which begins the fifth and final subsection of the zoka entries (Poems 379 through 389).
Obviously, the contents of Akahito’s poem share nothing in common with the God-Worshiping
Song. The placement of the entries right next to one another, however, does suggest that the
“lord” for whom the poem’s speaker prays could refer to male members of the Otomo lineage.
Considering the bulk of Otomo representation in Volume III up to Poems 379 and 380 comes
from either Yasumaro or Tabito and his inner circle at Dazaifu, I am inclined to agree with
Inoguchi’s assessment that this poem can be interpreted as a prayer for the any of the deceased
male members from the Saho Major Counselor’s branch.!”* Though Tabito did not hold the same
political power as Fuhito at his zenith, the poems together serve as a means of memorializing
both noble lineages in the text. Fuhito as a great statesman is remembered through a contribution
from a revered court poet, and the Otomo lineage, particularly Yasumaro’s household, is honored
by one of the most gifted poets that belonged to it.

Furthermore, the poem that follows right after the God-Worshiping Song is a prayer for
safe travels from a female entertainer named Koshima. A recurring character in the Otomo
subplot of Volumes III and VI, her poems are either addressed to Tabito himself or (as in the
case below), the paratext makes clear associations with his Dazaifu circle by mentioning that she

is from Tsukushi (Kyiishi):

FURIRF AT — & 7 5
A poem sent to a traveler by a maiden from Tsukushi The maiden’s name was Koshima

BLEH L oz T &
EE'\%?%_ | %L When longing for home, do not hurry that heart!
_f ﬁ??.% Wﬁﬁ} %ﬁ Observe the wind patterns well and be careful,
7‘%3\:&& For they are rough, those sea routes.!”

174 See Inoguchi (2014), 47-8.

175 MYS III, Poem 38]1.
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Given that the only other appearance by Koshima involves Tabito (a record of her
correspondence with Tabito is included in Volume VI when he leaves to return the capital before
shortly passing away in 731), the traveler she addresses above is likely him or a member of his
retinue.!”® This creates a chronological conundrum in the arrangement of poems, however, as
Koshima’s poem likely predates Sakanoue’s God-Worshiping Song, which is recorded as having
been composed in 733, two years after Tabito’s death.

Though not a definitive explanation, there are three reasons for the God-Worshiping
song’s prior placement to Koshima’s entry. The first reason is that it provides an easier transition
between Akahito’s Poem 378 and the final subsection. The second reason might have to do with
rank, and Sakanoue as a noblewoman outranks an entertainer like Koshima. The third reason is
part of a general theory about the last eleven entries in Volume III’s zoka section. Namely, that
Sakanoue herself possessed these poems and gave them to Yakamochi for inclusion in Volume
I11.177 This theory is somewhat plausible, as the rest of the entries in the final subsection,
including a poem by Akahito that reads as if it belongs in the Aiyuka section instead, appear
detached from the rest of Volume III’s z6ka section. Such a theory would explain the
considerable amount of detail included in the endnote to the God-Worshiping Song as compared
to other zoka as well.

While it is impossible to confirm whether Sakanoue was involved in the inclusion of
these poems as an editor, such a theory provides reasoning for Sakanoue and Koshima’s
presence in a poetic category where women are gradually disappearing from textual view. Even

if she was not leading the entire lineage in clan worship, Sakanoue would have been a major

176 MYS VI, Poems 965-68. For an English translation, see Cranston (1993), 561-63.

177 For a mention of this theory, see Itd Shakuchii 2, 232.
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presence at a banquet or celebratory event surrounding the rituals as one of Yasumaro’s oldest
living descendants in 733.!7® The God-Worshiping Song, then, establishes the image of
Sakanoue as an important member of the Saho household, continuing the family’s literary legacy
following the appearance and disappearance of the Saho patriarch, Yasumaro, and his eldest son
Tabito from the text.

By deliberately referencing older verse collected in Volume XIII, the God-Worshiping
Song provides evidence for Sakanoue’s poetic knowledge and demonstrates a transitional phase
in poetic practice. These modern compositions to which the song belongs differ from the ancient
style in that they are shorter in length, are not explicitly about the sovereign, and their contexts
are either unspecified or in intimate settings such as private banquets. Even the subsection
dedicated to “ancient-style” poems in Volume Three does not nearly have as many public
settings as in Volume One. This observation is made not as a judgment about the quality of the
poems, but rather to point out an obvious trend in poetic composition as provided by the text. To
judge the God-Worshiping Song as inferior to any of its predecessors in the somon or zoka
categories is to resort to a misplaced, anachronistic form of nostalgia, ignoring the simple fact
that tastes and trends in artistic practice change over time.

The God-Worshiping Song also updates the topic of praying for loved ones by
transforming the generic gods from the “original” Volume XIII poems into a clan deity, thereby
personalizing the song and bringing focus to the Otomo lineage within the text. While continuing
the story of the Otomo after Tabito’s death and honoring him along the way, the poetic sequence
demonstrates Sakanoue’s poetic prowess, and that of the Otomo lineage by proxy. Aso mentions

later in her first chapter on Sakanoue that the only people who recognized her skills as a poet

178 Tanushi and Sukunamaro’s birth and death years are unknown, though most scholars seem to think that at least
Sukunamaro was dead by this time.
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were members of her family, because women could not perform the same public roles under the
new ritsuryé system as predecessors such as Princess Nukata did.!”® That may be the case for
Sakanoue’s social circumstances at the time, but the enshrinement of the God-Worshiping Song
in the text of Volume III ensures that future generations of readers know her as a poet who wrote

compositions in a variety of modes alongside that of her public-facing male peers.

Woman as Writer and Metaphor: Volume III’s Hiyuka

Sakanoue’s image as guardian of the Otomo family legacy continues into the next section
of Volume III labeled Aiyuka or “allegorical poems.” This is a new poetic category sequentially
introduced in the text of the Man 'yoshii, though it appears again in Volumes VII, XI, XIII, and
XIV. Defining hiyuka and its relationship to other poetic categories has been the subject of some
discussion over the years. Most descriptions of hiyuka define it as a particular subdivision under
the category of somon poetry that uses metaphor to describe feelings of love or longing in an

approach reminiscent of kibutsu chinshi TR, or “expressing thoughts by means of

things.”'®" As Omodaka points out, however, subsuming Aiyuka under the sémon category is an
oversimplification of the genre, given that there are hiyuka poems included in Volume X’s zoka
section, and there is an entirely separate section devoted to poetry of this type in Volume XIII.!'8!

Rather than considering hiyuka as a subcategory of either somon or zoka, it is better to think of it

as a mode of expression that can be applied broadly.

179 Aso (1993), 693.

180 Kibutsu chinshi is one of two rubrics used to differentiate different forms of expression in sémon poetry. The
other is called seijutsu shinsho 1E3R:.[>5#, or “expressing feelings directly.” For a definition of these terms in
Japanese, see Konoshi, ed. (2002), 114. For translations of these terms along with some information in English, see
Shirane, et. al., eds. (2016), 54.

181 Omodaka 3, 433.
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The question remains, however, about whether Aiyuka can be read with the same political
angle as that of zoka or banka. In an exploration of the category as it is represented in the
Manyoshii, Angela Yiu outlines their differences with metaphorical poems as used in Sinitic

poetry. Her main point is that the term “metaphor” 22§ (J. hiyu, C. piyu) is ultimately a

misnomer as Aiyu when used to describe Japanese vernacular poetry does not carry the same
political dimensions as piyu does for Sinitic poetry commentaries in establishing a “morally
edifying” category.!®? I agree with Yiu’s argument that hiyuka are not political in the same way
as piyu given their different exegetical traditions, but I also think there can be a political reading
of Volume I1I’s hiyuka given the paratext and authors represented.!®* The fact that only certain
lineages or particular members who had political or familial ties to the final compiler were
included in this section cannot be ignored in terms of their social and political implications.

All things considered, Volume III has a hiyuka section separate from the zoka and banka
categories, and not as part of the somon poems collated in Volume IV. With twenty-five poems,
it is the smallest of all categories represented between these two books that utilize the “ancient-
modern” format and contains only examples of tanka poetry. In terms of authorial representation
by gender, the Aiyuka section sees the highest ratio of women represented as compared to men,

with four out of thirteen named authors identified as female:

Reign & Time Number of Identifiable Topics or Settings
Periods Covered | Named Poets Women Mentioned
(# of Women)
Volume III, One example 13 (4) Princess Ki, Ducks as metaphor
hiyuka section | likely from second Lady Kasa, for romantic
half of seventh Lady Sakanoue, | jealousy,
century (Tenmu or a female correspondence

132 Yiu, Angela. “The Category of Metaphorical Poems (Hiyuka) in the Man 'yoshit: Its Characteristics and Chinese
Origins.” The Journal of the Association of Teachers of Japanese 24, no. 1 (1990), 20.

183 Tbid., 13. Yiu even acknowledges that a historical reading of Volume I1I’s hiyuka is possible given this
information.
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Jito), the rest likely correspondent with paramour on

from around Jinki to Saeki no longing or
(724-729) and Akamaro rejection, family
Tenpyd (729-749) banquet poem on
eras (Shomu) the topic of

romantic rivalry,
Orange tree as

metaphor for a
child

Along with the high ratio of men to women, this section begins in a similar manner to Volume
IV’s opening with an entry composed by a woman. The composition chosen for this honor is one

by Princess Ki i &% (dates unknown), one of Emperor Tenmu’s daughters. This contrasts with

the opening songs of the zoka and banka sections by Hitomaro and Prince Shotoku (574—622).
This parallel between Volume II1I’s hiyuka section and Volume IV’s opening songs provides
scholars with textual support of associating hiyuka and somon, and women by proxy due to their
strong association with the latter category. Furthermore, these poems are extended metaphors for
longing, romantic or otherwise, and many of them are contextualized as correspondences
between members of the court. Just as with the somon of Volume IV, however, these poems are
not devoid of politics. On the contrary, they reveal relationships between certain members of the
court that would otherwise be hidden from history.

The particular history to which the hiyuka section of Volume III is devoted is that of the
Otomo family and their associates, as the majority of contributions to this section come from
members of either Tabito, Sakanoue, or Yakamochi’s circles. Even the author of the opening
poem, Princess Ki, is connected to the lineage through her full brother Prince Hozumi’s marriage

to Sakanoue.'® Following her entry, the hiyuka section moves into the “modern” era of Shomu’s

134 See the endnote for MY'S IV, Poems 525-28 for information this topic on pages 37-38.
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reign and examples of poetry from Tabito’s circle at Dazaifu. The authors mentioned include the
Mangzei Priest, Otomo no Momoyo, and Tabito’s servant, Yo no Myogun. There is no
contribution from Tabito, however. The section then alternates between people associated with
Yakamochi or Sakanoue with appearances from figures such as Lady Kasa (one of Yakamochi’s

early paramours), Fujiwara no Yatsuka /il /\ R (715-766),'%° and Saeki no Akamaro 1&{A7R
J# i (dates unknown).'®¢ There is very little information provided in the headnotes for each of

the twenty-five poems and no endnotes included at all. What little can be gleaned from the
paratext suggests that most of these poems were either composed during banquets conducted in
intimate settings, such as a marriage ceremony or a celebration between clan members, or as
correspondences between people.

Though men still outnumber women when it comes to authorship, women arguably are
the main subject of interest for many songs in the hiyuka section, including Sakanoue’s
contributions. In fact, the focal point in this section of Volume III concerns the courtship of
Sakanoue’s daughters by Surugamaro and Yakamochi. Ten out of the twenty-five poems are
composed by either of the three aforementioned authors, and all are either about or can be
interpreted as referring to the Elder Daughter or Younger Daughter of Sakanoue. The hiyuka
section highlights their desirability as wives with men portrayed as ardent suitors, but also
establishes their mother Sakanoue as both matriarch and gatekeeper, facilitating events while

testing the daughters’ would-be suitors through poetry. In what follows I explore how the Otomo

135 Yatsuka was the third son of Fusasaki, founder of the Northern Branch of the Fujiwara household. Recognizing
his abilities, Emperor Shomu quickly promoted Yatsuka through the ranks. Apparently, he was so intelligent that he
incurred the envy of his cousin Fujiwara no Nakamaro. Yatsuka would later receive the name of Matate ELfi in 760.
See Aoki et. al., eds., Vol. 4 (1989), 112-15, for more information.

186 While Akamaro’s personal origins are unknown, the Saeki clan shared a common divine ancestor with the
Otomo. This made them cousin lineages, so to speak, and it is assumed Akamaro must have known Yakamochi.
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lineage’s depiction in this section, with Sakanoue and her daughters at the center, contains a
political dimension related to the family’s standing in the court after the Prince Nagaya Incident
in 728 and Tabito’s death in 731.

Sakanoue’s first entry in the hiyuka section is contextualized in one of the most rare

settings mentioned in the Man 'yoshii: a banquet with relatives i i D 2.1%7 As I noted earlier, it

seems that women gradually disappeared from literary participation in public banquets by the
middle of the eighth century. The following entry from Sakanoue, then, provides the reader with
a glimpse into settings where women such as Sakanoue could still participate in literary and
social activities such as poetic composition in a familial forum. It is yet another exchange with

fellow clan member Surugamaro:

RS LR 2 sefiie s A g d— &

A poem Lady Otomo no Sakanoue recited on a day when she held a banquet with her

relatives
X ié‘_y)’ R HY F H L b
lsFz AZEBAFIN Since I did not know the mountain had a guardian,
z@’? 3 LHpO=T T
HIL/R  FERE LT I staked it out and cordoned it off with rope—
de D EH >
it ZE%%‘B An act that fills me with shame!

RAEAE YRR = BIRD R — &

A poem immediately in response by Otomo no sukune Surugamaro

LELY X FELHY ED

IJJ E% o HEA Even if there is any mountain guardian,
TH N PO 7‘ L) %
Eﬁ*%z i e 8d Who would unfasten the rope used by my sister
V& & n
AH@&{:J \ji To wrap around the mountain?'$®

Sakanoue begins the sequence by singing a poem, and Surugamaro follows up with a song of his

187 There are only two examples of poetry composed during a private banquet with family % (shinzoku), Poem
401 in Volume IIT and Poem 995 in Volume VI. Both are authored by Sakanoue.

188 MYS III, Poems 401-2.
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own, creating a call-and-response effect to the sequence. In this exchange, the speaker in
Sakanoue’s poem has apparently done something shameful in staking out a mountain and
claiming it as their own. The speaker in Surugamaro’s poem attempts to assuage their anxieties
in stating that no one would refute their claim to the mountain.

On first glance, the topic of the poems appears to be about Sakanoue’s reluctance to give
away one of her daughters in marriage. Much of this interpretation relies heavily on the context
of Volume III’s hiyuka section, however, in that Surugamaro’s other poems discuss a
determination to lay claim to a young woman. The poem that immediately proceeds Sakanoue
and Surugamaro’s call and response is a lone poem authored by the latter on the subject of the

plum blossom:

RAFAE WRIBRIAT R = MR —

A poem on the plum blossom by Otomo no sukune Surugamaro

IHO L R g T by n L

i PR 255 There are those who say that plum blossoms will bloom
[N = S AR bRLHYO L

NFT s BEERSZ And scatter thoroughly, but not so from the branch

ZERL B R b

B I\ To which I have tied a mark.'®

In this poem, Surugamaro is confident in claiming success of tying his own mark to a branch
wheen usually flowers will not stay. With such a poem as the above recorded before the
exchange at the clan banquet, ths speaker in Sakanoue’s poem can be interpeted as warding off
the young man’s advance.'*° In doing so, she protects the mountain (or daughter) that belongs to
her. Surugamaro’s poem in reply, then, becomes an acknowledgment of Sakanoue’s position as

guardian of her child and creates a means of appeasing her.

139 MYS 111, Poem 400.

190 If we assume that Surugamaro was born around the same time as Yakamochi (roughly 718) or slightly before,
and that these poems were likely recited after Tabito’s death in 731, this would make him in his late teens or early
twenties. Onodera Seiko surmises that Surugamaro is probably twenty-five years old at the time of this banquet.
(Onodera [1993], 124)
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In order to adopt such an interpretation, we have to assume that the speaker in Sakanoue’s
song is a woman. As pointed out by scholars such as Higashi Shigemi and 1t6 Haku, the

yamamori ILI5f or mountain guardian is an image traditionally associated with men, and

competition with another for someone’s hand in marriage is seen as a form of masculine rivalry.
Since Poem 401 can be read as someone not realizing that the mountain already had a protector,
a metaphor for a young woman already having a suitor, Sakanoue arguably sings from a man’s
viewpoint according to Higashi.!! Ito also advocates for a similar interpretation, stating that
Sakanoue recites a poem in the voice of a man and likens Surugamaro to a woman who already
has a husband in order to ensure that he takes good care of the Younger Daughter whom he later
marries according to the headnote for Poem 407.1%2 Onodera Seiko acknowledges that the figure
of the yamamori is usually male, but thinks that the figure is meant to represent another wife,

193

since it was probable that Surugamaro might already have a wife."”> Though the term waga imo

Fehk (“Little Sister”) used to refer to Sakanoue in Surugamaro’s reply makes the exchange

conventional in retrospect, Sakanoue’s poem on its own occupies an ambiguous space in term of
the poetic speaker. Perhaps it is related to the author’s position within anthological and social
contexts as initiator of poetic performance at a private banquet and as a focal point for the hiyuka
section of Volume III.

In addition, Sakanoue and Surugamaro’s exchange at a clan banquet alludes to a larger
historical and political context concerning private drinking parties during the eighth century. In

his analysis of Poem 401, Yoshino Y1 mentions the historical and political significance of private

191 Higashi Shigemi “Kikyd ato — shogai.” In Nakanishi Susumu, ed. Otomo no Sakanoue no Iratsume: hito to
sakuhin. Tokyo: Ofti (1999), 107 — 108.

192 t5 (1996) Vol. 3, 253.

193 Onodera (1993), 124.
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drinking parties among the aristocracy. These events were not only sites for activities involving
poetic composition, but also became spaces where nobles often conspired with each other. This

happened with such frequency that Empress Koken 255 K &2 (718-770, 1. 749-758) eventually

issued an edict banning such events.!®* This indicates that the setting of informal family banquets
could also be places where various members of a noble lineage jockey for position amongst
themselves and within the broader environment of the court. Taking the historical significance of
these banquets into consideration, Yoshino then focuses on the meaning of the phrase yuhi no

haji shitsu i (D)5 LD, translated here as “an act that fills me with shame.” He postulates that

the phrase could refer to not just Sakanoue’s personal shame, but a joint sense of shame within
the Otomo lineage.'*® The source of shame or embarassment is not made entirely clear in
Yoshino’s article, but it most likely has to do with the lineage’s decline within the Yamato court
following the Prince Nagaya Incident in 728 and the rise of the Fujiwara brothers’ faction during
the early 730s. Yoshino also points out Sakanoue’s special relationship with Yakamochi within
the text of the Man yoshii, and says that Sakanoue’s perspective as presented is essentially
Yakamochi’s.!”® While I am reluctant to view Sakanoue as a simple mouthpiece for Yakamochi’s
personal thoughts and political ambitions, how Sakanoue appears before readers was more than
likely mediated through Yakamochi’s compiling hand.

What this means, then, is that Poems 401 and 402, an exchange between Sakanoue and

Surugamaro, can be interpreted on multiple, interconnected layers. On the one hand, there is the

194 Aoki et. al., eds. Shoku Nihongi SNKBT Vol. 3 (1989), 246-47.

195 Yoshino Yii. “Otomo no Sakanoue no Iratsume no baai—*yui no haji’ ko.” Nikon bungaku 5, no. 1 (1956), 39—
43.

196 Tbid.
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conventional historical reading of the poems as relating to Surugamaro’s courtship with the
Younger Daughter of Sakanoue and her mother’s anxiety over the possibility of a rival. This
serves a representation of interpersonal drama between representatives of Miyuki and
Yasumaro’s branches within the lineage. As pointed out by Yoshino, within this exchange
Sakanoue is framed as a type of ietoji who is respected within the Otomo household.!®” This then
leads to the second interpretation of their exchange as one meant to portray not only the tight-
knit relationship among the Otomo, but also their literary acumen as a group.

Finally, considering the negative association between private drinking parties and
political conspiracy in the eighth century, we have to wonder if this exchange—one of two
described as composed in such a context within the entire anthology—was included either
because of Sakanoue’s close relationship with the compiler, or because it could be read as devoid
of political meaning, or both. In this case, Sakanoue’s association with the setting of the family
banquet serves as a means of neutralizing or masking any sinister implications. Not only is
Sakanoue then a figure meant to rehabilitate fellow kinsmen such as Surugamaro who eventually
was accused of conspiracy during Tachibana no Naramaro’s Rebellion, but her presence in
certain settings also serves to render the space neutral, or at least not overtly political. Poems 401
and 402 also continue the trend of positioning Sakanoue at the center of activity among the
Otomo as established in the paratext surrounding the God-Worshiping Song in the zoka section
of Volume III.

Sakanoue’s central position is reinforced even in poems that do not directly involve her.
After her exchange with Surugamaro at a banquet are a series of poems sent to her daughter’s by

Yakamochi and Surugamaro. The first poem is addressed to the Elder Daughter by Sakanoue, in

7 Ibid. 39.
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which he likens her to a precious jewel:

REEE R R AR B2 R —

A poem Otomo no sukune Yakamochi sent to the elder daughter of the same Sakanoue

household.
H2ELEVTH
-?i-ﬁ /T ﬁ/T BRI Every morning and day I want to see it,
E? ﬁﬂf‘—ﬁ% Eli% But what can I do in order to keep that jewel
ﬁéiﬁé %ﬁﬁ # Never leaving from my hands?'%®

The following three poems appear in succession after a brief interlude with an exchange between
Saeki no Akamaro and a maiden. While the focus is primarily on Surugamaro’s marrige to the
Younger Daughter of Sakanoue, a representation of Yakamochi’s courtship with the Elder

Daughter is still inserted in between:

KL YRR IR =05 RIS L5 ik — &
A poem from when Otomo no sukune Surugamaro married the younger daughter of the
same Sakanoue household.

THROEE O

50Tk »

%EE % H EZ In Kasuga of the spring mists, it is said that
[ﬁ JV?J Eﬂ A =6 The small leek planted there is still a seedling.

Wi PN %ﬁi: Have the leaves already grown?!%

REEE R R AR B2 K —

A poem Otomo no sukune Yakamochi sent to the elder daughter of the same Sakanoue

household.

E /F/f Z #T %%BC I wish you were a flower like the fringed pink.
. T Every morning I would take you in my hand,
NN N O A D A £

ANFEk B o And no day would I not cherish you.2%

RAFEAE VR BRI IR = o — 1

A poem by Otomo no sukune Surugamaro

198 MYS III, Poem 403.
199 MYS III, Poem 407.

200 MYS 111, Poem 408.
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- El 4]‘ {EZ ? E(E%ﬁ]‘ Though my longing surges in a single day like

P T tokE o0

B~ b 7

BES ST HE A thousand-fold wave, how is it so difficult
T T F&E N &

F BT To wrap that jewel around my wrist?2°!

Along with Surugamaro’s Poem 403, Poems 407, 408, and 409 continue to portray the next
generation of men from the Otomo lineage as young men full of longing. With proclamations of
devotion to the objects of their affection, Surugamaro and Yakamochi embody prototypical
romantic protagonists just as they do in Volume IV. Rather than spread out over the course of a
scroll of poetry, these portrayals are concentrated in one section of Volume III. In addition, the

repeated mention of these women as daughters from the “same Sakanoue household” [F]¥ 57

in the headnotes before each poem also implicitly brings attention to their mother. This kind of
label is rare within the hiyuka section. Furthermore, the only other woman given a name or
moniker of any sort is Lady Kasa for Poems 395 through 397.22 The reason why she is given
any sort of name or association is because she was one of Yakamochi’s lovers. Though many of
the contributions from male poets such as the Manzei Priest, Y0 no Mydgun, Fujiwara no
Yatsuka, and Prince Ichihara can be interpreted as poems about longing for women, none of their
headnotes refer to any female recipient by either name or household.

It is for the reasons outlined above that Volume III’s hiyuka section can and often is
interpreted as a section added at a later date by someone associated with the Otomo lineage,

203

namely Yakamochi.“"> Looking at the section in its entirety, it is patently obvious that the

compiler, whoever they might have been, wanted to place the focus on Lady Sakanoue and her

200 MYS 111, Poem 409.

202 For an English translation of these poems, see Levy (1980) 205 — 206, and Cranston (1993), 426 — 427.

203 Tto Shakuchii 2, 271.
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daughters. The section establishes Lady Sakanoue’s powerful role within her family and the
lineage as a whole, since her daughters’ names derive from her own. The decision to focus on
representations of the daughters’ courtships by men who would likely become leaders of their
clan illustrates their desirability as partners. Like a fringed pink, small leek, or precious jewel,
the Elder and Younger Daughters of Sakanoue are worthy of being loved and treasured, and it
will also consolidate power within the Otomo lineage to a select few branches, and namely that
of Yasumaro’s descendents.

Yet the hiyuka section also establishes their mother as someone who must also be
reassured about the futures of both her children and that of the lineage by extension. The last
exchange that includes Sakanoue occurs between her and an unknown figure, labeled as Poems

410 and 411:

RS RS St — &

A poem by Lady Otomo no Sakanoue on the orange tree

3 ® ¢ L 2 BEL
T%J $ JEHI/NGE A Orange tree that I planted and nurtured by my house,
T DHIZL Ly
_Lﬁﬁ)%'ﬁﬁ % B0 Even if I rise up and sit down after in worry,
LHLdHb o =
R SEEUAN ji Will there be any point in it?
Foak— &

A poem in response

TH M XL o kbiEh

Eﬁ* FEZ %HU Z I Since the orange tree is planted so close to the home

th)f)

T ﬁﬁﬁﬁﬁﬁﬁ: Of my dear sister, I cannot give up before
P REL
REEEA IR the tree blossoms and bears fruit.2%

As the central metaphor in this exchange, what the tachibana 1, or orange tree, and the garden

are meant to represent has been the primary question addressed in previous scholarship. The

204 MYS 111, Poems 410 — 411.
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answers basically can be reduced to either of two options for each image. The orange tree is
meant to represent either a husband or one of her daughters, and the garden refers to either
Sakanoue’s own garden or that of a man. Kamo no Mabuchi interprets Poem 410 as testing an

unspecified man’s heart in Man'vé k6 J3 557 (1760 — 1788), whereas a line of thinking,
beginning with the Man ’y6 ko tsuki no ochiba J7 5% 7% 3E (1788) by Arakida Hisaoyu A
H /K (1747 — 1804), sees the orange tree as about the Younger Daughter being entrusted into

the care of Surugamaro.?®> Therefore, the garden refers to his household and not her own. Such
debates surrounding this exchange have resulted in different English-language translations as
well, highlighting issues in how female poets are perceived in the process.?%

If we consider the poems that have come before Poems 410 and 411 as pretext for this
exchange, then I have to agree with the interpretation of the fachibana in question as referring to
one of Sakanoue’s daughters and the garden as her own. Given the number of poems written by
Surugamaro and Yakamochi to her daughters included before this exchange, Sakanoue’s Poem
410 can clearly be read from the viewpoint of an anxious mother concerned for her daughter’s
well-being. As we have seen in the case of Poems 723 and 724 addressed to the Elder Daughter
in Volume IV, such a persona is not uncommon for this author.

Surugamaro is a decent guess for the identity of Poem 411’s author given that the hiyuka
sections highlights his courtship of the younger daughter. After all, Surugamaro is the only one

between him and Yakamochi who is described by headnotes as “marrying” % the Younger

Daughter. In addition, the tenacity exhibited by the speaker of Poem 411 matches Surugamaro’s

205 For a summary of this argument, see Omodaka 3, 481-83.

206 For an example of an English translation that takes liberties in translation, see Rexroth, Kenneth and Ikuko
Atsumi, eds. The Burning Heart: Women Poets of Japan. New York: The Seabury Press (1977), 8.
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portrayal in other examples such as Poems 407 and 409. The continued comparison between
daughters and plants, from the small leek to the orange tree, also supports the theory that this
exchange centers on Surugamaro’s relationship with the Younger Daughter.

All of the above is ultimately just an educated guess, however. Therefore, I prefer to think
of Poem 411 as a disembodied voice meant to represent all men interested in pursuing the hands
of Sakanoue’s daughters in marriage. As someone who cannot give up before seeing the orange
tree bear fruit and blossom in the garden of Sakanoue’s house, men such as Surugamaro and
Yakamochi as represented in this section continue to ask after the daughters whom she raised.
Poem 411 thus becomes a fitting, if ambiguous and ambivalent, conclusion for the “plot”
revolving around Sakanoue’s daughters in Volume I1I’s hiyuka section.

The emotions expressed in Sakanoue’s poetry in turn represents what was likely the
anxiety mothers from noble lineages felt in giving their daughters away in marriage. While such
women likely understood the necessity for such arrangements in securing the future of their
children and household, Sakanoue’s Aiyuka poetry in Volume III provides a literary
representation of such emotions in early Japan. These poems are not mere affective expressions,
however. Rather, hiyuka as presented in Volume III represent the interpersonal dynamics of
certain lineages in the Yamato court, especially between Sakanoue’s personal household and that
of the male descendants of Yasumaro and (probably) Miyuki. In establishing relationships with
these two important branches through the inclusion of their poetic exchanges, the compiler sets
Sakanoue up as a central figure within the power structure of the Otomo lineage. Tabito’s
absence from the hiyuka section along with the inclusion of Yakamochi’s first entries in Volume
II1, written from the viewpoint of a young man in pursuit of romance, further strengthen the

image of Sakanoue as a de facto leader and guardian of the clan’s future as first set up in the
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God-Worshiping Song from the zoka section. The final banka section of Volume III continues to
portray Sakanoue in such a manner, but also places her alongside some of the Man yoshii’s most

celebrated poets.

An Elegy for the Nun Named Rigan

Poems 460 and 461, which will be referred to from here on as the Rigan Elegy, are noted
not only for being Lady Sakanoue’s longest poetic sequence, but also the longest for any female
poet recorded in the Man yoshii. These poems are situated toward the end of the Volume 111
banka section. Compared to other examples of banka, the Rigan Elegy has much more extensive
headnotes and endnotes, a continuing trend for Sakanoue after her contributions to all other
sections of the Man ’yoshii. As gleaned from these paratextual elements, the poems were
originally composed in 735 following the death of a nun named Rigan who stayed with the
Otomo family at the Saho residence for an unspecified number of years after immigrating to the

Japanese archipelago from the Korean Peninsula:

LA O R ERS AR e BUESE BRI — o JrEH
In the seventh year, Wood Swine [735], Lady Otomo no Sakanoue, grieving the death of
the nun Rigan, composed one poem with tanka.

72X 3D O Lbxoic @

)y HREENE From Silla, the country of the white bark-fiber ropes,
[OF R KL & &L T
NP ER TR Hearing the fair words others spoke of this land,
Los< 3 I M BIELRD
R B e To a country where there were no kin with whom
&*<w |z bl L T
HEE/R JE OREET To confide and share she crossed the sea and came,
BIEEH O LEFETUC I
KEZ  BEBIR And though in this land over which our great lord’s rule
spreads
PRSI Rz L
EEi= E'\ Jos) %%/T In the capital that flashes in the sun
XA Y [ = St 5 g PRt
FH ZLE{EZ/T HELE Homes in which to live are packed together and many,
WS E i%dkf O
s /T o H EP% Indeed, what was it that she might have been thinking?

S FE 0RE ~ I

- n
AL %%‘dﬁ {579 1LI#/) Like a crying child yearning for her parents, she came
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To the hills of Saho where she held no former ties,
And she built a house with a bed of white-bark cloth,
And while years passed by like rough gems strung together
As she lived with us, since it is the fate of all

Living things to die and there is no creature

That can escape that which is known to all as Death,
During the time when all of those on whom she relied
Took grass for their pillow and left on a journey,

In the morning she crossed the Saho river and,

While looking back at the fields of Kasuga,

She headed toward the foot-tiring mountains,

Disappearing there, as if dusk had fallen.

L‘IZI;D‘:J”\“ E\L’/’J’/’\\“ L 5 . .
FFE &M A ZERCR /R Thus, without knowing what to say or what to do,

TeEEIED 7lE0 L b LT
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I wander in circles aimlessly and all alone,

The sleeves of my white cloth mourning robes never dry.
While I grieve and grieve, the tears that I have cried—
Did they trail like clouds above Mount Arima

And fall as if they were rain?

Since life is something which cannot be stayed,
She left her home with her bed of white-bark cloth and

Disappeared into the clouds.

ETR RSV L N SRR RSN SN R W L2 B
R e B ZE 1A ]

IR TN G e (HRC OB SRR ARRERE (O RIS AR R

In the poem [above], there was a nun from Silla named Rigan. She felt from afar our
ruler’s virtue, and so she gave her allegiance to our sagely court. Thereupon she took up
residence in the house of Great Counselor and Major General Lord Otomo, and quickly
several years passed. However, in the seventh year of Tenpyo, Wood Swine, she suddenly
sank into a fatal illness and departed at once for the realm of the Springs. At that time,
the clan matriarch Ishikawa no Myobu had gone to the springs in Arima for a cure to her
own illness, and she was unable to be at the funeral. However, the lady [Sakanoue] alone
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had remained behind, and she saw to the burial of the coffin. Afterwards, she composed
this poem and sent it to the hot springs.>"’

While it cannot be confirmed as to what her exact role was in the Otomo family’s residence since
she appears only in the Man 'yoshii, Katsuura Noriko speculates that Rigan was hired to educate
the family’s children, and the daughters in particular, about healing illness through the chanting
of sutras, and to also perform services for the dead.?*® The fact that Sakanoue composed such a
poem honoring this person upon her death indicates that she was close with at least the women in
the Saho household. The endnote also informs us that this poem was composed during a time

when Sakanoue’s mother Lady Ishikawa, who is identified here as the Otomo matriarch KF

(otoji), was away at a hot spring in Arima to treat her own illness. According to the endnote, this
meant that Sakanoue had to assume her responsibilities and therefore was in charge of Rigan’s
funeral in her stead.

There are a number of other characteristics that make the Rigan Elegy one of the most
unusual poetic sequences in the entire Man yoshii besides the detail of its historical context. First
and foremost is the subject to which the poem is dedicated. In an anthology that contains many
eulogies written on behalf of emperors, imperial princes and princesses, the Rigan Elegy stands
out as an example of a banka dedicated to a person who held neither royal nor aristocratic status.
Granted, the section in which the Rigan Elegy is included in Volume III has a number of other
poems dedicated to anonymous figures of lower social standing. The fact that the subject of the
Elegy is someone with foreign origins, however, makes both Rigan and her memorial stand apart

from other banka within Volume III and the anthology in general.

207 MYS 11, Poems 460-61.

208 Katsuura Noriko, Kodai, chiisei no josei to bukkyo. Nihon shi riburetto 16. Tokyo: Yamakawa shuppansha
(2003), 3-33, andLori Meeks, “Nuns and Laywomen in East Asian Buddhism,” in The Wiley Blackwell Companion
to East and Inner Asian Buddhism, ed. Mario Poceski . Malden, MA: Wiley Blackwell (2014), 318-39.
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Throughout the course of Sakanoue’s Elegy, we follow the subject Rigan’s journey from
the far shores of Silla all the way to capital and the center of the Yamato imperial realm. She
lives with Yasumaro’s branch of the Otomo lineage in Saho before finally departing this world
through the clouds, notably by going in the direction of Mount Kasuga near Todaiji. Many of the
descriptors used in this sequence are commonly found in other examples of banka, from the
subject’s death described as disappearing into the clouds to the mourners left behind wandering
in circles while dressed in white mourning robes and crying. The large amount of movement and
depiction of the subject Rigan moving between multiple countries creates a grand narrative about
the scope of her personal life. Sakanoue’s Elegy thus does well to honor her subject.

Rigan’s journey as described by Sakanoue also provides a literary representation of the

kika J7At. (“to submit and be transformed™)**° process foreign subjects underwent during the

seventh and eighth centuries as they immigrated to Japan. As Nadia Kanagawa points out, the
kika process which foreign subjects underwent when immigrating to the archipelago was not a
question of ethnicity, but rather was a matter of subjecthood.?!° Furthermore, the kika process
held dual purposes for a sovereign. First, it acted as a means of demonstrating a sovereign’s
“civilizing” influence on people from faraway lands and the extent of his or her realm beyond the
archipelago. Second, it provided the sovereign and court with technologies, skills, and goods
from abroad.?!! In other words, foreign subjects who pledged allegiance to the Yamato sovereign

and court provided both material and symbolic benefits, and so were incorporated into the realm.

209 T have borrowed this translation from Nadia Kanagawa in order to differentiate the meaning and process of kika
for immigrants in early Japan from the naturalization process in modern Japan.

210 Nadia Kanagawa, “Making the Realm, Transforming the People: Foreign Subjects in Seventh- through Ninth-
Century Japan.” ProQuest Dissertations Publishing, 2019, 23.

21 Ibid. 54, 76-77.
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As the Rigan Elegy contains the only mention of the term kika and allusion to its process in the
Man’yoshii, it becomes an important piece of literary evidence in terms of how other subjects of
the Yamato court considered immigrant members of the community.

More specifically, the Rigan Elegy reveals the important role people such as the nun
Rigan held in the households of ancient aristocratic families on both a social and literary level.
The inclusion of this poem not only reveals one possible source of education for women such as
Sakanoue, but also another poetic voice she could utilize in writing verse. Beyond the voice of a
young romantic heroine, an anxious mother, or a leader in private family functions, Sakanoue
operates in a similar manner to Hitomaro or Yakamochi by praising the sovereign as she mourns
the death of one of the ruler’s subjects in the Rigan Elegy. It is arguably her most public-facing
poem in terms of subject matter.

Even so, previous scholarship spends much effort in arguing whether these poems should
be considered as an example of banka alongside Hitomaro and other professional court poets, or
whether they are more similar to somon. While scholars will often consider items such as the
headnote and endnote in their interpretations, it usually is just within the context of the singular
poetic sequence and does not extend to the volume in which it was included, much less the
Man’yoshii as a whole. This reveals recurring issues with studies on Sakanoue, namely that her
gender becomes an overwrought factor in the analysis of her poetry as scholars ask whether her
poems in other categories are actually somon.

The source of this problem in the case of the Rigan Elegy involves both the main text of
the poem and the endnote. Scholars in the past have pointed out its unusual combination of
banka imagery and phrasing with an epistolary format that is more commonly found in somon or

z6toka poetry BEZ3K (“correspondence poems”). Omodaka summarizes this tension in his
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analysis of the Elegy by saying that, while Sakanoue combines words and imagery found in older
poems by Hitomaro and Okura, demonstrating her skill as a poet, the emotions expressed in her
lament lack the same emotion as the poems function as a report to a specific audience (Lady
Ishikawa).?!? One glaring issue with Omodaka’s evaluation of the Elegy as subpar compared to
its banka predecessors is the implication that banka poetry in general ought to be evaluated on
the basis of its affective power alone. Even the most personal eulogies composed by Hitomaro
contain imagery or language that extoll the power and virtue of the sovereign, just as the Rigan
Elegy does. Therefore, even if the original context under which the Rigan Elegy was composed
was in a private correspondence between two members of the same household, their inclusion in
the anthology along with language used both in the poem and endnote means that Sakanoue’s
sequence exists in the same textual space as Hitomaro’s or Okura’s.

In addition, the fact that the Rigan Elegy’s structure is reminiscent of structures and
language found in other banka, particularly those composed by Hitomaro provides clear support
that the sequence is correctly classified as an example of banka. In his analysis, Kajikawa
Nobuyuki outlines the structure of the choka as the following:

L. Rigan During her Lifetime
(D Arrival at Court (Lines 1~8)

(@ Lodging at the Saho Residence (Lines 9~20)

212 Omodaka 3 (1957), 617-18. “I mentioned before that this author has unique choka poetry not seen in other female
authors (Poem 379, “the God-Worshiping Song”), and here again she has left behind the longest example as a
woman writer. As mentioned in the commentary, the words and verses used by Hitomaro, Okura, Tabito and others
are repeated, but one can recognize the skill in gathering them all into one poem. However, I am of the same mind as
the shichii, which points out that this work functions as a means to report the nun’s death to people at Arima onsen,
anticipating a specific reader, and moreover the opening passages also have an arrangement that is fit for general
understanding and appreciation, and that the author’s attitude there is unconvincing, so as a poem there is no
emphasis on deep emotion.”

ZOVERIZIFM DO LFNEFRIC AR WREORKDOH 5 Z LAl (=L FRHK] ) (bl ~7223,
WCETLRIEFRE L L TEIRRORERZE L Th D, dROGERTHITZR 212, BHS AR AR RN
REC K> THBLNIEFFEMRS DINENTHLIN, IS—EHEZINLTICELDHITLEZAILD
DNDEHENRRD HILD, T2EFEIL, ZOIERBDFEA G HIRIRIZ A D NEIZHRET DT, FFED
MEEBHETHHOTHY, LOBIXLOOER LR SIE—KOBEEICH~2HELHY ., £ZIC
EEDORENARIET, —H & LTORBOPLARWEEEH SN TA L FIIFRETH D,
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(3 Permanent Residency (Lines 21 ~26)
II. Rigan’s Death and Funeral (Lines 27~42)
I1I. The Author Lady Sakanoue’s Sorrow and Query to Lady Ishikawa (Lines 43 ~
53)213

Just as with some of Hitomaro’s elegies, the Rigan Elegy first start with the description of the
poetic subject’s life before giving a vague explanation of their death, punctuated by a phrase
commonly found in banka “what was it that they could have been thinking?” Finally, the choka
ends with a description about the narrator’s grief at the situation. In the case of the Hitomaro
banka, this voice sometimes manifests as representing the grief of a group (i.e., the Yamato
court) rather than an individual, but here in the Rigan poems it is more clearly speaking of
Sakanoue’s personal sorrow.?!4

Kajikawa also points out parallels between the Rigan Elegy and Yamanoue no Okura’s

Japanese Elegy H A# K inscribed in Volume V. The subject of this poem is unknown. Theories

abound whether the woman is Okura or Tabito’s wife:

}jé%ﬁ% é’?@%ﬁh f}ié{? To the distant residence of our Great Lord,

/ij E)%%Jit é’%l}g 4]‘ _ In the country of Tsukushi, fires unknown,
{ﬁ%ﬂ[ﬁiﬁ ,Hﬁf %77137: EP%/EST T:E% “ Like a crying child, while yearning she came

6} ;JE B’ﬁﬂ? é} P;’?ﬁ g’ﬁ%);ﬂ y’ é But without a moment’s pause to even breathe

qﬁﬁ , o A ﬁ%ﬁ%é Months and years had yet to even pass when,

?F/? Hén EEI EZ\{%;& I{%H: g’ﬁﬂ‘ Completely unimaginable in my heart,

éé’fnﬁﬁ th%,é\‘ %‘&Hﬁé%%[] She suddenly swayed like the grass and layed down,

W T R ¥ o+ X L b I
g ARZEdE AT E /R And I neither know what to say nor what to do,
Wi & x4 I - S N
AARFHE Tt i sz I do not know what to ask even the rocks and trees.

@} ;hgkij[ﬁ L% J@%@ﬂl i ﬁ%}ﬁéﬁ:? If she had been at home, I would at least have her
form.

9 b b L & ) 1y n A 4; L () . . . .
FRENE FEIIEFFE How hateful she is, my precious Little Sister

213 Kajikawa Nobuyuki, “Otomo no Sakanoue no Iratsume no ‘Hitan Ama Rigan shikyo sakka’ no ron: ‘banka’ no
180.” Gobun 58 (1983), 21.

214 For a discussion on voice in Hitomaro’s poetry, see Duthie (2014), 203-42.
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WL%’M&# ﬁﬂ’rﬁi%éﬂ What did she intend to do in regard to me?

/T 1% % 7fﬁ %77*' 93[5 E'< WH?% Though we spoke of standing side-by-side as if
ﬁﬂgﬁttﬂﬁ utF/‘? R 245 Wewerea pair of grebes, she turned her back on us
e r’jh%x?iﬁf* I P%‘ZE And departed from our home!

[Poems 795 through 799 not translated]

MR TIE LA —H AR L EER

On the 21*" day of the Seventh Month in the fifth year of Jinki [728], the provincial

director of Chikuzen, Yamanoue no Okura, presented the above.*"
Both the Rigan Elegy and the Japanese Elegy contain similarities in terms of how the deceased
subjects’ actions and movements in life and death are portrayed. The women initially come of
their accord to the court in which the author resides, as if drawn to the land by its splendor.
These descriptors illustrate the grandeur of the sovereign and imperial court and their power over
their subjects. Then, without warning, these women depart from home and the earthly realm
during a time when their kin or associates were away. This in turn fuels the narrators’ grief as
they both ask in vain why the subject would depart while alone. According to the paratext for the
Japanese Elegy, Okura composed this poem in Jinki 5 (728), which dates it before the Rigan
Elegy by seven years. For this reason, Kajikawa believes that Sakanoue was inspired by Okura’s
poem in addition to Hitomaro in writing the Rigan Elegy.?!® The parallels between Okura’s and
Sakanoue’s contributions make it clear that there is a formula in creating banka poetry.

On the opposite end to Kajikawa are scholars who consider the Rigan Elegy as a somon

poem that happens to be classified as a banka. For example, Aso Mizue argues that while the

poem was created for a “lament-style” opportunity and on the surface resembles a hanka, on a

25 MYS V, Poems 794-799. For a full English translation of Poems 794 through 799 plus the preface and poem
written in kanbun preceding them, see Levy (1981), 344-47.

216 Kajikawa (1983), 17-30.
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practical level it functions as a somon poem.?!” Asano Noriko similarly treats the poem as a
somon and Lady Ishikawa’s presence as support. She states that, “We should think of this poem
as a somon poetic expression that captures the heart of a living partner, and not just see it simply
from the perspective of a banka.”?'® While it can certainly be argued that the Rigan Elegy along
with Sakanoue’s other non-somon poems have aspects that resemble somon, it is less due to any
intrinsic quality of her poetic expression and more due to the limited social contexts that were
available for women to compose poetry. As discussed earlier in this chapter, women by the mid-
eighth century seemed to no longer have access to public forums for poetic composition.

The truth is that examples of poetry across the three major categories of zoka, banka, and
somon in the Man yoshii often contain language and imagery that overlaps with poetry from
other categories. Elements such as the gender and social status of the author, initial recipient, or
poetic subject do not matter in terms of how a poem is classified in the Man 'yoshii, but they
matter to readers now. As with Sakanoue’s other contributions in Volume III, the Rigan Eulogy’s
placement in the book is subject to contestation in commentaries and modern-day scholarship on
the basis of the author’s gender once more.

More recent studies on the Rigan Elegy have opened up new potential avenues of
research by embracing its unique features in their interpretations. For example, Ido Mihoko
considers how the endnote reframes the entire poem as having more than one audience. She
states the following:

We can treat [this Elegy] as a new style of banka whose construction is accomplished
with a choka, hanka, and [endnote] that is conscious of the banka, or words concerned

217 Aso Mizue. “Otomo no Sakanoue no Iratsume.” Man 'yé no kajintachi. Tokyo: Musashino shoin, 1974.

218 Asano Noriko (1994), 206-19.
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with the theme of death, and one where revisions were added with an awareness of
recipients besides Lady Ishikawa.?!

In other words, by the time of the Elegy’s composition in 735, the banka was already well-
established as a literary form. This explains the formulaic nature of the poem. Formulaic poetry,
however, was not seen as a sign of lacking creativity, but rather as a sign of the author’s
knowledge of poetry. In addition, the endnote’s explanatory nature suggests that someone
thought this poem might be recorded elsewhere. Ido believes that Sakanoue herself wrote the
endnote following the Elegy, and therefore was cognizant of other potential audiences. As others
have pointed out, however, there is a possibility that Yakamochi later added this note for
context.?2° T too am also cautious to attribute this knowledge to any specific person.
Nevertheless, the fact that the Rigan Elegy was composed initially as something to be read rather
than a song to be performed indicates changes in poetic practice during the eighth century. Not
only were people exchanging shorter somon style poems, but also other poetic forms such as
banka. Poetry also became a means of reporting news and could possibly be recorded later in
anthologies.

The Rigan Elegy also provides an example of how the meaning of certain phrases used in
one poetic form can change in a different form. In his article exploring how the common term

hitogoto N\'§ (“people’s words™) is used in Man 'yé poetry, Matsuda Hiroshi argues that a term

often associated with passionate verses about avoiding the eyes of others belies deeper political

meaning about the influence of the court on individuals.??! As the only example out of thirty-one

219 Ido Mihoko “Otomo no Sakanoue no Iratsume no ‘Ama Rigan no uta:’ uta to sachii o chiishin ni.” Chitkyo
daigaku bungakubu kiyo 32 (1999).

220 Matsuda Hiroshi “Man 'yé no ‘hitogoto’: Ama Rigan banka o kiten to shite.” Nihon bungaku 56, no. 5 (2007), 28,

note 8.
221 Thid. 25-26.
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uses of the word in the anthology not related to a romantic tryst, hitogoto is used in the Rigan
Elegy as an allusion to the Sovereign’s virtuous government mentioned in the endnote.
Referencing instances in the Nikon shoki where members of the court sang in praise of the
sovereign, Matsuda argues that the term hitogoto as used in the Rigan elegy is meant to refer
specifically to these voices singing in praise.??? Since Rigan could hear those voices from as far
as the Korean peninsula was compelled to come, the poem can be interpreted as not just a
memorial for an Otomo household member, but also as a tribute to the power of the sovereign
and his court in Yamato.

What does this interpretation then mean for the significance of the Rigan Elegy on an
anthological level, particularly in regard to the Otomo subplot? For one, it incorporates Sakanoue
into the larger political undercurrents surrounding Volume III. The banka section starts with a
poem composed by Prince Shotoku when he sees a dead man on a mountain during an imperial

procession. Next comes a poem from Prince Otsu K& T+ (663-686) before he is executed. As

one of Emperor Tenmu’s sons who also had a mother from Emperor Tenji’s line, he was a strong
contender for the throne and a rival of Empress Jitd’s own son and preferred heir, Prince

Kusakabe BB EL 7~ (662-689).22* While the inclusion of Otsu’s poetry here may seem odd,

given that he was a threat to the Tenmu-Jito dual line of succession, as Duthie has argued, Otsu
functions within the text as a sympathetic character, included in the anthology in order to honor
an alternate that could have been.??* There is no mention of the reason for his execution within

the text. In omitting the reason for Prince Otsu’s execution, the compiler obscures unsavory

222 Tbid.
223 See Kojima Noriyuki, et. al., eds., Nihon shoki SNKBZ 3, 466—69.

224 For a discussion of how Prince Otsu functions as a “might-have-been” sovereign in early historiographies, see
Duthie (2014), 152-156.
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moments or forces within the Yamato court and transmits an image of the prince as a tragic
figure.

As Volume III’s section has grim beginnings with the context of its opening poems, this
creates a somber mood that continues for the rest of the section. The kinds of people over which
the poets grieve are generally of lower station than those in Volume II. Many are dedicated to
anonymous men and women, and a handful are written in the wake of someone either being
executed or committing suicide. Beginning from Kamo no Mabuchi’s Man yéo no ko, scholarship
has tended to view Volume III as focusing on instances of “private mourning” in comparison to
the “public” demonstrations of Volume I1.22° I would modify that statement to say that if Volume
II’s banka section overall is designed as an exaltation of former sovereigns and heirs that passed
away too soon, then the main purpose of Volume III’s section is to neutralize figures that
threatened the sovereigns from Tenmu and Jitd’s dynasty by honoring them as tragic figures
instead.??

One of said major figures was none other than Prince Nagaya, a major political ally for
Tabito. As mentioned earlier, one of Nagaya’s contributions is included in the zo6ka section of
Volume III. Poem 441 by a woman named Princess Kurahashibe &% % I (dates unknown)
mourns over Nagaya’s death and the headnote even mentions that he was put to death.

Just as Tenchi’s wives and female relatives mourn him in succession in Volume II, Prince

Nagaya’s memorial comes from a woman who was presumably related to him in some

225 For an example, see Man 'yashii zenchii 3, 5.

226 While laments for Prince Otsu are also included in Volume II’s banka section (Poems 163—-166), and their
inclusion is likely for the same purposes as those I propose for Volume 111, they take up considerably less space than
the long sequences honoring figures such as Prince Kusakabe or Prince Takechi.
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manner.??’” Immediately following this poem is an elegy for Prince Nagaya’s son, Prince

Kashiwade &+ (d. 729), who also was forced to commit suicide as punishment for his

father’s crimes. While the endnote states that it is not clear who the author was, there are some
theories that Tabito in fact wrote it.??® Since there was a possibility that Tabito was relocated to
Dazaifu in 728 in order to take away some of Prince Nagaya’s allies in court by the Fujiwara, the
placement of Poems 441 and 442, clear tributes to Prince Nagaya’s family, in the middle of a
section with poems from the Dazaifu Circle (Poems 437 — 459), act as a subversive way to link
the two men even such an association might have been undesirable at the time.

The Dazaifu section begins and ends with compositions from Tabito that position him as
a tragic figure. Tabito’s first sequence is dedicated to a dead woman. Given intertextual
references to works such as Okura’s “Japanese Elegy,” the woman is presumed to be Tabito’s
wife who allegedly died soon after they both arrived in Dazaifu for Tabito’s tenure as governor-
general. The last set of poems describe Tabito’s return trip home to the capital, thus completing
the arc set up for Tabito in the zoka section. Once a loyal subject who is sent away to fulfill his
duty, he suffers personal loss in the death of his wife before finally being able to return once
more to the sovereign and court before dying himself.

After a series of poems mourning Tabito’s death (Poems 454 through 459), Sakanoue’s
elegy written to the nun Rigan begins the last subsection that can be said to represent Volume
III’s “present.” It covers the period after Tabito’s death and into the latter days of Shomu’s reign.
This is one of the few sections that has a rough sense of chronology (735 through 744 at least)

thanks to the endnote for Poems 460 and 461 as well as the date of Prince Asaka’s death as

27115 (1995), 311-12.

228 Zenchii (1983), 12.
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described in the headnote for Poem 475. After the Rigan Elegy, the majority of remaining poems
included in the anthology are authored by Yakamochi. Here he grieves over his first wife for
several poems, with one response early on from his brother Fumimochi (Poem 463). The
capstone of his contributions is a series of poems praising and mourning the sudden death of
Prince Asaka, Shomu’s potential heir favored by the political faction with whom Yakamochi was
associated (Poems 475 through 480). Yakamochi’s eulogy for Prince Asaka sees a return to the

style and subject of banka reminiscent of Hitomaro:

AR RRE A LR T2 2 RENEAREEREZEHETON S
When Prince Asaka passed away in the second month of Spring in the Sixteenth Year
[744], Wood Monkey, the ministerial attendant Otomo no sukune Yakamochi composed

Six poems.

%% %;;;/;T\‘ %E i To even think about it is truly fearful,

éﬂ £ _)%é ;{E& T% To even speak of it makes me hesitate still!
%HIM 15[1?7% % In the capital of Kuni in Great Yamato
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Where our great lord, His Royal Highness,
Was supposed to rule for ten thousand generations,

Springtime has arrived with its gentle fluttering.

UJ@’% 57 #@@‘iﬁbi On the mountainside trees heavy with blossoms bend
{—}/gﬁ/T 57 EF‘M\\ /J: gjé%é And in the river rapids young, small sweetfish jump.
Lﬁj’}@ § ] X% H%m During a time of prosperity day by day,

;i% :Lé 9( :ééﬂﬂ F';EJ What backwards, nonsensical words I now hear!

LEI/ "f'EH/T éﬂ%ﬁiﬁ*ﬁ His attendants, clad in mourning robes of white cloth,
% % i éﬂ:LE:Zﬁﬁ Have carried his palanquin up Mount Wazuka
5:527% %%;ﬁ %ﬂi&*t Where he shall rule over the distant heavens,

@L%? 8 ﬁiﬁé& Though I fall down in anguish, drowned in the tears I cry,
4;’“/%2/ EP] There is nothing I can do now.

PRk

Envoys

b R BIEER HhHLb &

EE R

Since I never thought that our great lord would ascend
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To rule the heavens, with indifference I glanced

At Mount Wazuka’s forests.

Like the flowers that bloom as if to bathe in light
The foot-dragging mountains, only to scatter and fall,

So too was our great lord!

The [above] three poems were composed on the third day of the second month.
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Envoys

To even think about it is truly fearful.

Our Great Lord, His Royal Highness the Prince
Calling for all the families of warrior men,

Gathered his vassals and brought them along with him.
On the morning hunt, he drove out the deer and boar.
On the evening hunt, the quail and pheasant took flight.
Pulling on the reins in the mouth of his noble steed,
His heart brightened when he gazed at the scenery

Of Mount Ikuji, where even flowers that bloomed
Among the thick foliage have all scattered away.

Such is the way of this ephemeral world, it seems.
Stirring awake the hearts of valiant men,

Taking swords and knives, fastening them to his waist,
And strapped his catalpa bow and quiver to his back.
Long and enduring, like with heaven and earth,

For ten thousand ages, we wished it were as thus.
Now those relying on him in his palace,

The attendants clamor like house flies in Summer
And don mourning robes made of white hempen cloth.
Their usual smiles and their merriment

Disappear day by day, and when I see this,

How deeply saddened I am!
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{EZZ%:EIFEEJ %%Z%ﬁ)ﬁ How heartbreaking it is! The road of Mount Ikuji
SR RZimE T Upon which His Highness always gazed as he passed by,

AL B b kK oH Y

B TN B Has been utterly laid waste.

BlREL O Rlits b9 EBU T _

KRffz A ARERN Strapping to my back the quiver bearing the Otomo name,
53 &k DR L 1A

AR B2 This heart I entrusted with my lord for ten thousand ages,
(i T 25 Where shall I place it now??

Thus, the Otomo subplot of Volume III, which began with establishing Tabito’s devotion to the
imperial house in Poems 315 and 316, composed during a procession to Yoshino, ends with
Yakamochi also showcasing his loyalty, though the last poem in the Prince Asaka Eulogy asks
where he can place that loyalty now that Shomu’s male heir has suddenly died. Yakamochi’s
lament clearly emulates a public poetic voice in the ancient style associated with Hitomaro, but
there is a sense of loss and ambivalence on a personal and familial level as he explicitly mentions
the Otomo name and legacy weighing on his mind, a drastic departure from Hitomaro’s poems
that exalted the sovereign while mourning his or her imperial subjects.

Within this arc about the Otomo lineage’s political fortunes, the Rigan Elegy by
Sakanoue functions on a textual level as an expression of devotion to and respect for Emperor
Shomu, as Rigan immigrates to the court in order to pledge allegiance to the Yamato house after
hearing other people’s words of praise.?*? It also demonstrates Sakanoue’s poetic skills as she
deftly uses expressions commonly seen in banka, situating her work within the same realm as
Hitomaro, Okura, and Yakamochi. At the same time, with its suggestion that the poem was

originally sent as a letter, the Rigan Elegy reveals at least one context under which women wrote

229 MYS 111, Poems 475-480.

230 Of course, Rigan likely arrived before Shomu ascended the throne.
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banka during the eighth century as their participation in public forums dwindled. In this regard,
the Rigan Elegy becomes an important artifact for understanding not only social institutions such
as immigration, the kika process, and the position of nuns in aristocratic households, but also
literary production by women in the eighth century.

Though there is a possibility that the Elegy was a later addition along with Yakamochi’s
eulogy for Prince Asaka, it also implies that these pieces were included by a compiler close to
the Otomo lineage, in particular Sakanoue and Yakamochi. By including these poems in the text
of Volume III, the compiler not only conveys the full scope of the sovereign’s power, legitimated
through poems that map the boundaries of his realm and influence as well as neutralize threats to
their standing. They also enshrine the Otomo lineage’s proximity and loyalty to that center of
power through their knowledge of poetic forms and traditions practiced by the sovereign and his

or her subjects.

Conclusion: Constructing the Eighth-Century Aristocratic Woman

Compared to Volume IV where Sakanoue’s presence is so overwhelming as to make her
one of the book’s primary protagonists, her contributions in Volume III occur with less
frequency and it would be more accurate to describe her as one member in a chorus of voices.
Within this group, poetic compositions from women of similar or higher rank than Sakanoue are
notably few, and longer entries that take up more space in the book are predominantly written by
men. Nonetheless, the few substantial entries written by a woman in Volume III all name
Sakanoue as their author. By default, this makes her the representative of women’s writing in
poetic categories such as zoka and banka during the eighth century. At the same time, it is clear

that one of the reasons for the inclusion of entries such as the God-Worshiping Song or the Rigan
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Elegy has to do with Sakanoue’s relationship with Yakamochi, who likely added the last
subsections to the zoka and banka sections and might have inserted the section dedicated to
hiyuka in between. Though we cannot confirm the historical circumstances behind Volume I1I’s
compilation, the repetitive structure of each section along with the consistent inclusion of at least
one entry by Sakanoue provides strong circumstantial evidence for the theory.

Previous scholarship tends to cite Sakanoue and Yakamochi’s close relationship as the
main reason for her prolific representation in Volume III and the Man yoshii as a whole. To a
certain extent I concur with this view, but I also think that works such as the God-Worshiping
Song and the Rigan Elegy function as more than mere examples of the kind of poetry Sakanoue
wrote. Rather, they function on a textual level as a means of promulgating both Otomo literary
prowess and the lineage’s loyalty to the sovereign. As part of a triad with Tabito and Yakamochi,
each of Sakanoue’s poems in Volume III either address internal family politics directly or
contextualizes them within the scope and influence of the Yamato realm. This additional
function in Sakanoue’s entries is clear from the use of paratextual elements to contextualize them
within a larger frame. Few other poems in Volume III have such frameworks besides works by
Tabito, Yakamochi, and people associated with the Otomo lineage, implying a deliberate intent
to construct a kind of “plot” surrounding the family and their allies. While Tabito’s entries on
longing to return to the capital and Yakamochi’s Eulogy for Prince Asaka in Volume III only
covertly refer to the political turmoil that embroiled the court and line of succession during
Emperor Shomu’s reign, that plot along with the Otomo lineage’s role becomes more explicit in

Volume VI.
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Chapter Three:

Alternative Histories and Narratives: Sakanoue’s Poems in Volume VI

Introduction: An Ambivalent New Age

After his aunt Empress Genshd’s abdication in 724, Prince Obito acceded the throne. This event
was long awaited by the court, as Obito (posthumously known as Shomu) was initially named as
Crown Prince by his grandmother Empress Genmei ten years earlier.*! His enthronement also
signaled the continuation of Tenmu and Jitd’s joint dynasty, a legacy that is memorialized in the
early historiographies of the Kojiki and the Nihon shoki, and Volumes I and II of the

Man ’yoshii.>*? On the one hand, Shomu’s reign can thus be considered as a return to form after
over a decade of rule by Emperor Monmu’s female relatives while the prince came of age. The
event was a resolution to an uneasy tension that had settled over the court in regard to who the
next (male) ruler should be. Certain political factions became agitated, however, as the new
emperor was both born from a non-royal mother, Fujiwara no Miyako, and married to her

younger sister Asukabehime, later known as Empress Consort Komyo Jt:# 2 /5 (701 — 760). As

they were both daughters of the head of the Fujiwara lineage, Fuhito, this gave him and his
children unprecedented influence over the court, signaling the rise of Fujiwara dominance among
the nobility and threatening the position of other imperial descendants within the court. In other
words, Shomu’s reign was also marked by a new power center within the Yamato court that did

not come from a branch of the imperial family.

231 See the entry for the Sixth Month of Wadd 7 in SNKBT Shoku Nihongi 1, 215.

232 For a study on this in English, see Duthie (2014).
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None of this tension appears on the surface in the opening poems of Volume VI, a book
noted for its tight focus as a compilation of works that commemorate Emperor Shomu’s reign.?*
Rather, it is hidden among intertextual references and insinuations made by the inclusion or
exclusion of certain paratextual elements. Every poem until a certain point in 744 is dated and
contextualized as belonging to either a public event, theme, or travel, after which suddenly the
explanations disappear. Some scholars interpret this as an intentional strategy on the part of the
compiler(s) to observe the death of Shomu’s son, Prince Asaka, in the spring of that year. It also
suggests a bias favoring one of Shomu’s children as heir over another: as Asaka was backed by
the Otomo and their allies, the prince’s passing held significant ramifications for the lineage’s
future at court.

That anxiety pervades many of the poems written by members of the Otomo lineage and
their associates. Within the space of Volume VI, the “Otomo subplot” continues with
contributions from Tabito, Sakanoue, and Yakamochi in the usual format where the narrative
starts at Dazaifu before eventually returning to the capital. Just as with Volumes III and 1V,
Sakanoue’s role in this volume can be described as an axis around which other figures revolve
and as someone who helps keep family members from certain branches together, presenting a
unified front in the anthology. Her poems in this book mainly consist of examples of either

poems composed in a banquet setting or travel poetry #5/iki#k (kiryoka). They are rare examples

of women writing poetry while traveling on their own, and not as part of a public procession or
within the private setting of family banquets. Despite the private settings surrounding most of her
contributions to Volume VI, Sakanoue’s poems still fit into a larger historical narrative

surrounding the first half of Emperor Shomu’s reign. Namely, their purpose is to obscure a

233 Kanazawa (2002), 102.
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period marked by Fujiwara dominance. In its place, a personal narrative about the Otomo legacy
and the rise of their political allies at court becomes the focus of a book commemorating
Emperor Shomu’s reign. Her poems in this book portray her not only as a major figure within the
networks of the Otomo lineage, but also as a member of the court at large, implicitly aligned

with certain factions through the efforts of her nephew’s editing hand.

Marriage Politics and the State of the Court in the Mid-Eighth Century
In the wake of the Jinshin War of 672, Tenmu and his Empress Consort and eventual
successor Jitd made a concerted effort to establish a new imperial dynasty and secure his legacy.

After Tenmu’s death, Jito strove to eliminate any a threats to her own son by Tenmu, Crown

Prince Kusakabe EFLEE & - (662 — 689), with the execution of Kusakabe’s half-brother Prince
Otsu, a son born from Tenmu’s marriage to one of Tenchi’s other daughters, Princess Ota K H
B4z (d. 688), who possessed the same dual-royal lineage as Kusakabe. After Kusakabe’s

untimely death, and Jitd’s own accession to the throne, Jitd eventually managed to secure a
continuation of rule by the descendants of her marriage with Tenmu through the enthronement of
her grandson Emperor Monmu (681-707, r. 697—707), but such stability did not last long.

After Monmu’s sudden and unexpected demise, Monmu’s mother acceded the throne as

Empress Genmei JCH] K & (660-721, r. 707-715) in order to safeguard the throne until her

grandson came of age. In an unprecedented move, Genmei abdicated the throne in favor of her
daughter and Monmu’s older sister, now known as Empress Gensho. Genshd became the first
female sovereign to inherit the throne from another woman instead of a man, breaking
convention. In addition, neither Genshd nor Genmei served as Empress Consort before inheriting

the throne, defying another precedent of their female predecessors. This provided enough reason
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for eligible princes and their factions to vie for the throne, as there were still living male
descendants of Tenmu’s with double royal lineage.?** Moreover, given the status of Obito’s
mother as a non-royal noble, there were further reasons for opposition to Genmei and Obito’s
enthronements. 2%

Amidst the precarious situation regarding succession, the Fujiwara lineage gradually

gained power and influence over the imperial house and rose through court ranks. Beginning

with Emperor Tenchi’s bestowal of the name “Fujiwara” upon Nakatomi no Kamatari " F.8}t &
(614-669) after the statesman assisted him in overthrowing Soga no Iruka #&F AJFE in 645, the
lineage steadily climbed upward in rank. When Emperor Tenmu reformed the kabane ik system
of hereditary noble titles into the eight kabane system J\ 5. DI (yakusa no kabane) in 684, the
Fujiwara were given the second highest rank of ason F1F., whereas other ancient noble lineages
such as the Otomo were designated the third highest rank of sukune 7iif.>*® Eventually his son

Fuhito gained favor from Empress Jito for backing her son Prince Kusakabe in his bid for the
throne and began appointing his own sons Muchimaro, Fusasaki, Umakai, and Maro into high-

ranking positions within the Council of State. Furthermore, by marrying his daughters first to

234 Namely, Prince Nagaya and Prince Toneri 2 AL F (676-735), famous for presiding over the compilation of the
Nihon shoki. Nagaya perished tragically, but Toneri’s son eventually acceded the throne as Emperor Junnin /51— K
£ (733-765, r. 758-764). Granted, his reign did not last long, and his cousin Koken took back the throne and
reigned again as Empress Shotoku #R{E K & (r. 764-770).

235 piggott (1997), 239.

236 Under the old system, the Nakatomi and Otomo lineages were given the same designation of muraji ##, the
second highest rank bestowed on lineages that could trace their origins to a progenitor god.
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Monmu and then to Shomu, Fuhito positioned himself as an important advisor for both and
established deep ties between the Fujiwara and the imperial household.??’

According to Joan Piggott, it became necessary for Genshd and Obito to gain support
from Tenmu’s sons in order for her to successfully pass the title of sovereign onto him. An edict
from the tenth month in Yo6ro 3 [719] recorded in the Shoku Nihongi indicates as much:

Thinking about our distant ancestors and the procedures of succession from generation to

generations, the heir is the crown prince [kotaishi]. But he [Obito] is still immature and

not accustomed to the ways of ruling. Even he who ascends the throne after auspicious
signs and prognostications needs talented assistance to rule in great peace [taihei]. Only
through the efforts of supporters with all under Heaven be tranquil.

When it comes to the princes Toneri and Niitabe, they are branches of a long-
lived and prolific tree like a pine or a katsura that endures for a thousand years. They are
like a father to his son, the cornerstone of a great castle and its very foundation. They are
of critical importance to the realm [kokka]. Naturally they should aid its heir, serving
dutifully and assisting in his youth. Only if they do so can we expect a rule of great peace
and harmony.?*®

In this proclamation Gensho artfully reminds her audience of the legacy she and Obito carry for
the imperial family, reaffirming his position first and foremost as an imperial prince and heir by
mentioning Tenchi’s court in Omi and Monmu’s court in Fujiwara. Then she calls on the princes
to assist Obito as it is their duty to maintain the legacy of their father and family relatives.
Following this statement, Genshd also increased both Toneri and Niitabe’s stipends and
expanded their staff, surely giving them monetary incentive. In return the princes supported
Obito’s enthronement a few years later.

At the time of Obito’s enthronement, Genshd’s oral edict once again utilizes a framework

based on the legacy of Tenchi’s court in Omi, establishing the prince as the rightful ruler and heir

to Monmu, a sovereign descended from both Tenchi and Tenmu’s lines. Her edict reads:

237 In other words, the marriage politics for which Heian period statesmen such as Fujiwara no Michinaga fJ5GE =
(966 — 1088) were infamous had their roots in the ritsuryo period where imperial power was at its zenith.

238 SNKBT Shoku Nihongi 2, 60—61. Translation from Piggott (1997), 240.
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The rule of this land is a task...bequeathed to you [Shomu] by the august sovereign, your
father [Monmu]... When He bequeathed it, you were young in years and weak... and so
it was conveyed to the august mother [Genmei]. As a deity incarnate she ruled over the
eight-island realm from the Nara capital. Then in the first year of the Reiki era [715] she
relinquished the throne of Heavenly sun succession to me [Genshd], that I might rule the
realm under Heaven. She commanded that, in accordance with the constant and
unchanging law that was promulgated by the Yamato sovereign [Tenji] of the Otsu
palace in Omi, the task should later be conveyed to you... Now a great sign has appeared,
send by [the deities of] Heaven and earth. And when we saw that the harvest in the four
quarters was abundant and rich, even as a deity incarnate... we though this a sign...
heralding the reign we hereby convey.?¥

Shomu’s response, likewise, articulates the role of sovereign as something defined by divine
right and genealogy. It also articulates a feeling of anxiety on his behalf with the knowledge that
his ability to rule is in part defined by the acceptance of the nobles and princes of the court:
I have heard and received with reverence the august word of the sovereign, on the one
hand not daring to refuse the royal command and on the other feeling that I am unskilled,
unworthy and without knowledge to accept the charge. Unable to go backward or
forward, I am even as a god anxious concerning the will of Heaven and earth and fearful
concerning the mind of officialdom. Therefore all you august children, princes and
nobles, with pure, bright, just, and upright hearts, guide and assist the sovereign
household in governing the people under Heaven.?4°
With references back to Monmu’s acceptance of the mandate from Jit6,2*! it is clear that Genshd
and Shomu used precedence as a means to establish them as natural inheritors of their family’s
legacy. In addition, Shomu’s self-deprecation during his acceptance of his aunt’s command
gestures toward the opposition he faced from other members of the court. Such struggles

continued even after his ascension to the throne, regardless of Shomu’s attempts at appeasing

both the Fujiwara and imperial household factions.

23 Ibid. 139-141, Translation from Piggott (1997), 243.

240 Ibid. Translation from Piggott (1997), 243.

241 SNKBT Shoku Nihongi 1, 2-5.
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One such attempt at winning the support of the princes and their noble lineage allies was

the election of Prince Nagaya to the position of Minister of the Left /& K. in 724 right after

Shomu’s enthronement.?*? Piggott considers this decision “as a negotiated settlement between
Nagaya’s supporters and Shomu’s.”?** As the son of Tenmu’s eldest son Prince Takechi,
memorialized in an elegy composed by Hitomaro in Volume II as a hero during the Jinshin War
of 672,%* Nagaya had supporters among ancient families such as the Otomo, and proved a
worthy adversary to the Fujiwara lineage’s control over the imperial house from the Council of

State. In 728 Shomu’s firstborn son by Asukabehime named Prince Motoi %% & - died less than
a year after being named Crown Prince £ K¥ (kotaishi) at the end of 727.2% Following his

death, Prince Nagaya was accused of treason by having cursed the child, and a force led by
Fujiwara no Umakai surrounded his residence.?*® This accusation and the subsequent forced
suicide of Prince Nagaya and his family is now known in history as the Prince Nagaya Incident.
An entry from 738 later claims that the accusations brought against Nagaya were false, leaving
the impression that he was set up by Fuhito’s sons.?*” Whether coincidence or a conspiracy
planned out in advance, it is clear that the Fujiwara brothers seized an opportunity to oust one of

their major rival factions and solidify control of the court.

242 Tbid. 144-45.

243 Piggott (1997), 245.

244 MYS II, Poems199 — 202. For an English translation and analysis, see Duthie (2014), 313-16.
245 See entries in SNKBT Shoku Nihongi 2, on pages 186 and 201.

246 SNKBT Shoku Nihongi 2, 205.

247 See SNKBT Shoku Nihongi 2, 341-43.
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That control ended abruptly in 737 when a smallpox epidemic that had been sweeping
through the archipelago for two years arrived at the capital. All four Fujiwara brothers perished
from the plague, leading the way for Tachibana no Moroe’s rise to power in the Council of the
State. Born Prince Katsuragi #3% F (684-757), he was made a subject of the state in 736 and
given his mother’s surname, “Tachibana,” thus founding the lineage with that namesake.>** Two

years later, Moroe was promoted to Minister of the Right /5 K. (udaijin). At the same time,
however, the daughter of his half-sister, Empress Komy®o, Princess Abe Z2{i5 N #i £, was named
Crown Princess & K- (kotaishi).?* This was the first instance where a woman was named heir

to the throne rather than inheriting the title of sovereign as a placeholder until a Crown Prince
came of age.

Princess Abe’s investiture as Crown Princess was not easily accepted by the court,
another sign of the gender hierarchy that was solidifying under the ritsuryo system according to

Piggott.?>° In response to doubts about her position, the Crown Princess performed a gosechi 1.
i dance at a banquet held in honor of Empress Emeritus X _I K & Genshd’s inaugural visit to
the new capital in Kuni 28/ 3{ in 743.25! Piggott interprets Abe’s performance as a reminder to

attendees about the legacy of women rulers who occupied the imperial throne.?>? Torquil Duthie,
on the other hand, points out the dances’ associations with Tenmu’s reign in the Shoku Nihongi,

which states that Abe’s performance was meant to establish her as rightful successor to Tenmu’s

248 For a family tree, see Appendix C: Tachibana Lineage on page 217.
249 SNKBT Shoku Nihongi 2, 337.
250 Piggott (1997), 257-58.

BISNKBT Shoku Nihongi 2, 418-21.

22 Piggott (1997), 257.
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dynastic line.?>* Clearly, there was a political purpose for Princess Abe’s performance of the
gosechi dances in terms of establishing her right to rule.

In the meantime, Moroe continued to accumulate power and influence of his own. First,
he successfully put down a rebellion instigated by Fujiwara no Hirotsugu in 740. In that same
year the capital moved to Kuni, a region that belonged to Moroe and his family and away from
lands owned by the Fujiwara lineage.?** Finally, Moroe was promoted to Minister of the Left in

743, the same year Shomu commissioned the construction of the Great Buddha K14 (daibutsu)
at Todaiji 8 K =F. All the while, his faction, composed of members from the Otomo, Saeki {1,
and Agata-Inukai U K3% lineages, promoted Prince Asaka as Shomu’s successor.?5

The hopes of Moroe’s faction to put Shomu’s only living son on the throne were dashed
when Prince Asaka prematurely died in 744. While the circumstances of his death remain
unknown, suspicion was cast on the Fujiwara faction, which had started gaining traction in terms

of political power when Muchimaro’s son, Fujiwara no Nakamaro f#&J5fH1J#f (2 (706-764), was

promoted to the rank of councilor in 743.25¢ It is at this point that Volume VI’s narrative ends in
terms of its alignment with the historical record of the Shoku Nihongi, but the political infighting
did not end with Prince Asaka’s death. Perhaps later events affected the compilation of this
volume, though it is hard to say whether Volume VI was a contemporary book, or one edited

together later.

233 Duthie, Torquil, “Yoshino and the Politics of Cultural Topography in Early Japan,” Monumenta Nipponica 70,
no. 2 (2015), 221-22.

254 Naoki and Bock (1993), 252.
255 Thid,, 251.

256 Tbid, 253.
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In any case, the point is that the historical context surrounding this volume is tumultuous
and filled with political intrigue. Scholars often describe Volume VI as inspired by the content
and function of Volumes I and II, namely in commemorating Emperor Shomu’s reign in the
same manner as the reigns of Emperor Tenji, Jitd, and Monmu. Compared to the earlier volumes,
however, a somber undertone runs throughout the Volume VI, particularly in the poems that
constitute the Otomo subplot of the volume. A question pervades the volume as to the direction

of the imperial household and the Yamato court in the face of perceived outsiders.

The Structure of Volume VI: The Tenpyd Period from Multiple Perspectives

As mentioned in the previous chapter, the first six volumes of the Man ’yoshii are
characterized as “historical” volumes with dates interspersed throughout the text of each volume.
In addition, most of the poems included also have a named author, and it is rare to see extended
sequences of anonymous contributions. Volumes V and VI differ significantly from the
preceding four books, however, in that the time frame they cover is shorter, limited to several
years during the early period of Emperor Shomu’s reign. Though Volume V’s representation is
limited to Tabito and his affiliates during his tenure as Governor-General in Dazaifu between
728 and 730, Volume VI represents a broader variety of authors and locations.

The volume can be divided into roughly six or seven sections, and follows the general
structure exhibited in Volume I through IV. The book begins with a series of poems by lower-
ranking members of the court during excursions to various palaces, with repeated trips to the
detached palace in Yoshino. It then transitions briefly to Dazaifu and Tabito’s return to the
capital. Compared to Volume V before it, Tabito and Okura’s presence is minimal in Volume VI.

There are only a handful of poems written by Tabito, and one authored by Okura during the year
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he passed away. Next are a couple of sections that either highlight contributions from Sakanoue
and other Otomo associates or focus on the activities of imperial princes. The second to last
section features a fully grown Yakamochi in his first government post as an udoneri [N A. The
final section contains exclusively poems from a no longer extant poetic collection belonging to

Tanabe no Sakimaro H3ZJ#% /K = (dates unknown). In other words, Volume VI follows a similar

trajectory to Volume III in terms of who is central in the Otomo subplot as it moves from Tabito

in his final years to Sakanoue as an interim leader before ending in Yakamochi’s adulthood.

The Otomo subplot in Volume V1 is relatively small as most of the book’s focus is on

major events within the larger context of Shomu’s court. Even there, however, the types of

events and parties included reveal the use of multiple ideological principles in organizing this

book. The first of these is concerned with memorializing the early years of Shomu’s reign and

the excursions on which he embarked, echoing those of his ancestors. The second shows a clear

bias toward representing the works of imperial princes over members of the Fujiwara clique, and

in particular Tachibana no Moroe’s faction. The final principle is motivated in showcasing the

Otomo lineage’s literary talents with a focus on Sakanoue. The following table makes all three of

these organizing principles clear:

Section by Era Name and Major Events Major Named Yakamochi’s
Poems Year Covered Authors Age
I: Shomu’s Yoro 7 (723) — Gensho’s excursion | Kasa no Between 5
ascension to the | Jinki 5 (728) to Yoshino. Kanamura, and 10 years
throne (Poems Shomu’s excursions | Kurumamochi old
907 —954) to Kii Province, no Chitose,
Yoshino, Naniwa, Yamabe no
and Inamino. Akahito
Confinement of
nobles to palace
guard house in Jinki
4 (727).
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II: Tabito’s
return to Nara

Jinki 5 (728) —
Tenpyo 3 (731),

Dazaifu officials
visit mausoleum of

Otomo no
Tabito, Ono no

Between 10
and 13 years

and death skipping Tenpyo | Emperor Chuai and | Oyu, Fujii no old
(Poems 955 — 1(729) Empress Consort Hironari, Otomo
970) Jingi. no Sakanoue,

Otomo no Michitari | Koshima

is commanded to go

down to Dazaifu.

Otomo no Tabito

and Sakanoue travel

back to the capital.
III: Umakai’s Tenpyo 4 (732) — | Imperial banquet in | Takahashi no Between 14
assignment as Tenpyo 5 (733) celebration of Mushimaro, and 15 years
military Umakai’s new Shomu or old
commissioner position (732). Gensho,
of Saikaido, Okura’s Yamanoue no
Okura’s death composition given | Okura
(Poems 971 — to Fujiwara no
978) Yatsuka.
IV: No dates given, | Sakanoue’s trip out | Otomo no Presumably
“Sakanoue’s assumed same as | to Gangdji JLH#LSF | Sakanoue, Abe | the same age
Section” above no Mushimaro, | as above
(Poems 979 — Prince Yuhara,
995) Prince Ichihara,

Otomo no
Yakamochi

V: Rise of the Tenpyo 6 (734)— | Excursions to Yamabe no Between 16

Tachibana Tenpyd 11 (739), | Naniwa (734) and Akabhito, Prince | and 21 years
Lineage (Poems | skipping Tenpyo | Yoshino (736) Funa, Shomu or | old
996 — 1028) 7(735) Imperial banquet in | Gensho, Fujii no

honor of Prince Hironari, Prince

Katsuragi’s Kadobe,

adopting the name | Tachibana no

of his mother’s Moroe, Otomo

lineage (736). no Sakanoue

Sakanoue’s trip to

Kamo Shrine /%

Ftd
VI: Tenpyo 12 Procession to Ise Otomo no Between 22
Yakamochi’s (740)-Tenpyd 16 | during Fujiwarano | Yakamochi, and 24 years
time as an (744), skipping Hirotsugu’s Shomu, Prince old
udoneri W& N | Tenpyo 13 (741) | rebellion. Ichihara

(Poems 1029 —
1046)

and 14 (742)

Capital moves to
Kuni in Yamashiro.
Banquet attended
by Prince Asaka at
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Fujiwara no
Yatsuka’s home.
Excursion to Mount
Ikuji for a drinking
party.

VII: Selections | Dates unknown | No major events Unknown N/A
from the
Tanabe no
Sakimaro
Collection
(Poems 1047—
69)

Despite its reputation as a book designed to memorialize Shomu’s reign, his presence in the
volume is mainly confined to the paratextual elements of headnotes and endnotes. Even then, the
editorial notes debate whether the “sovereign” mentioned is referring to him or his aunt Gensho.
Only Poem 1030 explicitly attributes authorship to Shomu. His presence in the volume instead
overlays with the general role of the sovereign figure around whom court activity occurs. While
the sovereign rarely speaks on their own, they can compel other courtiers to speak instead. Many
of the poems recorded in the volume occur at the request of the sovereign, a role Shomu inherits
through birthright. This also means, however, that he does not necessarily exhibit his own
individual literary protagonism.

Literary protagonism instead belongs to particular factions within Shomu’s court. Beyond
the trio of Kanamura, Chitose, and Akahito in the first section, lower-ranking poets in service to
the court, the majority of named poets in Volume VI are imperial princes or nobles aligned with
them. Within these groups, Tachibana no Moroe’s faction especially stands out. Not only are
there a number of entries written by Moroe himself or members of his clique, but also many of
the settings and events surrounding these poems are in honor of him or sponsored by his family.

If Volume VI was compiled in part to commemorate Shomu’s reign, clearly it was done from the
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perspective of one specific group. The poetic compositions from Moroe’s group become the ones
that shape the narrative surrounding the court during this time.

For one, there is no mention of Princess Abe’s designation as Crown Princess in 738, nor
a poem commemorating her gosechi performance in 743. Instead, the poems recorded for those
years are a personal lament by the Gangoji Priest in Poem 1018 or a poem composed by
Yakamochi in praise of the new capital in Kuni, which was located in Moroe’s territory of
Yamashiro.?>” Moreover, the final dated poems in the volume focus on Prince Asaka and his
movements, from attending a banquet at the home of Fujiwara no Yatsuka to an excursion up
Mount Ikuji for a drinking party. This mountain is heavily associated with the prince, given
Yakamochi’s lament for the prince in Volume III frequently mentions this location.?*® All in all,
the focus on Prince Asaka and his demise, implicit in the fact that the volume drops all sense of
chronology after 744, dampens any celebratory element that might have come forth in
memorializing Shomu’s reign.

There is also a difference in how threats to the sovereign and their throne are portrayed in
Volume VI, depending on who leads them. Prince Nagaya’s Incident in 729 is not mentioned at
all, and there is no poem recorded for that year. The only reference to the prince is through the

inclusion of a composition by his son, Prince Kashiwade:

EEHR—E
A poem by Prince Kashiwade

ﬁﬂ {EZ /)ﬁ@ﬂ? %Ei/ﬁ% During the morning they catch food by the seashore,

9 & i REL ~ 1B
wEH S When the evening comes, they climb up toward Yamato
B = How enviable, the geese!

27 MYS VI, Poem 1037.

258 MYS 111, Poems 475-80. See the translation of Yakamochi’s Elegy for the prince in the previous chapter.
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As for [the above], the date of composition is unclear. However, because of song

similarities, [this poem] is placed next.*

An expression of nostalgia for the ancestral homelands of Yamato, Poem 954 by Prince
Kashiwade contains no historical contextualization in either the poem itself or the paratext
surrounding it. In fact, the endnote states that the compiler (whoever it was) did not know the
date of composition. Instead, they chose to place it following a sequence of poems by Kanamura
and Chitose from an excursion to the Naniwa Palace in 728 based on similarities between the
poems. In this case, the theme is “mountains” as Kanamura’s Poems 950 through 953 include
many images of crossing mountain ranges.

Poem 954 is not the only one of its kind to be placed where it is in the volume based on
the principle of imagery rather than event. Such an example indicates multiple organzing
principles throughout Volume VI, though its placement after poems composed in 728 makes an
oblique reference to Prince Nagaya’s regime during the first years of Shomu’s reign. In fact,
some commentators choose to believe that the poem can be dated as around 728 and is about the
excursion to Naniwa because of its placement in the volume.?*® As Shinada Yoshikazu points out,
however, Volume VI’s recording of a supposed procession to Naniwa in Jinki 5 does not have a
corresponding entry in the Shoku Nihongi. In fact, the closest date given in that text is about a
procession to Naniwa in Jinki 2.26! This suggests that the compiler of Volume VI deliberately

chose to rearrange history in order to create a particular representation of the court during that

period. The absence of both dates and Prince Nagaya’s presence obfuscates the historical realities

2% MYS VI, Poem 954.

260 See Omodaka 6, 101, and 15 3 (1996), 354-55.

261 Shinada Yoshikazu, “Yomu Nara no miyako shi omohoyuru kamo: hairetsu ga yobikomu mou hitotsu no
myakuraku.” Nihon bungaku 69, 12 (2020), 50.
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of the court during this time. Readers who know Prince Kashiwade’s father will understand the
significance of including his poem as representing a lineage that lost many of its members
following the tragic events of 729. Poem 954 becomes a somber inclusion given that history,
despite the lack of immediate historical contextualization.

Conversely, the headnote for Poem 1029 describes Fujiwara no Hirotsugu’s rebellion in
Kyiishi, led by a courtier not affiliated with imperial princes as going against the imperial
throne. Differences in which incidents are portrayed and how they are framed illuminate biases
on a textual level. The Prince Nagaya Incident of 729, which involved nobles and princes aligned
with the Otomo, is not used as a contextualizing framework, and only knowledgeable readers can
figure out inferences to it. Fujiwara no Hirotsugu’s Rebellion in 740 on the other hand, is
historicized within the text of the Man 'yoshii. It is framed as the catalyst for both the imperial
procession to Ise as well as an opportunity for Yakamochi and other members of Tachibana no
Moroe’s faction to compose poetry commemorating that event. As pointed out by Itd Haku, the
route taken by Shomu’s entourage during this pilgrimmage roughly follows the same path taken
by Prince Oama (later Emperor Tenmu) during his military campaign against Prince Otomo in
672.292 1t is clear that this was done in order to emulate his great-grandfather’s successful
campaign against a usurper and further legitimize Shomu’s sovereignty. The representation of
this excursion in Volume VI is then designed to prop Shomu up as righftul successor to the
venerated Tenmu, and certain members of his court as inheritors of Tenmu’s loyal retainers and
followers. In other words, Hirotsugu’s rebellion is portrayed as a threat to the realm and Tenmu’s
dynasty which must be protected, but Nagaya’s alleged usurpation plot is not as he was

descended from that lineage himself.

202 115 (1996), Vol. 3, 472.
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Another section that occupies a strange space in Volume VI, however, is the one labeled
in the chart above as “Section IV,” or “Sakanoue’s Section” for Poems 979 through 995. Just as
many scholars have observed, this section contains no poems with recorded dates or large public
events. Similar to the hiyuka section of Volume III, the poems in this section appear to have
come from a private collection within the Otomo lineage, as many of the authors are either
members of the family or some of their close associates. Just as with Prince Kashiwade’s Poem
954, these poems appear to be grouped together based on imagery or social events rather than
chronological or imperial events. The categories can be defined as “travel,” “moon,” or
“banquet,” all of which are defining features of the zoka poetic category. Though lacking in
historical or chronological context themselves, these poems by Sakanoue and members of her
clique are positioned between the events of Tabito’s return to Nara, his death along with
Okura’s, and the rise of the Tachibana regime in toward the end of the 730s.

In the remainder of this chapter I explore the meaning of this section’s inclusion, along
with Sakanoue’s contributions elsewhere in Volume VI, in terms of commemorating major
events during Shomu’s reign and the Otomo lineage’s position to the center of power during this
period. Specifically, I argue that Sakanoue’s contributions are included in order to obfuscate
certain factions within the court while at the same time demonstrating her family’s devotion to
the throne. This portrayal differs from that of other poetic contributions by women in the volume
in that Sakanoue displays a literary protagonism similar to her male counterparts as she travels
the realm and even bears witness to an event at the palace. More so in Volume VI than in the
previous books discussed, the figure of Sakanoue is tied to historical events and happenings
within imperial history. That history is framed by a perspective that expresses ambivalence about

the direction of the Yamato court during the mid-eighth century.
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Homeward Bound: Poems 963 and 964 and Returning from Dazaifu
The Otomo subplot in Volume VI begins with the clan head, Tabito, already stationed in

Dazaifu as its Governor-General fifi. A brief interlude from the activities of the capital, Tabito

and his associates are depicted as performing duties as subjects of the state yet also longing to
return home to the capital and to their sovereign’s side. One such example is Poem 960 by

Tabito, written while gazing at the Kyiishii landscape:

Al P RS B B e R —
A poem made by the Governor-General Lord Otomo when thinking of the detached
palace of Yoshino from afar

HR0L o # & D oWEiE b
= NYL I s Even the rocks in the Hayato sea channel
H » LA Lo o & o
FE 2R Cannot compare with the sight of the waterfall
miEL™ $ O b
EENEEE: In Yoshino where sweetfish run.2%3

Comparing the Kytshii and Yoshino landscapes, Tabito’s narrator expresses an obvious
preference for the latter, and implies what Edwin Cranston calls “the superiority of the central
power over the fractious periphery.”?** Poem 960 is in keeping with the conventional persona of
a statesman longing to return to his sovereign’s side rather than remaining on the edges of the
realm. While performing his duties, Tabito’s poetic output reaffirms his loyalty to the court and
imperial family as well as its power and scope of influence.

The persona of a court noble yearning for the cosmopolitan center from their place in the
hinterlands can also be found in some of Sakanoue’s entries in Volume VI. This is a persona

found in very few compositions by women as recorded in the Man 'yoshii during the Tenpyo era,

263 MYS VI, Poem 960.

264 Cranston (1993), 333.
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meaning that Sakanoue’s poems in this mode stand out. They create an image of Sakanoue as
highly mobile in comparison to other women writer counterparts in both her time and the Heian
period. This also means that much previous scholarship is dedicated to tracing her movements
and determining the veracity that Sakanoue traveled where the text says she did. One of the oft
discussed events in Sakanoue’s “life,” as outlined by scholars, is the idea that she joined Tabito
down in Dazaifu sometime after his wife passed away in 728. The evidence for this speculation

comes from the headnote for Sakanoue’s first poem recorded in Volume VI, Poem 963:

At — R ERR 2 38 i Z BB BRI B R T4 < S R R — e

In Winter, the eleventh month, Lady Otomo no Sakanoue composed a poem when she
departed from the Governor of Dazaifu’s house, went up the road, and climbed the
mountain called Nago in the Munakata Province of Chikuzen.

= Wﬁ Only the name is attached to Mount Nago.
Ak

BIEREH TSR 2 D _ X
KA /N4 TE To be sure, the gods called Onamuchi and
nHZEIE i SgED 0
Mt 4R H Sukunabiko long ago did name it, but
DB 0 -3 BO

T AR
bBZD O b D oL~ 3 . .
oz THZ —HE Not even one in a thousand layers of my longing
RS- ST el
23 Hfle K1 Is given any comfort.?6?

Poem 963 is a considerably short choka at only nine lines in total. The notes immediately
preceding the poem do not clearly indicate the year in which it was composed. The headnote for
Fujii no Hironari’s Poem 962, written on an occasion when Otomo no Michitari visits Dazaifu, is
dated to Tenpyd 2 (730).2°6 Therefore, it is generally assumed by commentators that Poem 963

and the subsequent composition by Sakanoue (Poem 964) are compositions from the same year.

265 MYS VI, 963. Poem 963 contains a play-on-words that cannot be easily replicated in an English translation. In
this poem, the name of the mountain (Nago) is associated with the verb nagusamu 53, or “to give comfort.”

266 Specifically, the headnote reads, “In the Second Year of Tenpyd, Metal Horse, a poem from the time when the
messenger on a swift horse Otomo no Michitari was dispatched by imperial decree.” K- "5 B #EES
R PEE RS R — &
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Combined with the description of Sakanoue as leaving Tabito’s residence and heading up the
road, Poem 963 and 964 are considered as definitive proof of her having lived in Dazaifu for a
time. There is additional speculation that she might have composed poetry while at Tabito’s
residence, despite the fact that there are no works attributed to her in Volume V, a book
dedicated solely to the works of Tabito, Okura, and their inner circle between 728 and 730.

The headnote preceding Poem 963 states that Sakanoue composed this poem while going
over Mount Nago in the Munakata district of Chikuzen, presumably on a return trip home to the
capital. The first six lines of this poem comprise a preface about the gods Onamuchi and
Sukunabikona and their relationship with Mount Nago, while the last three lines describe the
narrator’s personal feelings of longing and sadness, though the object is unclear. The gods

Onamuchi K% and Sukunabikona £ 44 often appear together in both the Kojiki and the
Nihon shoki.>” Onamuchi is another name for the god Okuninushi-no-mikoto K [E %17, a
heroic figure and central deity in Japanese mythology who ruled over Izumo, whereas
Sukunabikona-no-mikoto V' £ 44 4y is a god of medicine and liquor that comes from the land of
Tokoyo 7 .28 As both of these gods come from realms distant to the lands of Yamato, their

presence in the initial descriptions portray a sacred yet foreign space for Sakanoue’s narrator.
Similar to many of Sakanoue’s other poems, Poem 963 uses poetic predecessors as a
source of inspiration. In this poem’s case, various commentators speculate that it was most likely

composed with the following poems in mind, both of which are found in Volume Seven’s

267 For passages where these figures appear, see the Okuninushi-no-mikoto section in the first volume % of the
Kojiki (SNKBZ Kojiki 94-96).

268 For an English-language translation and description of these gods, see Heldt, Gustav, The Kojiki: An Account of
Ancient Matters (New York: Columbia University Press, 2014).
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subsection of poems on the topic of travel (¥ k{E kiryo saku).?*° The first example, Poem 1247,
comes from the Hitomaro Poetry Collection fifiAXEf i A\ Jpk = #K 2. The second, Poem 1213, is

from an old collection of poetry 5 £E:

BlEbiesrb 3Lk B hHO

A = B i | i Looking up at Mount Imose, created by
S<HLL WL F O REE _

B &Ege W The great gods Oanamichi and Sukuna,
Ao LELD

R & Is such a good feeling!
72 ﬁé’@i ZEiZLdYiFh .
ZEL FEEER Nagusayama was merely its name;
HINT 5D B A~DOVE~D
T TE—H Not even one in a thousand layers of my longing
e <& A K
HEH A Was given any comfort.?”

Volume Seven, a book also dedicated to miscellaneous poems, contains samples from no longer
extant poetry collections. Anonymous poems such as the two above often share similar motifs
and literary devices with poems by named authors, which gives the impression that the latter
poems were inspired by the former. It is clear that the first four lines of Sakanoue’s 963 are
reminiscent of the first two lines in Poem 1247, which Aso Mizue classifies as belonging to a
subcategory of poems that can best be described as praises for natural features encountered
during travel.?’! In Poem 963, the gods serve as preface words for the image of Mount Nagoya,
which is the focus subject, instead of being the subjects of praise as shown in Poem 1247. The
last five lines of Poem 963 also find inspiration in Poem 1213 and have almost the exact same
reading for the last three lines (“not even one in a thousand layers of my longing is/was given

any comfort”).

269 For example, see Onodera (1993).

270 Like Poem 963, Poem 1213 contains a play-on-words with the name of the mountain, Nagusa, and the verb
nagusamu.

271 Aso Mizue (1992), 130. The phrase in Japanese is fift 1 D B2 x5~ 5 .
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Previous scholarship provides a number of interpretations for Poem 963 based on its
similarities to the poems shown above. For example, 1td6 Haku believes Poem 963 to be an

example of poetry about religious practices related to travel (¥ Ji%{5 11! kiryo shinké), where the
traveler composes a poem in order to perform a pacification, or chinkon #83f. According to Ito,

by taking objects such as mountains or gods, one praises nature, recalls their homeland, or
mourns those who have passed away.?’> Based on the preface and the first four lines of Poem
963, one would think that, similar to the Poem 1247, the speaker in Sakanoue’s poem is offering
up praise to the mountain and the gods that created it. By referring to Poem 1213 in the latter half
of her poem, however, Sakanoue’s narrator seems to harbor negative feelings toward mountain
instead of revering it. Using a play on words with the mountain’s name, Nago and the verb
nagusamu, the reason for the subject’s feelings become clear. Though the gods in giving the
mountain its name also gave it the apparent power to comfort others, it is in name only as the
subject’s longing is not actually quelled by the mountain. Poem 963 not only combines the
subject of Poem 1247 with the speaker’s sentiments in Poem 1213, but also creates a different
kind of poem and speaker by building upon a poetic tradition. Sakanoue does not merely mimic
older poetry, but also adds a twist to her rendition. In doing so, she creates a literary network
where poems are both separated and yet connected via motifs and themes.

In regard to historical background on this poem, it has been generally assumed that

Tabito’s wife, Lady Otomo KR %z, along with Sakanoue’s husband Sukunamaro passed away

by Jinki 5 (728), and Sakanoue afterwards moved down to Dazaifu to raise a young Yakamochi

272 1t5 Haku, “Omi no koto ka no bungakuteki no ishiki,” Man *yashii no kajin to sakuhin (Tokyo: Hanawa shobo,
1975).
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and look after Tabito.?” Tabito would move back to the capital two years later, however, in order
to take up the post of dainagon KANS (“senior counselor”). This information cannot be found

in the Shoku Nihongi, as it does not give a specific date for his appointment. The history only
mentions the year in which Tabito passes away, having attained the rank of dainagon, junior
second rank.?’* Rather, it is the headnote for the opening poem in Volume 17 of the Man yoshii
(Poem 3890) that mentions Tabito’s promotion. It also marks the date of his journey as being the

eleventh month of Tenpyd 2:

RV AP A — A REERM RPN S DREMINEE ] btz IRp AR DE 551 H

RS AT

In Winter, the eleventh month of Tenpyo 2, Earth-Senior/Horse, the Governor of Dazaifu

was entrusted with the position of dainagon (he held two positions concurrently). When

he returned home to the capital, his attendants took a separate sea route to return to the

capital *”
This coincides with the date ascribed for Poem 963. Based on the information provided in the
headnotes for Poems 963 and 3890, this means that Sakanoue and Tabito either traveled together,
or she headed back to a capital ahead of him. Given that it states in Poem 963’s preface that she
“departed from the Governor of Dazaifu’s house,” this phrasing suggests that Sakanoue left
Dazaifu ahead of Tabito.

Not all scholars accept the information of the headnotes as historical fact, and in fact
some find it to contain contradictions with the poem itself. In ascertaining the possible routes

Sakanoue could have taken from Dazaifu back to the capital, Kajikawa Nobuyuki determines

that she likely did not climb the mountain in reality.?’¢ Rather, Sakanoue used the image of the

273 See Doe (1982), It (1996), or Onodera (1996) for examples of this theory.

274 See entry for Seventh Month of Tenpyd 2, Shoku Nihongi 2, 246-47.

275 Headnote to MYS XVII, Poem 3890.

276 See Kajikawa Nobuyuki (2001), 155-82, for his entire argument.
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gods and the mountain to create her own legend and as a means to express her longing.?”” Asano
Noriko similarly proposes in her interpretation of Poem 963 that, even though Mount Nago is
specifically mentioned, the poem is not about this particular mountain. Instead, by tying the
image of the mountain to the speaker’s longing and alleged feelings of love, the actual
mountain’s characteristics disappear, and it becomes a symbol tied to the narrator’s passions and
longing.?’8 In other words, Asano abstracts both the mountain and the poetic persona within
Poem 963, relegating this poem to a purely literary space. In this way, one could think of
Sakanoue’s poem as occupying the same abstract realm as Volume Seven’s anonymous travel
poems, and in particular Poems 1247 and 1213 from which it so clearly draws inspiration.

There are a few issues with these interpretations, however, in their treatment of the
headnote as it relates to Poem 963. Asano completely disregards the context provided by the
headnote in favor of arguing for its position in an intertextual literary network. While Poem
963’s connection to older songs from the Hitomaro collection are valuable in establishing that
poetry circulated among at least the aristocracy in the eighth century, its headnote makes it clear
that the compilers intended to frame Poem 963 within a larger narrative about Tabito and the
Otomo lineage’s return to the court in Nara after years away, during a time when much had
changed. Specifically, the aftermath of the Prince Nagaya Incident in 729, which resulted in
Nagaya’s death along with many members of his family and significantly changed the social
fabric of the court to the point that Fuhito’s sons occupied most of the high-ranking positions.
Though Tabito’s promotion to dainagon would have been a source of personal and familial

pride, it is also bittersweet as he along with his family are on a journey back to an unfavorable

277 Ibid., 178.

278 Asano (1994), 98.
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situation. The narrator’s longing as described in Sakanoue’s Poem 963 cannot be comforted due
to her family’s uncertain future at the capital.

Meanwhile, Kajikawa places too much emphasis on the question of whether Sakanoue
actually climbed the mountain. I agree with his judgment that scholarship too readily accepts the
information provided by headnotes and endnotes as reflecting historical reality. I do not think
there is much to be gained from ascertaining the veracity of paratextual elements, however.
Rather, we can and should consider how they frame the author within the text, and what kind of
“story” is being told. From the headnote to Poem 3890 in Volume XVII, the first of several
books to come from Yakamochi’s private collection, the reader learns that Tabito’s household
purportedly went home in two separate groups. The headnote for Poem 963 establishes Sakanoue
as a member of one of those groups and positions her not as a woman looking at a mountain
while longing for a lover, but as a traveling courtier thinking of others on her way back to the
capital. As suggested in the last paragraphs of Kajikawa’s treatment of Poem 963, Sakanoue’s

person currently travels through the “barbaric” 7% region near Mount Nago on her way back to

the civilized center of her world, Heijo-ky0, a land that is insufficient in bringing her comfort.?”

Kajikawa states that the reason for this is because she is a woman from the capital, but I also
think there is an additional layer of political meaning. As a subject of the Yamato sovereign,
whose influence radiates from the center of civilization, of course mountains in the hinterlands
could never be sufficient for Sakanoue, just as the sea channel in Kytishii for Tabito could never

compare to the waterfall at Yoshino.

279 Kajikawa (2001), 180.
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Sakanoue’s journey continues through the next poem, a tanka poem that commentators
believe was composed during the same trip back to the capital. It is recorded that, after looking at

seashells on the beach, Sakanoue composed the following poem:

()35 b RIS 2 ) g s R EA R —
The same Lady Sakanoue composed a poem when she was on the sea route heading
toward the capital and looked at shells on the beach.

PR C T iR AL . ‘
E;“ﬁ%/]‘ “‘E %A w5 When I long for my young man, it is painful.
WeEbhs iE [OYNe ] s T

i A7 ? E’“ii If there is time to spare, I shall go gather them!
z LN‘)@ RO

fit = H Shells used to forget this longing.?%

Similar to Poem 963 preceding it, Sakanoue’s Poem 964 about gathering shells along the
seashore occupies a shared literary space with other poems in the Man 'yoshii through the use of

2

the word koiwasuregai 7%= H, which has been translated here as “shells used to forget longing.’
There are three other examples of this term in the Man ’yoshii. One of them, from Volume

Seven’s “Settsu Compositions” fi# 1 (Settsu saku) section is very similar to Poem 964:

WeEEHH I (VAN

R A& ?/n\ ziN E’“ If there is time to spare, I shall go gather them!

THDZ D *Lwiébb 5

FEHEz RNz Shells used to forget longing, which are said to come
z LN‘)@ RO

fit = H To the shore of Sumiyoshi.?’!

There are only two differences between Sakanoue’s version and this one. First, Poem 1147’s
setting is specific. It is placed in a section of poems about the Settsu Province and, on top of that,
describes Sumiyoshi as a shore where these special shells wash ashore. This poem focuses on the
locale and the shells themselves. Neither Sakanoue’s Poem 964 nor the preface that precedes it

give any hint as to her location, however. It only mentions that she is on “a sea route.” Second,

280 MYS VI, Poem 964.

BIMYS VII, Poem 1147.
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Poem 1147’s speaker implies that their current emotional state is troubled, since they desire to go
gather shells to alleviate their longing. Sakanoue’s version, however, makes this state explicit by
exclaiming the pain they feel as they long for an absent loved one. The focus is on the speaker
and their feelings of longing rather than the scenery they encounter on their journey.

Notably, the person they are thinking of is a man as the speaker refers to them as wa ga

seko D315 -, translated here as “my young man.” This can either refer to a close male relative

or lover, though the term more often is interpreted as referring to the latter than the former.
Asano Noriko argues that the setting for Poem 964, presumably from the same trip as Poem 963
given their placement side-by-side, provides a backdrop or source of inspiration for a love poem.
Furthermore, she maintains that although the historical figure of Sakanoue resided in the same
area as Tabito’s Dazaifu poetry circle, her poems are in another poetic world with a different set
of themes and motifs, and devoid of the political concerns that run through some of Tabito and
Okura’s poetry, especially in Volume Five where many of their poems focus on the distance
from Dazaifu to the capital >8> Within this realm, the abstract figure of the woman emerges, a
persona whose primary concerns are related to love and relations with the opposite sex.

I am not sure that is entirely the case for Poems 963 and 964, however. Taken
individually, it is natural to argue that these poems showcase the persona of a feminine figure
pining for someone who is in all likelihood a lover. If we examine Poems 963 and 964 together
along with their paratexts and consider the poetic speaker in each of these poems to be one and
the same, the answer changes. In Poem 963, the speaker lodges her complaint against the
mountain for being unable to live up to its namesake and comfort her. As clearly indicated by the

description of “one in a thousand layers,” her longing is severe and potent. She does not identify

282 Asano (1994), 107.
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the object of her longing, but the speaker is clearly distressed. In Poem 964, we see a shift in the
speaker’s feelings from that of sorrow and anger over the inability of others to soothe her longing
into a resolve to end the painful feelings by gathering seashells that will help them forget their
beloved. It is as if the compiler of Volume Six placed Poems 963 and 964 side by side to create a
singular overarching narrative between the two. Though the two poems are not immediately
connected, as Poem 964 is not a hanka to 963’s choka, together they create a story about
Sakanoue’s return to the capital in which she is consumed by longing, frustration, and the desire
to resolve these negative emotions.

As the term wagaseko can be used to refer to any male person with whom the speaker has
a close relation, one could argue that the object of longing is Tabito or Yakamochi. Since there is
no way to confirm an identity, however, it is better to argue that the persona for Poems 963 and
964 is more akin to the figure of a traveling noble missing their loved ones as they make their
journey across unfamiliar territory. Similar to Poems 5 — 6 in Volume I by Lord Ikusa describing
his yearning for his wife while traveling with the emperor, or the feelings of homesickness
described by members of a diplomatic mission to Silla in Volume XV,2% Sakanoue’s poems
display the impact of travel on her emotions yet also demonstrate her devotion to her duties as a
member of her brother’s household. Poems 963 and 964 situate themselves within a literary
network established by particular poetic personas and, at the same time, commemorate her

family’s return to their rightful place at the center of the realm.

283 See Duthie (2014), 23641, for a translation and analysis of MYS I, Poems 5-6, and Horton (2012), 1044, for a
full translation of the Silla sequence.
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A Brief Interlude into the Poetic Realm: Poems 97995 as “Sakanoue’s Section”

Though characterized primarily as a book organized by historical events, Volume VI has
a couple of sections where dates disappear from the text, and time is suspended as a result. The
first of these sections begins after Poem 978, a poem that Okura allegedly composes and sends to
Fujiwara no Yatsuka while ill and reads as if he were on his deathbed.?®* Following this portrayal
of Okura’s passing, only a few poems after Poem 970 which also functions as a symbol of
Tabito’s death, is a series of poems from 979 to 995 included in the volume that have no
calendrical reference, seemingly composed in private contexts such as banquets or personal
travel. Itd Haku labels this part of Volume VI as “Sakanoue’s Section.”?%5 One obvious reason
for this title is that Sakanoue is the the most prominent contributor with seven poems attributed
to her name. The rest of the authors are either Sakanoue’s relatives (Ahe no Mushimaro,
Yakamochi), known associates of the Otomo lineage (Fujiwara no Yatsuka), poets from a region
in Kytishii (a woman called Oyake), or Prince Shiki’s descendants (Prince Yuhara, Prince
Ichihara).?®¢ The connections drawn between these authors and Sakanoue or Yakamochi helps to
center the family again and is reminiscent of Volume III’s hiyuka section or the long sequences
of exchanges between Otomo affiliates in Volume IV.

Poems 979 through 995 as a section possess their own unique features and can be roughly
organized into three distinct poetic categories of moon poetry, travel poetry, or banquet poetry.
Unlike even other banquet poems found in other parts of Volume VI, these poems are not

historicized, appearing as if they were composed in private settings or drinking parties. The three

284 For an English translation, see Cranston (1993), 372.

25 1t5 (1996), Vol. 3, 416.

286 For a basic family tree, see Appendix D on page 218 in this dissertation.
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travel poems (990 through 992) written by Sakanoue and Ki no Mikahito #E A, Lady Ki’s

father, also seem to have been composed during personal travel, as there is no mention of a royal
procession. In other words, this section exists outside the frameworks of imperial time and
discursive space that define other parts of Volume VI. “Sakanoue’s Section” instead represents
the works of the Otomo lineage and other members in their circle as examples of poetic practice
in the early eighth century. By also focusing on the literary activities of Sakanoue and a young
Yakamochi, this section continues the trend of representing the Otomo as loyal subjects with
literary talents through Sakanoue and lays the groundwork for Yakamochi’s eventual
reappearance as the narrator for Shomu’s excursions in the latter half of the volume.
“Sakanoue’s Section” begins by establishing its foundational relationship between
Sakanoue and Yakamochi. It is composed at an unknown date but presumably around 732 or
733, since the rest of Volume VI is organized chronologically. Sakanoue apparently sends it with

her nephew when he leaves the Saho residence:

KREES _ERR 2 GIR GE R e PR i e Bk — &
A poem Lady Otomo no Sakanoue gave her nephew Yakamochi when he returned to the
Western Residence from Saho.

b M FAHERITL

B FHKE The robes that my dear young man wears are threadbare, so
& F R Wiel e sE %

R EGE R IR Please do not harshly blow, winds of Saho,

WA ZWZH ET

JEiv e Until he has arrived home.2%7

The poem’s message is straightforward in stating the narrator’s desire that the young man
remains safe during his travels. If the placement of this poem follows the rough chronological
principle used to organize other parts of Volume VI, then Yakamochi is around fifteen or sixteen

years old during the time of its composition in 732 or 733. This date also matches the date of

27 MYS VI, Poem 979.
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composition given for the God-Worshiping Song (Poems 379 and 380) recorded in Volume III.
Furthermore, there is an implication in the headnote of this poem that Sakanoue, if not an actual
clan leader as some scholars have suggested through her portrayal in the God-Worshiping Song,
at least resided in the Otomo lineage’s main residence at Saho following Tabito’s death.

Saho is a notable landscape that is regularly featured in Sakanoue’s body of work. As
discussed with her exchange with Fujiwara no Maro in Chapter One, it becomes heavily
associated with the Otomo lineage in the Man ’yoshii. In particular, the area is identified with
Sakanoue’s father and Yakamochi’s grandfather, Yasumaro, as the headnote for Poem 126 in
Volume II and the endnote to Poem 528 in Volume IV identifies him as the “Saho Councilor.”

LR RHNS This space, therefore, comes to have great importance for the family as depicted

throughout the anthology, and Sakanoue’s position from within Saho is symbolic of her power
within the family structure.

Commentaries on Poem 979 often speculate about the use of the term wagaseko in Poem
979. Since it is often used in poems classified as “love songs,” scholars mention its seemingly
peculiar use in the above poem sent from aunt to nephew. While mentioning the potential erotic
connotations associated with the term, Higashi Shigemi is quick to state that reading romantic
feelings into the poem would be an exaggeration of its meaning and intent.?3® Edwin Cranston
similarly interprets Poem 979 as an expression of Sakanoue’s “motherly feelings” toward
Yakamochi, though he prefaces this statement with a claim that Sakanoue has a “tendency to
define her relationships in amorous terms.”?% I prefer to adopt the more generalized (and

accepted) meaning of wagaseko as a term of endearment used for someone with whom the

288 Nakanishi, ed. (1998), 124.

289 Cranston (1993), 409-10.
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speaker has a close relationship, as it is also often used in exchanges between men.? It is safe to
say that Sakanoue’s poems depict her as having great affection for her nephew, but there are
pitfalls with reading more into Poem 979 beyond an understanding of their relationship as a
close, familial bond.

Other scholars have questioned whether Poem 979 has any connection to the developing
relationship between Yakamochi and the Elder Daughter, which Sakanoue seems to be invested
in facilitating the relationship based on her poems in Volume IV. Hadano Takekuni proposes that
the robe in the first two lines of Poem 979 is meant to refer to the robes wives often made for
their husbands during premodern Japan.?*! Thus a “threadbare robe” would symbolize a weak
relationship or marriage and be an observation of Yakamochi’s lack of commitment to
Sakanoue’s daughter. Though Yoshii Iwao highlights Hadano’s theory as part of his commentary

on the poem for the Man 'yoshii zenchii J7 B4 427E, he believes that the last three lines of the

poem lighten the severity of the first two lines, and give a warm and casual impression.?%?
Indeed, it is difficult to read Poem 979 as an expression of Sakanoue’s disappointment in
Yakamochi as compared to Poem 585 in Volume IV where she asks someone directly why they

must leave their wife instead of staying when they long for their wife.2

Again, Poem 979 works
well enough as an expression of concern over Yakamochi’s well-being without looking for a

deeper hidden meaning.

290 For examples of this, see MYS I1I, Poem 247 by Lord Ishikawa addressed to Prince Nagata (Translation in Levy
[1981], 155), and MYS XVII, Poem 3975 by Otomo no Ikenushi addressed to Yakamochi (English translation in
Cranston [1993], 612)

2! Hadano Takekuni, “Keru kinu usushi k6” Kokugakuin zasshi (1938). Quoted from Yoshii Iwao, Man yoshii
zenchii 6 (1984), 155.

292 Zenchii (1984), 155.

293 See Page 56 of this dissertation for a translation and analysis after.
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That being said, there is something particular about the emphasis on the winds of Saho
along with the contextualization of the poem as an item with Yakamochi as he departs his aunt’s

home. In her article on the use of geographical expressions H14 5l (chimei hyogen) in

women’s poetry recorded in the Man yoshii, Noguchi Keiko mentions that Saho is a region
where high-ranking nobles were concentrated, and so becomes a focal point in women’s
poetry.?®* Located to the east of the capital, the neighborhood in some ways functions as a center
of the world according to members of the aristocracy, though obviously not superseding the
palace where the sovereign resides. Yakamochi’s departure from his aunt’s home located in the
heart of that culture, along with its symbolic importance to the Otomo lineage, is reminiscent of
the journey courtiers undergo into the hinterlands then. Granted, Yakamochi’s journey to the
“western residence,” presumably on the western side of the capital, is a far cry from the wilds of
the Kyiishii or Hokuriku regions to which he travels later in life. Within the microcosm of the
family, however, leaving Saho is leaving the comforts of home, and Sakanoue is portrayed as
concerned over Yakamochi’s lack of preparation with his insufficient clothing. As an
introduction into the private poetic world of the Otomo, Poem 979 establishes Sakanoue at its
center and her relationship with Yakamochi as its focal point.

The next sequence in “Sakanoue’s Section” revolves around the topic of the moon, which
later becomes a staple in waka poetry. Over the course of seven poems, both male and female
authors compose poetry inspired by its image. Within this section, three poems by Sakanoue are

recorded as follows:

RS ERS 2 =&

Three poems on the moon by Lady Otomo no Sakanoue

294 Noguchi (2007), 32.
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P07y O TeinE ERE %

Yam s AL Is it because of how high Mount Takamato

7;:.{): T b WTL %52& O . ) . )

= ke H T In Karitaka is? The moon coming forth will be
BEITHBE

B CRPE Late within its shining.

WL E D igv)@f_‘ff < . . . . ) .

5 X W&EE S A mist has risen in the night, glistening black.
iSlili\L< T i % o< i D . . . o
AR wh When I look at the moon, its light dimly shining,
B XML ‘é

RE W I feel a deep sadness.

LEDIED S & b oz EE

et BT It is good to see the light of the gentle moon

KIFE B As he comes out from the edge of the mountain and
Hob < L XL b
A=Y/ NS Crosses the fields of Heaven!

H—EHegrs ANaREBRACHE T fIEEEE K
As for the one poem [above], a source says that another name for the moon is
“sasaraeotoko.” Inspired by the word, [she] made this poem.?*>

The first three lines in Poem 981 repeat the word taka 1= (“tall,” “high”), emphasizing the

landscape as an obstacle for the narrator’s moon-viewing activities. As observed in the poem,
this will mean that the moon will arrive late, as if it were a person coming late to a party.
Multiple scholars have noted the similarities between Sakanoue’s Poem 981 and the poem by her

cousing Abe no Mushimaro that precedes it. His poem is recorded as follows:

LR Rk RR = H A

A poem on the moon by Ahe no ason Mushimaro

HEILD B S O RE & ' ‘ '
TR =42 T Rain-sheltering Mount Mikasa is so high—

i AR DX T
A S AJ)AHISKE  Perhaps that’s why the moon has yet to come up over it,

B R Even while night wastes away.?®

295 MYS VI, Poems 981-983.

296 MYS VI, Poem 980. Translation from Cranston (1993), 396-97.
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Though it does not contain the same repetitive qualities in the use of the word faka as Sakanoue’s
Poem 981, the narrator in Mushimaro’s Poem 980 also observes that the mountain’s height is
affecting their ability to see the moon deep into the night. According to Itd, Mount Takamato and
Mount Mikasa lie in the same direction toward Kasuga, suggesting that Mushimaro and

Sakanoue might have composed their poems during the same moon-viewing party.’

Certainly
the similarities in theme and subject matter between Poems 980 and 981 justify their placement
together in both Sakanoue’s Section and Volume VI in general.

The tone of Poem 982 by Sakanoue continues the mood described in Poem 981 as the
narrator feels sad at the dimness of the moon’s light. With the mist covering it, it cannot shine as
bright as it might under different circumstances. Poem 982 expresses a type of longing and
sadness that is often associated with love songs. As Hamada Mayumi points out, however, moon
poems do not express the manifestation of love, but rather of waiting in longing as what seems to
be popular in Sakanoue’s time.?°® This means that the position of Poem 982’s speaker can be

interpreted as that of a woman waiting in vain for her lover to visit. The use of the term

sasaraeotoko PEHY FL 41+ in Poem 983 genders the moon as masculine and, if one were to

adopt the traditional (heteronormative) line of thinking, gender the speaker of the entire sequence
as feminine. With the assumption that a woman feels deep sadness because a male lover is late in
visiting her, Poems 981 through 983 can be interpreted as love poems written in a traditional
feminine mode.

The issue with the above interpretation, however, is that there are no clear indicators of

gender besides the use of the term sasaraeotoko in Sakanoue’s moon poems. As Hamada points

27 1t5 6 (1996), 401.

298 Hamada (2001), 5.
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out, Sakanoue’s poems contain no vocabulary that indicate an object of affection or longing
when compared to other moon poems in Sakanoue’s Section.??” For example, the only other
poem written by a woman among Poems 980 through 987 explicitly mentions the figure of a kimi
(“lord™):

SRR - A B — & (IR F H R R ]

A poem on the moon by a maiden from Buzen Province
The maiden’s personal name is Oyake. Her designation and lineage are unknown.

CH#y < o~ & BB L

ERR EJ7 D Hidden in the clouds, where it goes we cannot say,
biss  oxEREs N .

o HwkEZ But I yearn for it—the moon, my love, are you eager
HEUZY T D

BRI 2 T To gaze on it as 1739

Not only is there a direct referral to a male figure within the above poem, but the maiden also
uses the phrase mimaku hori suru 5% < 8k YD 9% (“Are you eager to gaze on it?”). As this

phrase implies sexual desire through an erotic gaze, Oyake’s poem provides a clear example of
how a love poem utilizes the image of the moon to express desire. Sakanoue’s poems by
comparison are much more ambiguous as to the nature of their sadness and longing.

The image of the sasaraeotoko in Poem 983 is one of the most interesting elements in
Sakanoue’s sequence of moon poems, as it is the only use of the term in the entire Man yoshii. It
also becomes the entire crux of meaning for the sequence in my opinion. As the endnote for
Poem 983 states, the term is allegedly another name for the moon. In addition, it evokes the
specific image of a gentle male youth according to various commentaries. With this
understanding of the term’s meaning, Hamada interprets Poem 983 as a description of a young

male lover.>*! This is a definite possibility as the narrator in Sakanoue’s Poem 983 similarily

299 Ibid. 9-10.
300 MYS VI, Poem 984. Translation from Cranston (1993), 380.

301 Hamada (2011), 8.
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gazes on his form as the narrator in Oyake’s Poem 984.

Considering that the moon in this instance is meant to call to mind the image of a young
man, however, is it possible to interpret the figure of the moon in Poem 983, and Sakanoue’s
sequence as a whole, as about Yakamochi? Though without any dates recorded therein, Poems
979 through 995 of “Sakanoue’s Section” are generally assumed to have been composed between
732 and 733. This makes Yakamochi around fifteen years old, qualifying him as a youth.
Furthermore, there are a few other instances where Yakamochi is associated with the moon. One
example comes later in “Sakanoue’s Section” where two poems composed by Sakanoue and

Yakamochi on the subject of the moon are recorded side-by-side:

Al LRSI H K —

A poem by the same Lady Sakanoue on the new moon

oFhb T 7 B SE O

AN BE=HHZ The new moon rises. I simply scratched these eyebrows
FL ko d’ BRI L

JEIRYE R K Shaped like crescent moons, and I have met with my lord
BT b~ Db

PETIN *B A [13% For whom I have longed many days!

REEERFFFIA B— 8

A poem by Otomo no sukune Yakamochi on the new moon

50 ST T J’H’) SE L E

T)JE i ffi #H R When I look up and gaze at the crescent moon there,
veE o L Ve O FLUOE

—H %z NT5JE5| I am reminded of the shape of their eyebrows,
io%)liébé N

AT & 7%?] That person whom I once glimpsed!*%?

As the headnote for Yakamochi’s poem does not indicate that his was composed in response to
Sakanoue’s contribution, it is unclear whether these poems were composed at the same time. An

anthological reason for their placement together, however, is because they are both on the same

302 MYS VI, Poems 993 and 994.
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subject of the “new moon” and the inclusion of the moon in its crescent form. Here both
Sakanoue and Yakamochi adopt what could be described as traditional feminine and masculine
voices of a woman expressing elation at her lover finally arriving and a man longing for a
woman he saw ever so briefly.3?* Of course, this does not necessarily imply an incestuous
undertone to their relationship. Rather, it establishes a connection between Yakamochi’s early
compositions and Sakanoue’s body of work as examples of Tenpyd era court poetry and their
close association with each other in this section of Volume VI.

As Sakanoue and Yakamochi’s relationship is the focal point of “Sakanoue’s Section” in
Volume VI, Poems 981 through 983 can possibly be interpreted as a metaphor for Yakamochi
and Sakanoue’s anxiety over his future as a leading figure of the Otomo lineage. As the mountain
over which the moon must rise is very tall in Poem 981, Yakamochi must overcome career
obstacles such as Fujiwara domination at court during this time. The image of moonlight
dimmed by the presence of fog in Poem 982 further serves the metaphor, as the young hero
Yakamochi’s brilliance is muted by the presence of other high-powered factions. Finally, he is
able to come out into full view of the court, just as the moon crosses the fields of heaven in Poem
983. A few entries later, Yakamochi’s first appearance in Volume VI is recorded, and it also
might be the earliest of his over four hundred contributions to the Man 'yoshii. Sakanoue’s
preceding poems usher in one of the anthology’s main literary protagonists all the while.

The rest of Sakanoue’s contributions to this section of Volume VI further develop an
image of her as leading figure with the Otomo lineage who participates in the memorialization of

the Japanese court. Recorded right before her and Yakamochi’s poems on the subject of the new

303 1t does not escape my attention that Yakamochi’s Poem 994 evokes the image of kaimami that noblemen in
Heian period literature engaged in while courting potential lovers, but I hesitate to call it an early example of this
literary trope.

191



moon is a poem on the topic of the Gangdji temple 7T L3

RS LR 2kt Bl<F 2 Bf— &

A poem Lady Otomo no Sakanoue composed on the ruins of Gangoji

ShHEL o I » ik bhnl

s RSEREA Although there is the ancestral land of Asuka,
ba 1T XL &‘bd)‘ k2

HIE PR %ﬂz How good it is to see Asuka within

# b L KL B

JZR Ju Nara of the blue-green earth!3%4

According to a number of commentaries, Gangdji temple is located in what is now a town called

Shibanoshinya & 2 H] in modern-day Nara. Originally built in 588 on the Makami plains in
Asuka by Soga no Umako &35 1+ (5512 — 626) as Asuka Temple &% =F or Hokoji {EBL=F,

the temple was eventually relocated to Heijokyd in 718.3% The poem’s description of “two
Asukas” refers to this historical fact about the temple’s relocation along with the capital. Poem
992 is a relatively straightforward poem in its reverence of the current capital while still
acknowledging its connection to the old capital. Compared to Tabito’s poems where he expresses
a desire to return to ancestral lands, the narrator in Sakanoue’s Poem 992 chooses to focus on the
present and praise the land in which the sovereign currently resides.

This recurring theme regarding the passage of time continues in Sakanoue’s last
contribution to this section of Volume VI, a poem that was allegedly composed during a family

banquet iK% D E- (ugara no utage).>*® As one of the only examples of poetry written in this

specific type of setting, Sakanoue’s banquet poetry reveals that private drinking parties among

family members of both genders were conducted during this time period. Numbered as Poem

304 MYS VI, Poem 992.
305 For more information in Japanese, see Yoshii (1984), 174, and 1td (1996), Vol. 3, 411.

306 Other examples with this classification include MYS 111, Poem 401, and MYS VIIL, Poem 1656.
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995 in most editions, the following poem reads as if it were an opening address to guests at a
party:

RS RS2 s —

A poem by Lady Otomo no Sakanoue during a banquet with her relatives

» < L oo HEVRDHZZ

nye/E i AREL Just as such, enjoy yourselves and drink!

L& & 7T5H 1% 1% B>

BRI BEEE Even the grass and trees, though they flourish in the spring,
HE E b

W& Come Autumn, will wither and fall.**?

Itd Haku observes similarities between the above poem and one of Tabito’s compositions in
Volume IIT in terms of their themes of ephemerality and sensual abandonment.*%® Just as with her
brother’s treatise on the joys of drinking alcohol in Volume III, Sakanoue in Poem 995 appears
to abandon worldly concerns for the sake of enjoying the company of her family. Though the
above poem does not contain overt references to Sinitic classical poetry, it still displays an
awareness of how banquets facilitate the creating of a cultural community. As a capstone to the
“Sakanoue Section” of Volume VI, Poem 995 serves as a reminder that all things have their
season, and that the only constant is change itself. This message is apt in light of the historical
events covered (or not) during the next section, where the volume returns to a chronological

framework.

307 MYS VI, Poem 995.

308 115 (1996), Vol. 3, 415. For the poem in question, see MYS III, Poem 349. It reads, “Every living man is a
creature that at last/Must come to die—so while I’'m here in this world/I’d like to have some fun.” (Cranston [1993],
336)
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Sakanoue’s Poetry during the Rise of Tachibana no Moroe

The next section of Volume VI, from Poems 996 through 1028, can be described as a
depiction of Prince Katsuragi’s “rebirth” as Tachibana no Moroe and his ascension to political
and cultural power at Shomu’s court during the latter half of the 730s. After a series of poems
from imperial proceedings to the detached palaces at Naniwa and Yoshino in Tenpyd 6 (734) and
Tenpyd 8 (736), the next major historical event recorded is Prince Katsuragi’s adoption of his
mother’s lineage name, “Tachibana,” in the 11" month of Tenpyd 8. Two poems composed by
the sovereign (exact authorship unknown) and Katsuragi’s son, Naramaro, at a banquet hosted in
his half-sister Empress Consort Komyd’s residence commemorate the event.>” From here, there
are no public banquets sanctioned by the sovereign recorded in this section of Volume VI.

Instead, there are poems recorded from banquets hosted by Moroe, Prince Kadobe P73+ (d.
745), and Kose no Sukunamaro F.Z2/0Jif (7 (dates unknown).’!° Notably, the Fujiwara lineage’s

presence is nonexistant in this section as there are no poems recorded from any member,
including frequent Otomo associate, Yatsuka.

There are a few explanations for the lack of Fujiwara presence in this section of Volume
VI. Since the corresponding dates for this section range from 734 through 739, that means this
section records poems that were also composed during the smallpox epidemic that ravaged the
archipelago between 735 and 737. The disease reached even the highest ranks of nobility, and
the heads of all four major Fujiwara branches (Muchimaro, Fusasaki, Umakai, and Maro) died

by the end of 737 as a result.>!! This provides a possible explanation for the absence of poetry

309 MYS VI, Poems 1009 and 1010.
310 These events correspond to Poems 1024 through 1027, Poems 1013 through 1015, and Poem 1016 respectively.

311 See the entries for the Fourth through Seventh Months of Tenpyd 9, SNKBT Shoku Nihongi 2, 320-25.
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from their faction recorded in this part of Volume VI: the brothers were simply not alive to host
such events.

Even with such a simple and reasonable explanation, there is a glaring lack of poetry
elsewhere in Volume VI written by either the four Fujiwara brothers or their associates. The only
example of poetry from an event commemorating any of the four Fujiwara brothers is the
inclusion of poetry from a banquet hosted by the sovereign in Tenpyd 4 in honor of Fujiwara no
Umakai’s assignment as military governor of the Saikaido.?!'? Such an absence in representing
poetry from their groups suggests that the compiler(s) might have decided to deliberately exclude
them from the volume’s narrative. Instead, Tachibana no Moroe and other imperial princes along
with their allies are given space within Volume VI to both speak for the realm and demonstrate
their poetic prowess as a group.

Within this section the Otomo presence is minimal, save for the inclusion of two tanka
poems written by Sakanoue on separate occasions. Unlike her entries in the previous section of
Volume VI, Poems 1017 and 1028 both contain dates in their headnotes, contextualizing her
poetry within the flow of time once more. The headnote for the first poem states that it was
written during summertime in the 4" month of Tenpy®o 9:

E WA KA RS A B A h o B (AR S | L 2 LA g T R SRDE SR ARk —

Summer, fourth month: when Lady Otomo no Sakanoue offered prayers at Kamo Shrine,

she then passed over Mount Osaka, looked out at the sea of Omi, returned home at dusk
and composed this poem.

P (/Ss Tele = il O RE & . .
A& FRJyLeF The mountain peak of mulberry cloth offerings—
s Zx T WIS D~ D

A

g A&
A Bl {7 BP#E/R Crossing it today, in which field shall I

Wigh & b
Ny

e
iy
A

Set up my lodgings and stay?*!?

312 MYS VI, Poems 971 through 974. For translations, see Cranston (1993), 32628, and 398-400.

33 MYS VI, Poem 1017.
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Figure 1. Map of west Kyoto featuring Kamigamo and Shimogamo shrine, Mount Osaka, and
Lake Biwa
Compared with other poems to attributed to Sakanoue, Poem 1017’s headnote contains a
significant amount of detail contextualizing the poem it precedes. It depicts Sakanoue as going
on a long journey up north to the Kamo Shrine in order to pay homage before climbing Mount
Osaka to the south of modern-day Ky®oto in order to gaze at Lake Biwa before “retuning home”
late into the evening. The poem reads as if it was composed while Sakanoue is crossing the
mountain itself. Poem 1017 also ends with the narrator wondering where she will stay for the
night, as if there is an expectation that she will not complete her journey until the next day.
This contradiction between the description provided in the headnote and the persona

depicted in Poem 1017 is just one of many inconsistencies and mysteries with which scholars
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have grappled in their interpretations. If the purpose of Sakanoue’s trip was to offer prayers at
the Kamo shrine, why is the poem solely about Mount Osaka? Also, how feasible would it have
been to travel to all those sites in one day as suggested by the headnote? The map above, an
image captured from Google Maps, shows the three locations of both Kamo Shrines toward the
lower left corner,'* Mount Osaka as the red pin, and Omi Sea (Lake Biwa) on the right edge of
the map. The distance from the upper shrine down to the mountain is already considerably far. If
Sakanoue traveled back to her home residence in Heijo-kyo, it would make for a very arduous
journey.3!3

For this reason, scholars debate about which parts of Sakanoue’s journey actually
occurred and which might have been added later as a product of literary imagination or editorial

intervention. Aso Mizue claims that Poem 1017 is an example of “artistic intentionality” 3L 2% 75
[A] (bungei shiko) where Sakanoue decides to compose a poem describing the hardships of

travel.3!6 In this interpretation, Sakanoue depicts herself as traveling out further from Kamo
Shrine to Mount Osaka, but in reality, composed the poem during a banquet. Aso speculates that
she might not have even journeyed out to Kamo Shrine in the first place. Onodera Seiko also
expresses doubt over whether Sakanoue’s pilgrimage to the Kamo Shrine was for the purpose of
public worship, as it is peculiar to see women offer up prayers in such a public capacity unless it

is an imperial princess visiting Ise Shrine.?!”

314 Scholars theorize that Sakanoue likely visited the upper shrine 8 5##1: to the north.
315 See Figure 1 on the previous page. Mount Osaka is indicated by the red pin.
316 Aso Mizue. Man ’yoshii zenka kogi san. Tokyo: Kasama shoin, (2007).

317 Onodera (1993), 173.
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There is also a noticeable difference between the details of the headnote right before

Poem 1017 and its description in the table of contents H §& (mokuroku) at the beginning of the

volume. While the headnote in the body of the text mentions that Sakanoue went to worship at
the Kamo Shrine, its entry in the index only mentions Sakanoue climbing the mountain.
According to 1td Haku, the deletion of a reference to the “Kamo Shrine” from Poem 1017’s
description allows for the headnote to align with the body of the poem, and also reveals the
compiler’s understanding of the poem.*'® This modified descriptor of Poem 1017 appears in the

the Genryaku-kohon JUEFL A manuscript, the earliest existing version of Volume VI, dating

from the early Kamakura period.’!” In other words, certain paratextual elements such as Poem
1017’s entry in the index to Volume VI and its presentation in an early manuscript, along with
the subject matter of the poem itself, provide evidence for most interpretations focusing on
Mount Osaka.

There are also literary parallels that can be drawn between Poem 1017 and other poems
in the Man yoshii. Previous scholarship frequently mentions the possibility that Sakanoue’s
decision to travel to Mount Osaka and compose a poem about the location was inspired by
Takechi no Kurohito’s travel poems recorded in Volume III, in particular Poems 273 and 274.32°
Both poets write about the feelings of loneliness travelers experience, a common theme that
repeats throughout other travel poems recorded in the Man 'yoshii. Poem 1017 also shares

similarities with Poem 3593 in Volume XV. Recorded as part of a sequence commemorating a

318 15 (1996), Vol. 3, 450.
319 Tnoguchi (2017), 242.

320 For a translation, see Cranston (1993), 262.
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mission to Silla between 736 and 737, the speaker in this poem also wonders about where to

build shelter during their journey:

BiELEL O SR T R S O B

KPERE  EEDMARER After boarding the ship and rowing forth from
¥ T T ik w3 h oo L F I

FrER A FERAL T BRI the Fair Harbor of Otomo, on which island
wWoiEow % b o h

PO B AN Will I build my makeshift shelter?32!

As this mission to the continent involved another member of the Otomo lineage,?? the
connections between Sakanoue’s Poem 1017 and Poem 3593 help to build an interconnected
literary realm. Here noble subjects use specific imagery and expressions not only to convey their
own individual feelings, but also as a means of participating in the larger realm of the court.

As Poem 1017’s date corresponds with the years when a smallpox epidemic swept
through the Japanese archipelago, previous scholarship has also debated whether this poem has
any connections with the natural disaster. Yashiki Yorikatsu is the first scholar to propose that
Sakanoue’s poem is a prayer of safety for the Otomo lineage during the epidemic, and that might

have been the reason she traveled to Kamo Shrine in the first place.>??

Onodera Seiko disagrees
with this theory, pointing out that the epidemic had not reached the capital during the fourth
month of 737 and that it would be odd for her to pray for her lineage’s safety at a shrine

belonging to another.*?* Using an entry from the Shoku Nihongi that records Fujiwara no

Fusasaki’s death by the disease in the fourth month as evidence, Noguchi Keiko counters

321 MYS XV, Poem 3593. Translation from Horton (2012), 13. Text reformatted by me.

322 Otomo no Minaka Kf¥ =t (dates unknown). His exact relation to Tabito, Sakanoue, and Yakamochi is
unknown. After the initial ambassador, Ahe no Tsugumaro BiE#{k/FR =, died of disease in Tsushima during the
return trip to the capital, Minaka became the leader yet was too sick to travel himself. See Horton (2012), 49, for an
English language summary.

323 Yashiki Yorikatsu. Man yoshii koza, Shun’y5dd 1933. Quoted in Onodera (1993).

324 Onodera (1993), 173-80.
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Onodera’s argument and states that it is plausible for the epidemic to have reached the capital by
this point in time.3?> Nevertheless, the subject of Poem 1017 is not so much about the reasons for
Sakanoue making the trip to Kamo Shrine as it is about her experiencing feelings of loneliness
during the trip.

Beyond speculation about Sakanoue’s reasons for embarking on a journey to Kamo
Shrine, there is no reference to the smallpox epidemic in the text of Volume VI. The year of
Tenpyd 7 (735) is skipped entirely, and entries dated from Tenpyd 8 (736) and 9 (737) cover
Prince Katsuragi’s adopting the name, “Tachibana” and becoming a state subject along with a
number of banquets hosted by princes and nobles. It seems prudent to situate Sakanoue’s Poem
1017 alongside these poems and ask why it was included among them, especially when there is
no other entry by a woman. The answer perhaps lies in the headnote right before the poem, in
which additional information is provided about Sakanoue visiting Kamo Shrine to offer prayers.
Regardless of the fact that the poem itself focuses on Sakanoue’s personal feelings, offering up

prayers 2§ (hohai) is an explicitly public act, as pointed out by Noguchi.??® Therefore, Poem

1017’s headnote indicates that the reader should consider Sakanoue in the space of this poem as
if she were carrying out an official act, even though she held no official position in court. It
contains similar language and imagery to a headnote for an earlier entry in the volume featuring
Tabito, commemorating the time when he and other members of the Dazaifu went to worship at
Kashii Shrine in 728:

AT — A REE NEEFEFMERIRCIRT < R 55 BE T A HER 2 R R R

325 Noguchi (1997), 11.

326 Tbid.
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Winter, eleventh month: when the Dazai ministers finished offering prayers at Kashii

Mausoleum and returned home, they stopped their horses along Kashii Bay and each

made poems speaking their thoughts.>*’
Just as Tabito and his men take a moment to express emotions felt during their journey,
Sakanoue too is depicted as taking the opportunity to honor the occasion with a poem of her
own. The parallels between Sakanoue and Tabito’s portrayals situates them in similar positions
as subjects of the realm and Sakanoue as interim representative of the Otomo lineage on a
literary and social level. She travels in service of her duties as subject and also is given space in
the volume to record her experience and literary output from the event. It is near impossible to
ascertain the reasons for the journey, and there is doubt whether such a journey was feasible in a
single day. The feasibility of such travel, I would argue, is not as important as the fact that
Sakanoue is portrayed within the text to make the journey in the same manner as her brother.
This distinguishes Sakanoue’s image from that of other women both in Volume VI and in other
volumes, as she becomes an avatar for the Otomo lineage and their literary legacy.

Sakanoue’s last recorded poem in Volume VI involves a peculiar incident with a giant

flying squirrel 2% & (musasabi). Dated during an unspecified month in Tenpyd 11 (739), the

animal flies into the palace while Shomu is out hunting on the plains of Takamato. According to

the headnote, someone in the palace catches it with the hopes of presenting it to the sovereign:

TN REWE SRR NERMER Rz T R R a5 A g R LA
PEERRR LBERTRIR — 1 ik e B R et

Eleventh year, Earth Rabbit: when the Sovereign went out hunting in the fields of
Takamato, a small creature escaped into the capital residence. Thereupon, a brave man

caught it alive and presented it to the Sovereign. A poem accompanied it.
The animal’s name is commonly said to be a flying squirrel.

Kz &ELR Since the brave men had been chasing down game on

327 Headnote to MYS VI, Poems 957 through 959.
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Tz i ST B T D

BAEH BN TR Mount Takamato, it came down into the palace,
& X v i
REHAE R This flying squirrel right here.

A BRI ERSAcfEs (BASETRM/NERSESE A HRRRAR I 2

As for the poem [above], Lady Otomo no Sakanoue made it. However, when it had not yet

been presented [to the Sovereign], the small animal died a violent death. Due to this,

[they] halted in offering this poem.>*8
While the content of the poem itself is not very interesting, the headnote and endnote are both
surprisingly detailed, which suggests that it came from within the Otomo household, most likely
from Yakamochi. Another peculiar aspect of the paratext is that authorship is attributed to
Sakanoue only in the endnote following the poem. Besides Poems 4220 and 4221 (her last
recorded entries in the entire Man yoshii) in Volume XIX, Poem 1028 is the only example where
Sakanoue’s name is not given in the headnote before the poem. In addition, the paratext’s format
resembles that of Volumes XIX and Volume XX, with each author’s name appearing in the
endnote instead of the headnote. As these volumes are a part of the collection to which scholars

2 13

refer as Yakamochi’s “poetic journal” #k H 56 or “poetic diary” #k H i and the format of Poem

1028 uses a similar pattern, it is safe to theorize that this poem directly came from Yakamochi.
The next question to address is why such a poem was included in the anthology, given its

lack of creativity along with the fact that the gift was aborted in the end. Perhaps one reason is

because of who was involved in the events surrounding the poem. By the time this poem was

composed, Yakamochi was already employed in the palace as an udoneri.’*® For this reason, Itd

328 MYS VI, Poem 1028.

329 This is based off other paratextual information found in Volume VIII of the MYS. In a sequence of poems
collected from a winter banquet hosted by Tachibana no Naramaro, Poem 1591’s endnote designates authorship to
“udoneri Otomo no sukune Yakamochi.” #5— & N4 A REFE VRS FF The endnote to Poem 1580 in a sequence
before Naramaro’s banquet dates the year as Tenpyd 10 (738). K F-+-4F %8 OFK/\H -+ H As Volume VIII is
arranged chronologically for the most part, scholars presume that Yakamochi began his political career by 738.
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Haku speculates that he likely accompanied Shomu during the hunt on the Takamato plains.33°
Given Takamato’s importance to Shomu both as the location of his detached palace and as a
place where he loved to visit,’*! Poem 1028 and its headnote bring the Otomo lineage in close
proximity to the sovereign. Sakanoue’s knowledge both about the imperial hunt as well as the
what occurred in the palace indicates a particular kind of intimacy to the palace. There is also the

possibility that the “brave man” 5 f: described in the headnote as catching the flying squirrel is

Yakamochi himself, as it would explain why Sakanoue could write about the episode. That
would mean that Poem 1028’s significance is not about the poem itself, but what it represents in
terms of the Otomo lineage’s relationship with the imperial throne. Their attempts at honoring
Shomu during the moment with both a pet gift and a song praising him and his men as they hunt
are thrwarted. Through Sakanoue’s authorship and Yakamochi’s editorial control, however, the
Otomo lineage and their devotion to the imperial throne is still memorialized with the pages of

the Man 'yoshii.

Conclusion: Rewriting History through the Anthology

After Sakanoue’s Poem 1028 that accompanies a captured flying squirrel, Yakamochi
takes over as representative of the Otomo lineage for the rest of Volume V1. His entries include
poems composed during a procession to Ise during Fujiwara no Hirotsugu’s rebellion in 740, the

relocation of the capital to Kuni during the same year, and poems from banquets and drinking

Yakamochi’s name does not appear in the Shoku Nihongi until an entry for the first month in Tenpyd 17 (745),
where he is conferred Junior Fifth Rank, Lower. For more, see SNKBT Shoku Nihongi 3, 4-5.

330 I 3 (1996), 469-70.

31 bid. Also, see Poems 4315-20 and 4506-10 in Volume XX for poems by Yakamochi and his cohorts
reminiscing about the Takamato plains.
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parties attended by Prince Asaka, the preferred imperial successor of Tachibana no Moroe’s
faction. When the prince mysteriously dies in 744, this event is marked by the disappearance of
Volume VI’s organizational framework based on imperial chronology. The fact that no members
of the Fujiwara lineage appear again outside of Yatsuka, and there is no poem commemorating
Princess Abe’s enthronement as Crown Princess, makes it clear that not only is Volume VI a
book dedicated to Emperor Shomu’s reign, but it is also dedicated to a particular vision of who
mattered (or should have mattered) among the members of his court during his time on the
throne.

As an important figure within this version of history, Sakanoue functions in Volume VI
as the intermediary between Tabito’s death and Yakamochi’s coming-of age, carrying on the
Otomo legacy through her poetry which demonstrates dedication to the sovereign. While it is
possible to also interpret her image as such in Volumes III and IV, Volume VI presents the most
“historical” version of Sakanoue through descriptions of her journeys in the headnotes and
endnotes complete with dates. Even the non-chronological “Sakanoue’s Section” inserted into
the middle of the volume serves a purpose within the larger narrative about the court during the
Tenpyo period. By ignoring court chronology and focusing on the poetic activities of Sakanoue
and her associates, Volume VI does not have to acknowledge the height of Fujiwara dominance
in the early 730s following Prince Nagaya’s execution in 729. Sakanoue’s poems in this section
thus act as a means of diverting attention away from the court in order to focus on her personal
relationship with Yakamochi.

Within the text, Sakanoue’s poems dwindle in number once Tachibana no Moroe rises to
power following the deaths of the Fujiwara brothers in 737, but they are still recorded as entries

dedicated to events happening at the palace. She possesses a literary protagonism throughout
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Volume VI that is similar to her male counterparts. This situates her within or adjacent to the
public sphere yet sets her apart on account of her gender. Sakanoue’s unique position in this
book, due in part to her proximity to Yakamochi, reveals the full extent of a compiler’s power to
impact their audience’s understanding of an anthology, its poets, and the world in which they

lived even several generations after their own lifetime.
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Conclusion

A Testament to Sakanoue and the Otomo Lineage

In the year 746, two years after the sudden death of Prince Asaka, Yakamochi was assigned to

Etchii Province # ' [# as the provincial governor.33? As he left the capital for his new

appointment, his aunt Sakanoue apparently sent him two poems, and another two still after he

arrived at his destination:

REEIEWR R LLR AR -E A B i~y RIS F M AT R Ak R £ F s
RS AR R R

In the Intercalary Seventh Month of Tenpyé 18, month®3* Otomo no sukune Yakamochi
was appointed Governor of Etchii Province. He then took the seventh month to move to
the place of his new appointment. At that time, his mother-in-law, Lady Sakanoue of the
Otomo lineage, sent Yakamochi two poems.

5\13 %ﬁié gﬂfh E% ﬁ\%%}% To pray for my lord’s safety as he goes out on
éﬁﬁ ﬁ\%ﬁ% ﬁ} /EZ Hﬁﬁ j %%2 A journey with grass for his pillow, I bury
e RS Jars of sake by my bed.

iRt k2 ATk IFT think of my lord with the kind of longing
gf%fi%ﬁ 6} %M]Vajﬂ ﬁiﬁ% That I feel now, what indeed shall I do then?
R T e There is nothing to be done.

SR B

She sent an additional two poems to Etchii Province

(O A i ) L -

C T B k)

&ﬂfk/T ﬁ} L,EE'\ T EEAZEX My lord who went out on his journey appears in
bo»n o Tz L)\ D

ﬁ} 516/]‘ % EEI ﬁfﬁiﬁﬂé’;ﬂ\ EJ) My dreams all the time. Is it because my one-sided

L n i »

FEFALE ] FErEJ Longing is indeed overgrown?

332 Etchii Province is located in the modern-day prefecture of Toyama. & LI U%

-

333 According to Omodaka Hisataka and Itd Haku’s commentaries, the character B (urii, “intercalation”) is a

mistake in the transcription, and the character should be X (aki, “Autumn”).
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CEE2 /N e

%7’5[!75 7JD ﬁ\/T %‘B% 75&&’ Gods who rule over the distant land of Etchi, 3
&ﬂfk EEI ﬁ uéﬂﬁ%$ Please show your mercy unto my lord as he is

?sf><<7~fk 3 72

SR T Unfamiliar with travel. 33
Over the span of four poems, Sakanoue adopts the position of a woman offering prayers for a
loved one as he goes off on a journey to the hinterlands, far from both her and the capital. This
will be Sakanoue’s image for Volumes XVII, XVIII, and XIX, the first three books of the final

b 13

section of the Man 'yoshii known colloquially as Yakamochi’s “poetic diary,” &k H 7L or as

Tetsuno Masahiro calls it, “poetic journal” Fk H 7.3

Poems 3927 through 3930 encompass many of the personas seen throughout the course
of this study. Sakanoue buries jars of alcohol in the ground just as she does in the God-
Worshiping Song, finds no recourse for resolving her longing as in the Song of Resentment, is
plagued by visions of her son-in-law in her dreams as she is with her daughter while at the Tomi
Residence in Poem 724, and uses a traditional pose found in Man 'yo poetry of imploring the
gods of a local region for safe travel. These poems showcase not only the personas and voices
found in many of Sakanoue’s poems, but also in many poetic compositions by other poets in the
anthology.

Yet as I have argued throughout this study, the personas and voices expressed in poems
are framed and contextualized by paratextual elements such as headnotes and endnotes.

Although some of the voices in the poetry above, especially Poem 3929, could be interpreted as a

334 The phrase “michi no naka” 78 ® " refers specifically to the “middle” of Koshi Province #i#, which was
divided into three regions: Echizen #ij, Etchti &, and Echigo #%%.

35 MYS XVII, Poems 3927 through 3930.

336 See Tetsuno, Masahiro, Otomo no Yakamochi “uta nisshi” ronké. Tokyo: Hanawa shobd (2007), for his study on
the last four volumes of the Man ’yoshii.
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woman expressing unrequited love, the headnotes guide our reading of the poem to instead
understand it as the expression of an aunt who is missing her nephew, wondering whether he
misses her too, and is anxious to hear that he has made it safely to his destination.

One can of course argue that Poems 3927 through 3930 demonstrate once again
Sakanoue and the Otomo lineage’s propensity for using amorous language in composing poetry.
I would argue it is more accurate to say that, as Paul Rouzer proposes in the case of classical
Sinitic poetry, this reliance on a “language of longing” suggests that vernacular Japanese poetic
expressions of desire in the mid-eighth century were subsumed under a heteronormative model
based on marriage and courtship rituals.>*” While this also suggests that certain groups, in
particular women, most often wrote in voices belonging to the somon poetic category due to the
limited social contexts in which they could compose poetry, it is clear that this poetic voice of
yearning could be used to express more than just erotic desire, as it in fact does throughout many
of Sakanoue’s contributions that I have discussed in this study.

Moreover, as | have argued in this dissertation, when an author’s poems are read within
the larger anthological narratives constructed by headnotes, endnotes, and sequencing of poems,
they become characters in those stories. Although previous studies often examined paratextual
materials in order to construct a personal biography for Sakanoue, they rarely ever considered
how her position fits into the Man 'yoshit’s larger political narratives surrounding the Otomo
lineage’s position at court. One of this study’s major goals has been to demonstrate Sakanoue’s
importance to that narrative as presented in the anthology.

In the first chapter I addressed the problem of regarding somon poetry as apolitical and

Sakanoue as a figure who operated exclusively in the realm of private romantic affairs. Drawing

337 Rouzer (2001), 28.
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upon Shinada Yoshikazu’s recent study on the allusions to historical events in Volume IV
together with Gérard Genette’s conception of paratext, I demonstrated how elements such as
headnotes, endnotes, and sequencing create a version of Sakanoue that functions as an axis in
that book around which her family relatives and other high-ranking members of the court rotate,
writing relationships that both involve her and are outside her. As the volume progresses, these
paratextual items change our perception of Sakanoue from a young romantic heroine to a
concerned mother and matriarchal figure that culminates in the successful marriage between the
Elder Daughter and Yakamochi and the maintenance of the Otomo lineage’s ties to the sovereign
in the wake of the Prince Nagaya Incident and Tabito’s death.

Chapter Two turned from somon poetry toward the categories of zoka and banka and
began with a discussion of women’s disappearance from these categories in Volume III and VI
as compared to Volumes I and II, suggesting that women were also restricted from participating
in public events where poetic practice occurred, such as imperial processions, hunts, and state-
sanctioned banquets. Sakanoue is the lone exception to this rule, as she has at least one
contribution recorded in each of the three categories represented in Volume 11 (zoka, hiyuka,
banka). This was likely due to her proximity to the presumed final compiler of Volume III,
Yakamochi. Scholars have noted that each section ends with contributions roughly recorded
between 730 and 744 from Tabito, Sakanoue, Yakamochi, or their associates.**8 This suggests
that someone such as Yakamochi added these poems after 744, possibly with the help of
Sakanoue herself. With the addition of these poems, Volume III establishes a pattern, which
repeats in other Otomo-centric books besides Volume V, of representing contributions by Tabito,

Sakanoue, then Yakamochi in that exact order. Similar to the contributions from her brother and

338 In the case of the hiyuka section, it is primarily a showcase of poems by the Otomo literary circle.
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nephew, the God-Worshiping Song and the Rigan Elegy by Sakanoue not only establish her as a
leader within the Otomo lineage, but also as someone adept in the poetic practices established by
figures such as Hitomaro a generation earlier. The Aiyuka section, which focuses on the marriage
of Sakanoue’s daughters to Yakamochi and Surugamaro, further emphasizes her importance
within the Otomo family structures as it portrays her as the concerned mother at its center
safeguarding her desirable daughters.

The third chapter focuses on the most “historical” version of Sakanoue seen in the
anthology. As an author represented in Volume VI, a book dedicated to poetic compositions
commemorating the beginning of Emperor Shomu’s reign up until Prince Asaka’s death in 744,
Sakanoue is positioned within a public or semi-public space. She travels the realm and
participates in family drinking parties. In the paratexts surrounding some of her travel poems, she
is also depicted in a similar manner to traveling male courtiers and adopts a similar poetic voice
of longing. Furthermore, I argue that her figure and works in the middle of the volume, located in
a section defined by its non-chronological framework, are used to divert attention away from a
Fujiwara-dominated court and put focus on Sakanoue and Yakamochi’s relationship. This is in
keeping with Volume VI’s general ideological framework, which is not a mere textual
commemoration of Emperor Shomu’s time on the throne. Rather, Volume VI presents a specific
version of the court defined not by the Fujiwara and Princess Abe, who would eventually accede
to the throne, but by Otomo ally Tachibana no Moroe and Prince Asaka, their faction’s preferred
successor. Sakanoue’s poems in the middle of Volume VI bookend the rise of Tachibana no
Moroe’s faction. The placement of these poems along with the non-chronological “Sakanoue’s

Section” situate her within a narrative about the rise of the Tachibana faction in the 730s.
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While I have gestured toward Yakamochi’s impact on Sakanoue’s depiction within the
Man’yoshii, a key question that remains to be addressed is the role of Yakamochi as editor and
compiler in framing the narrative surrounding the rest of his family and the Otomo lineage,
including his father Tabito and his wife, the Elder Daughter of Sakanoue. As there has not been
an English-language monograph published on the Otomo since Paula Doe’s 4 Warbler’s Song in
the Dusk in 1982, which functions primarily as a biography on Yakamochi, it is clear that there is
a considerable hole in Anglophone scholarship on this subject, especially since Yakamochi and
Sakanoue are two of the most represented poets in the Man 'yoshii. Since they also most often
invoke the terms of eighth-century idealized femininity and masculinity respectively within their
poetry, examining their works together would provide us a glimpse into social relationships
between the two genders as well as gender role expectations among the eighth-century Japanese
aristocracy.

Finally, another avenue for further research is what I would term the “afterlife” of authors
such as Sakanoue, Yakamochi, and Tabito. As has been pointed out by scholars such as
Omodaka Hisataka, [td Haku, and Mack Horton and Torquil Duthie in English, the Man yoshii is
not only a history of the court in early Japan, but also contains a narrative about the Otomo
lineage’s circumstances within that history. One result of that narrative, thanks to the editing
hand of Yakamochi, is that the authors associated with this lineage have come to be regarded as
some of the most representative poets for the Man yoshii and literary production in early Japan.
Yet the works of Sakanoue and Tabito have not received the same levels of treatment in early
modern and modern Japanese commentaries, nor are they covered to the same degree in English-
language overviews on Japanese literature. The commentarial tradition—particularly as it

developed from the Edo period onward— is of course another form of paratext that has
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influenced our current understanding of the Otomo lineage. One feature of this tradition seems to
be the minimization of women poets such as Sakanoue in discourses on the Man 'yoshii and
premodern Japanese literature, despite their prominent presence in the original text.

Another major feature is the enshrinement of Otomo men such as Tabito and Yakamochi
as paragons of loyalty and devotion. Given that the Otomo were an old military family whose

ancestry traces back to a vassal of Ninigi-no-mikoto B ¥ #F %, grandson of the sun goddess
Amaterasu K KA, that descended from heaven along with the divine prince in order to unify

and rule the Japanese archipelago,’*® they have been described first and foremost as loyal to the

imperial household in overviews of their works. We see this in the JSPS’s introduction to an

English-language anthology of Man'yo poems, where the Otomo are cited as an example of how

the people, and the clans in particular, expressed devotion to the sovereign atop a new world

order:
The newly-awakened sense of loyalty in all its freshness and fullness may be perceived
on almost every page of the Man 'yoshii. It was a joyful devotion arising from the close
relationship between sovereign as parent and subjects as children—a relationship based
on the idea of a great family-state, which was then so forcibly projected upon the national
consciousness. The clan system was not destroyed, but refined and elevated. Each clan,
rising above its selfish interests, re-discovered its raison-d’etre in light of its
obligations to the Imperial House. The clansman realized his responsibility to
uphold the reputation of its ancestors and strove to live and act accordingly, as may
be readily seen from the works of the poets of the Otomo clan.3*°

Here the JSPS envisions the ritsuryo period in the eighth century as a time of peace, with its

hierarchy firmly established and the “clans” (which I have referred to as “lineages” instead)

recognizing their role as subservient to the sovereign. As we have seen throughout this study, the

33 Doe, Paula. A Warbler's Song in the Dusk: The Life and Work of Otomo Yakamochi (718 - 785) (Berkeley, CA:
University of California Press, 1982), 4. For an English translation of the passage, see Philippi, Donald, Kojiki
(Princeton, NJ: Princeton University Press, 1969), 141.

340 JSPS (1940), xxxiv—xxxv. Bolded text added by me.
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reality of court life in early Japan was filled with political infighting and intrigue as different
factions consisting of both princes and aristocrats jockeyed for their preferred heirs to inherit the
imperial throne. The Otomo were not exempt from this. In fact, a number of them were accused
of, and punished for, conspiracies against the throne and other noble lineages during the course
of the eighth century, including Yakamochi.3#!

Nevertheless, the image of the Otomo as faithful imperial subjects has persisted over the
years, cropping up once more in the wake of the Japanese government’s announcement of Reiwa
as the new era name. In a speech former U.S. president Donald Trump gave during a banquet at
the imperial palace in May 2019, he stated that, “Reiwa celebrates the unity and beauty of the
Japanese nation,” and that Tabito “[writes] of the potential and possibilities of spring.”3*? As it is
highly doubtful that the president had any idea of who Tabito was before giving his speech,
someone affiliated with the imperial household or Japanese government must have written the
transcript on his behalf. Regardless of its authorship, the speech is clearly designed to depict
Tabito as an embodiment of harmony looking toward the future, in spite of the turbulent

historical reality of the Prince Nagaya Incident that surrounded the Plum Blossom Banquet

sequence’s composition as pointed out by Shinada Yoshikazu.** If we read the text of the

341 The largest rebellion involving the Otomo lineage was by far Tachibana no Naramaro’s Rebellion %25 Lk (=
#L in 757. While some members were merely exiled for their involvement, such as Koshibi KA iy #2428 (695 —
777), others such as Komaro KXY #k 2 (d. 757) died while imprisoned and tortured. After his passing in 785,
Yakamochi himself was implicated in the assassination of fellow statesman Fujiwara no Tanetsugu ji#/5UfEE, one
of the sovereign’s favored advisors, and posthumously stripped of rank. The Shoku Nihongi reflects this disgrace by
using the character shi 5t to observe his passing instead of k6 %€, the character normally used to refer to the deaths
of nobles. Yakamochi’s son Naganushi KX f}:7k 3= (dates unknown) was also stripped of rank and sent into exile,
taking his father’s ashes with him. Yakamochi would later be exonerated, his ashes returned to Nara and his rank

reinstated in 806. For passages on Tachibana no Naramaro’s Rebellion and Yakamochi’s death, see SNKBT Shoku
Nihongi 3,195 - 211, and 5, 345-47.

342 “Remarks by President Trump at State Banquet” 27 May, 2019. https:/trumpwhitehouse.archives.gov/briefings-
statements/remarks-president-trump-state-banquet/ Accessed 23rd May 2022.

343 Shinada Yoshikazu (2019), 48-53. See introduction for a brief discussion of this article.
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Volume V itself with an understanding of the conditions under which it was written, Tabito
appears not as happy and hopeful, but as a disillusioned man turning away from the corrupt
world of politics toward the realm of leisure and poetic practice.

While the germ of this idea that the Otomo were loyal subjects of the imperial throne
stems from within the anthology itself, it was not based on a historical reality. Rather, it was an
image created by the editor (Yakamochi) in order to envision a world in which the Otomo and
their allies were central to the court’s social networks. As I have argued in this study, because of
her position as a high-ranking woman, the figure of Sakanoue was able to play a central role in
this vision as a representative of the Otomo family and their poetic skills while avoiding any
negative political associations. Yet ironically because of her gender, Sakanoue has been excluded
or minimized in discourses on the Man ’yoshii in the centuries since then. This study is but a first

step toward rectifying that situation.
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Appendix A: Otomo Lineage Tree

Mlvukl

Mlyorl
=1
L
e
Elder Daughter of
Tamura
Elder Daughter of
Otomo no
Kanamura
Fukel <

<-_

Sakanoue

Makuta e — Michitari Lady Sakanoue Younger Daughter
of Sakanoue
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Ushikai

Notes

e Otomo lineage tree based on information found in Sakamoto Nobuyuki and Mori
Masamori, eds. Man yo koto hajime (2016), and various endnotes in the Man 'yoshii.
Relatives such as Momoyo and Ikenushi are not included due to unknown parentage.

e Lady Sakanoue was first married to one of Emperor Tenmu’s sons, Prince Hozumi. She
then appeared to marry her half-brother, Sukunamaro, and gave birth to the Elder and
Younger Daughters of Sakanoue. The Elder Daughter would eventually wed Yakamochi.

e Lady Rume appears in Volume XIX. The endnote to Poem 4194 identifies her as
Yakamochi’s younger sister. She seems to resides in the capital during Yakamochi’s
tenure in Etchi.
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Appendix B: Fujiwara Lineage Tree

Muchimaro
(Hokke)
Fusasaki
(Nanke)
Yatsuka (Matate)
Umakai Sukunamaro
(Shikike) (Yoshitsugu)

Kusumaro ?

| Maro
e _
yoke
Nakatomi
(Fujiwara) no
Kamatari Mivako Prince Obito
Y (SHOMU)
Asukabehime Princess Abe
(Kémy®éshi) (KOKEN/SHOTOKU)

Tachibana no
Naramaro

Lady e
Lady loe Prince Niitabe
Notes

e Fuyjiwara lineage tree based on information found in Sakamoto and Moéri (2016) and
Bauer Mikael, trans. The History of the Fujiwara House: A Study and Annotated
Translation of the Toshi Kaden. Kent, UK: Renaissance Books (2020), ix.

e Lady Hikami and Lady loe were two of Emperor Tenmu’s wives. Lady loe later
remarried her brother Fuhito and gave birth to Maro, the founder of the Kyoke Branch.
Miyako married Emperor Monmu and gave birth to Prince Obito. He then married her
sister Asukabehime and together had Princess Abe.
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Appendix C: Tachibana Lineage Tree

BIDATSU

Prince Naniwa

Prince Kurikuma

Prince Mino

Agata no Inukai
Michiyo

Tachibana no
Moroe (Prince
Katsuragi)

Tachibana no Sai Lady Muro
(Prince Sai) (Princess Muro)

Fujiwara no Fujiwara no
Tabino Fusasaki

Tachibana no Fujiwara no
Naramaro Nagate

Fujiwara no
Yatsuka
(Matate)

Notes
e Agata no Inukai Michiyo was married to both Prince Mino and Fujiwara no Fuhito. With
Prince Mino she gave birth Prince Katsuragi, Prince Sai, and Princess Muro. With Fuhito
she gave birth to Asukabehime (Komyd) and possibly Tabino, who would later marry
Tachibana no Moroe and give birth to Naramaro.
e Lady Muro married Fujiwara no Fusasaki and gave birth to Nagate and Yatsuka (later
renamed Matate).
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Appendix D: Prince Shiki’s Family Tree

TENCHI

KOGYOKU/SAIMEI

Prince Shiki

Lady Koshino Michi no Kimi

Prince Kasuga Prince Yuhara AR Sl =122

(KONIN)
Princess Taki Princess Taki Ki no Tochihime

Prince Yamabe
(KANMU)

Takano no Niigasa

Prince Aki Princess Owari

Prince Ichihara
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Appendix E: Additional Poems by Sakanoue

MYS IV, Poems 656 — 661

RS RS A foS

Six poems by Lady Otomo no Sakanoue
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MYS IV, Poems 672 — 674

A EA R 2 A —

It is only me who is longing for my lord.
What my young man claims to be his yearning

Are simply words of comfort.

Saying that I will yearn for that person no longer,
How easily my heart is moved, like dye running
Off the hanezu flower.

Though I yearn for you, knowing there is no point in
Doing such a thing, why do I continue to

Long for you so terribly?

In recent times the whispers of others is thick.
If this is the case, aaah, my young man,

What of our future ahead?

People are trying to pull you and me apart.
Come now, my lord, please do not listen to

The slander of others!

Longing and longing, the time we can meet has come,
Even if it’s only now, just speak freely those sweet words

If you think this is lasting.

A poem by Ahe no asomi Mushimaro

Tl b bbb ok

R WA

Having a life as crude and insignificant
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Woby T @tﬁx::f<

EEE RS As a hempen bracelet, why then do I long
&*) s Jra‘)t
Bt T So terribly for you like this?

RS RS Ak —

Two poems by Lady Otomo no Sakanoue

= ;jf; %Eﬁlb% If I gave my heart, polished and shining as if

é}f% %ﬁﬁ? E@é% It were a clear mirror, even if I regret it after,

L%LT;??: f \ % Would there be any point?

¥ rEol EbIbhh T

Fi\ 1 1 JHS%? Like a strand of jewels, you speak words, talking about
% +F‘ % %ﬁ\ ﬁﬁ%ﬁ Now and forever more, but after our meeting

TL‘ - %ﬁé Ej]‘ Hbiﬂ:):' I am told you do have regrets.

MYS IV, Poems 683 — 689

KPESE RS LTL

Seven poems by Lady Otomo no Sakanoue

’.A\JFZJYJ JL ‘\K

il s L .E‘é’ This is a land where the words people say are fearsome.
kb 0O wal & wT oz

AL Z @;‘%Hﬂ = Do not let it show on your face like a safflower’s
BboLhld

&5 Even if you die in longing.

Wi 3 ob b & oy
SFEW 557 Asofnow I am going to die, my young man!
o ..
#4

E ji %i AT B Though I am alive, it does not mean you will
%Ef \%i%%% Say you will get close to me.
K%K ’ig\i':%; 72 Due to the abundance of others’ gossip,
Ai%g% J %ﬂ\ T Br%ﬁ'ﬁ Shall we keep my lord longing in a separate home
fg%?@@ Like swords in a double sheath?
I0lh i bty
H %A ?@J \? £ These days it seems as if a thousand years has elapsed.
Z:I@JéEf %%&LJ% Why do I think that is so? Is it because of
A ZM%,% My desire to see you?

220



I5IEL & b BBbEIIA
EH O OBSE My heart in longing, which thinks of you so dearly,
FenE o & oL LY
Mz R & Is a rushing river: even if it is blocked by dams,
R1E R < 2Rt
WGk AR It will still tear them down.
baeE & I ) <b o . . .
HILF R EZ Like a white cloud that crosses a lush green mountain
wh L7)‘< bh L ,?) 3\5[, < . . . . .
s BRAm Conspicuously you smile in my direction.
VLT Lb W &

—FTE4A Please, do not let others know!
2% 8L ~EES £ KK . .
ANIES EF?J B When there are no mountains and seas separating us,
iz L b ’k&ff¢'i
=g HETAE How are times to meet and talk for even a little bit
ZZrebl & . .
BiF Z ~T Like this so meager and few?

MYS VIII, 1432 — 1433

REES BRIk —

Two poems by Lady Otomo no Sakanoue on the willow

ERY/N z L X F b o

E;‘Eﬁiiﬁé ﬁ E'&MET% 1879 A willow that my young man might have seen along
%;ﬁﬁ% %%Tfﬁ%ﬁ{& The roads of Saho — even if I just break off a twig,
%%%ﬁé By these means I want to see him.

IHDIED E E 0 M iELO

T B efraeiliie Along the shores that run next to the Saho river

baRE X WE X i3 ~ &

HUE S FIR Are young willows, and when I take notice, I see
£ N b R /AR )
RN SR AN It has now become Spring.

MYS VIII, 1445

RS ERS 2 i— &
A poem by Lady Otomo no Sakanoue

NEE EV) WE X 5DHED

JR A2 54 %%A il Even though the snow mingles with the wind and falls,
S TS bE~ D 2% %

HIRA E\Z GEZHET Do not scatter those plum blossoms of my abode

34 The actual character for kiru here is a gaiji 77~ marked as the letter “g” or @050828. The commentary for Poem
688 in Satake Akihiro, et. al., SNKBT Man yoshii 1, notes that the character for kiru is a variation of 7. Based on
this information, I have chosen to use 7t here for now.
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#ﬂ?%\ 7 Which do not bear any fruit.

MYS VIII, 1447

RS ERS 2 i— &
A poem by Lady Otomo no Sakanoue

Eoonic g E<sHL F
= 5 BE T Usually it is unbearable to hear
L5 Z Ly R O ML
%, R The yobukodori,** but Spring has become a time
LEiTiEe )
iR f}: é? Where I long for its voice.

H—ERENE= A — AERELE
The one poem [above] was made at the Saho residence on the first day of the third month
in Tenpyo 4.

MYS VIII, 1450

KRR ERS ik — T
A poem by Lady Otomo no Sakanoue

ZIZAH & DI X DY T D
5 FL /N 45X What a painful and heartrending thing it is!
13579 A 7 & VL & I

CERE 2 G ZN Love’s overgrowth during the time of year
S0 O LT i ) ) ]
LR When the spring mists are adrift.

MYS VIII, 1474

RAPEYR BB 22 FET SR Rk L —
A poem by Lady Otomo no Sakanoue remembering Mount Oki in Chikuzen

EL 2 L BEE DR L ) _
A ER F'EJ KT IR Just about now, on the mountain of Oki,
F e L& RE L Kb b T

BN % g 41\ 2R The cuckoo’s cries must be resonating,
bt b &

gﬂ*Lﬁ’ Even though I am not there.

345 The exact bird to which the term yobukodori -1~ &, refers is unknown, hence I leave the term untranslated.
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MYS VIII, 1475

RS LRI N i —

A poem by Lady Otomo no Sakanoue on the cuckoo

RIS b 227K 55 L. . . .

firdrE  SFHET Why is it that I long terribly like this

gfé?tf“‘i' 7£<:j§>?—527‘ X . ) .
BAR WEHEE For the cuckoo? When I hear its crying voice,
-0z T Esn .

T 2 AL My longing grows even worse.

MYS VIII, 1484

RS ERR 2 i— &
A poem by Lady Otomo no Sakanoue

FL T ‘«7‘<_'7+.7I?§Z; . .
BN W E Oh, dear cuckoo, do not make such terrible cries!
OEY b T WO ab xRl

A JE %757 BIKGE Because when I am alone and cannot slumber,
=7 E <BL

] % If I hear you, it is painful still.

MYS VIII, 1498

RS ERS i — &
A poem by Lady Otomo no Sakanoue

EAS & L xR
HER ASRZBER To my lord who has no time to spare and therefore
ELEET bR < bk
/EEF@/.!} Bl AR Does not come, go and relay to him, cuckoo,
DE T HOF %
P Of how I long for him so.

MYS VIII, 1500

RS ERR 2 i— &
A poem by Lady Otomo no Sakanoue

oD D D L & I &%

N vl %&fﬁﬂ‘ﬁﬁﬁ Like the star lily blooming red in the thickets
0w v O L6 Xz
AREy  ANpT %ﬂ"‘:*%& Of summer fields, a love that is not known
< é Lxbo £
= WE By others is a painful thing.
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MYS VIII, 1502

RS ERR 2 i— &
A poem by Lady Otomo no Sakanoue

k-2 R biEe &

TRz 16 W F The orange blossoms that bloom in early summer—
B 7=F 12 ZFRT

2y NN I string them like beads along this rope for my lord.
HLHhE{zL &

FAEE Their falling is so pitiful.

MYS VIII, 1548

KPR R 2B 2F -3 — &

A poem by Lady Otomo nno Sakanoue on the late-blooming bush clover

é\<£if£}‘; E x5 R EZ%L

LR FEEAE A Flowers that have bloomed early are already enough.
BT RD BBEIIA

WEH R ENR Of course, compared to a heart that has never changed,
RIEL AT TV

EENIEEE They are not nearly as good.

MYS VIII, 1560 — 1561

KRR ERB 2k L R AR

Two poems Lady Otomo no Sakanoue made at the Tomi residence

% HEW D IE D

<
% BT ﬁAﬁZi—rE Autumn bush clover atop the coastal cliff of

ZDOOE : 7

S 5s

KIETE A K E{EZ A darling’s eyes first seen, for a while here, please
T on
=

HY A I 5]

WAL A Do not scatter your petals.

X e Ev o HNODORE 1T . . .
mARD FEEIR When I hear the cries of the crouching deer calling
SF L 0 SFEEZR &
REEZ IR For their mates there on Mount Ikai in Yonabari,
W b L&

i oz B A4 I am filled with envy.

MYS VIII, 1592-1593

RPES BB 2o/ AR —E

Two poems Lady Otomo no Sakanoue made at the Taketa residence
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Lk d 60 Wik LA E O &
RAE  HEMUVNHEYF When one sits there in the small field huts, reaping

YRS ] N i Y

X7 &L HESEE And thrashing fields hardly a hectare,

Zj;: E[ﬁf;ﬁi@ The capital comes back to mind.

K%' II<I7% tiéﬁgﬁ_% The mountains of Hatsuse, land of seclusion,

é Sii& %*ﬁ%%}% Have changed their colors. Rain from late autumn showers
5é/‘]L % é Must have fallen over there.

HRYA—FE L IMRKIUA 1
The two poems [above] were made in the ninth month, of Tenpyo 11, Earth Rabbit
Autumn.

MYS VIII, 1619 — 1620

REEFFRFR IS BB 2T AR — &

A poem Otomo no sukune Yakamochi made when he arrived at his mother-in-law Lady
Sakanoue’s Taketa residence

T2¥I1EZ D B x LETE

VL) ﬁ% fif it Even though the road made of bejeweled spears is far,
lib% L b FIT

% wkhh ﬁ*?*ﬁ AR So that I may meet with my beloved sister,

WT T 7( bR = L

H T Bk 2 I set out for here, and I came.

RS RS Rk — &

A poem in response by Lady Otomo no Sakanoue

bHbleE O D&ElD kT O

Tk NAEA T Since he did not come even until the next moon rose,
& F é\ N L‘fﬁ‘”’ T DD

PN 204 HLE Rough as a fresh gem, while I was dreaming,

BHO £ 57)733';3 L

= RER I always longed for him.

HE R IO R
The two poems [above] were made in the eighth month of Tenpyo 11, Earth Rabbit
Autumn.

MYS VIII, 1651

RS ERS 2 i— &
A poem by Lady Otomo no Sakanoue
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bbpE O z 5O T

IRE Y B El T If the light snowfall these days continues to fall
2 < b id 9 HDIEOIETR

e M aadt In this manner, will the first plum blossoms

HY M FTERD

i ESIBlE] Completely scatter away?

MYS VIII, 1654

RS ERSE R — &

A poem by Lady Otomo no Sakanoue on snow

FONT O 5’) B RN H5~0
AR B To make the white snow stay atop the blady grass
Lbwx & T TEer

Eg? A TEHE In the shade of pines, and remain without melting,
&R moE
£ HIFEFJZ%:S How there is no spell for this!

MYS VIII, 1656 — 1657

RS ERS i — &
A poem by Lady Otomo no Sakanoue

{%Eﬁ% }%@‘%’f ?‘? After meeting and drinking together with friends,
i/.i\yiig E%ﬂ%%% Plum blossoms floating in our cups filled with sake,
jé%%éé Even if they fall, it matters not.

Foak— &

A poem in response

%;éf(]?% %‘EL Eﬁ% This was even allowed by the authorities.

/7:\ %g%f jjﬁ%ié%% Is this sake we will drink only for tonight?

%2?: 2 Z%EMEI 77)6 Flowers, please never fall!

A EESE RPEREASEY (B — IR st AR )
Concerning [the above], alcohol was banned on official orders, and one could not have a
banquet within the capital. However, since it was said that it was permissible to enjoy
drinking with one or two close relatives, the respondent made these two lines.
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MYS XVIII, 4080 — 4084

—H+NH
3 Month, 16" Day

T R I B R 2R BB 7 R PR R ik
Two poems [his] mother-in-law, Lady Sakanoue of the Otomo lineage, sent to the
Director of Etchii, Otomo no Yakamochi

%ZW?F Jiol:é? &fﬁ ;&é} ?Zﬁ}\’%[ ?E More than the longing felt by ordinary people,
ﬁfﬁ(é;ﬁ% %D*L&éi&@ﬁ\ Has my longing become so bad that it seems

2 ééﬁ %é%% I have begun to perish?

0 5}}%’\\%& Jjén? éﬁ 4T 7fﬁ %‘B%/T If my one-sided love was completely carried on
g’\\@ﬁﬁf &i’lﬂ‘ {Qé{ﬂi’ The back of a horse and sent to Koshibe,
J:T:%ﬁﬂ%?{g iﬁji Might his heart respond to me?

B SF R AE R FFAOT AT D =
Three poems by the Director of Etchii, Otomo no sukune Yakamochi, [two of which were]
in response, together with [one] straight from the heart

%2 5 Ef(ﬁ tt%ﬁ%fﬁ%ﬁéﬁlﬂ? If a bumpkin from the provinces, far from Heaven,
H o oH kL P/ G | S N T 4

%ﬂettr“ Z ACEIEZE R Is yearned by the capital’s heavenly beings
R T Like so, it is worth living.

%25*77591\5’ 3 ﬁ} Mi(féi M@LWT If this ordinary longing has not yet stopped
%ﬁZﬁﬁf\'i ?fﬁ‘/T E?F ntFé And from the capital comes a horse with more still,

/T R H:éﬂ iﬁjl Can I carry it on my back?

BIpTL—H

A separate poem straight from the heart

GET% ﬂ:u:/T % ﬁ\ (/IL In the darkness of dawn, the cuckoo cries out
f‘%;&fr E ﬁ} ﬁzﬂﬁ_LEéZﬁ\ Calling his own name. Like him, my longing grows
MBS More and more sentimental.

AU F B R L AR

[The above] were entrusted with a messenger and sent up to the capital on the fourth day.
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MYS XIX, 4220 — 4221

TERCRTARIE K — 1 I

A poem that came from the capital with tanka

MEMMERE  TTWRAEETF%T)  Even though she is my child who I thought

%ﬁ\iﬁ'ﬂ? %) ?f It Even more precious than a lustrous pearl

6\} %/‘Bﬁ\é?jﬁ 5}%@? %éﬁ%ﬁ;ﬁ Kept stored in a jeweled comb box owned by

f’\%vﬁ&éi %%%C 5 4]‘ fﬂi % %LH» His Highness, the lord god Watatsumi,

T%/‘Bﬁi%ﬁ Efé%%/; %I}J*DU éf? Thinking this the way of our cicada-shell world,

%/ﬁ E&i & E}t&é%%ﬂ?%f: As her brave husband took her along with him and
/7; Eﬁ%jmu %iﬂﬁiﬁééﬁ Set out on the road to Etchu off beyond the hills,

{Eﬂ% %‘B;}Hb %IZI %%Lﬂ?ié‘\'fgﬁ Since the time of our parting like the crawling vine,

At SRRk My daughter’s eyebrows, which bend like the

curving waves

fhdedide A% 4 4 H  The shadow of her face, which slowly sways as if

g’\%%ﬁﬂ? %/%c:% é&it%ﬁ/} It were a great ship, though I constantly see them,

WA IR STk IfTlong for it so, will this old body of mine

L PN v Indeed be able to stand it?

B —E

One Envoy

%fﬁ\f 0 é ﬁét} iﬁi%% E‘dﬁ If it is just like this that I am to long for you,

%ﬁ%%ﬁ&% éf\ﬁm t%/ij&r %7%5\ Like a precious mirror, there would be neither a day

%é%iﬁ%i Nor a time when I would not see you.

AR B RS I - R g

The two poems [above] were sent by Lady Sakanoue of the Otomo lineage to her child,
the Elder Daughter.
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