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ABSTRACT OF THE DISSERTATION

Gendered Grief and Temporality:
Historical Narration

in Early Medieval Japanese Poetry

by

Kimberly Marie Mc Nelly
Doctor of Philosophy in Asian Languages and Cultures
University of California, Los Angeles, 2023

Professor Torquil Duthie, Chair

The large corpus of literature produced by Japanese aristocratic women from the ninth
through fourteenth centuries—Japan’s classical or Heian Period (794—-1185) and early medieval
or Kamakura Period (1185-1333)—is an anomaly in world literature of the premodern period.
Scholarship on the vernacular writings of Heian women aristocrats has shown that although
women were for the most part excluded from the political realm of bureaucracy, they did play
key, if usually unofficial, roles. For instance, their writings were central to the Heian court’s
sense of itself, including the process of transmitting cultural memory. Even though aristocratic
women continued to write throughout the early medieval period, scholars have tended to neglect
their writings in favour of the new political protagonists of the age—the leaders of the warrior
class—and have argued that aristocratic women did not write about political unrest. This

dissertation combines close reading and archival research to argue that the writings of medieval



aristocratic women did in fact play a central role in the process whereby the aristocracy made
sense of the changing world and their own diminished place in it. This is not immediately
apparent because the genres that medieval aristocratic women wrote in—waka poetry and
vernacular diaries—tend not to be analyzed in terms of historical representation. And yet, as this
dissertation shows, the story of the declining aristocracy, as told by the aristocratic women who
experienced it firsthand and survived the tumultuous transition into Japan’s medieval age, offers
insight into how medieval Japanese authors used poetry as a medium for historical narrative and
how aspects of the medium of a poetic waka lens—such as embedded multiple overlapping
temporalities—force conceptions of the past at odds with contemporary notions of linear historic

time.
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Introduction

In the early 1990s, the Reizei Family—a medieval Japanese aristocratic poetic lineage
established by Tamesuke (1198-1275), grandson to the famous poet and scholar Fujiwara no
Teika (1162-1241)—began publishing facsimiles of texts from their vast collection that had
previously been inaccessible to the larger scholarly community. Some of these are the only

extant copies of texts, including Tsuchimikado ’in nyobé nikki 481797 2¢ 5 B 7t (The Poetic

Memoirs of a Female Court Attendant of Retired Emperor Tsuchimikado, after 1231), which was
published as a facsimile in 2001. It is not often that the medieval literature scholarly community
has a “new” text to dissect; two separate transcribed and annotated versions of it were published
by the late 2010s.!

This dissertation is largely inspired by curiosity about this text, including why it remained
uncirculated as a “minority report” on the events it describes: the exile of a former emperor and
the multiple stages of mourning his loss, as seen through the perspective of a former female
attendant. Reading modern scholarly commentorial critiques, in this and another text written
from another perspective, led to broader questions about the boundaries of literary conventions.
Can the highly conventionalized and restricted language of waka be used to narrate extraordinary
circumstances, and if so, how? What could early medieval female authors to do push the
boundaries of expression through vernacular waka poetics? To give a specific example: how can

a word like “sad” be made to convey a depth of feeling surpassing its standard usage in waka?

1 Yamasaki notes the existence of this text was completely unknown before this publication in 2001. Yamasaki
Keiko, ed., Tsuchimikado 'in onhyakushii, Tsuchimikado 'in nyobé nikki shinchii, Shincht waka bungaku sosho 12
(Tokyo: Seikansha, 2013), 266. Tabuchi Kumiko and Chasei Waka no Kai, ed., Minbukyé no Tenji shii,
Tsuchimikado’in no Nyoba zenshaku (Tokyo: Kazama Shobd, 2016).



And what effect does this pushing of literary boundaries have on textual (and later scholarly)
reception? And, as a second main question: why or how do some texts come to form the basis of
cultural memory? Which texts are sidelined by poor reception and/or lack of prominence in the
cultural imaginary and why? And what perspectives of these less well-received texts can we see
within more dominant historical narratives?

| place Tsuchimikado 'in nyobé nikki in conversation with another female-authored
“minority report” compiled in the aftermath of an armed political conflict, Kenreimon’in Ukyo

no Daibu shii BEALFAPE A K K4 (The Poetic Memoir of Lady Daibu, ca. 1220). While there

is a conventional view that medieval Japanese women did not write about subjects of political
unrest because of the “contemporary attitude that political and military events were not a proper
topic in works by women,”? war did affect aristocratic women’s lives significantly. These
women wrote narratives about their experiences that form the core narrative of how the
aristocracy understood itself, i.e., the basis of aristocratic cultural memory. These texts have not
been valued as historic narratives, however, in part due to the genres that were available to
women writers, all of which rely on the short form of waka poetry. The strong disciplinary
division within Japanese academia and professional scholastic organizations between history and
literature has resulted in historians largely ignoring poetry and poetry-centered texts. * This

segregated training also makes it difficult for international scholars to work interdisciplinarily on

2 Karen Brazell, The Confessions of Lady Nijo (Stanford: Stanford University Press, 1973), xiii.

3 While McCarty’s dissertation also serves as an intervention into this very problem of realigning scholarship in the
fields of literature and history, and his work focused on the same events as Tsuchimikado ’in nyobéo nikki, he does not
discuss poetry found within the texts he analyzes. Chapter Three will more directly address this gap, examining
some poetic contributions by aristocratic women in the texts which are his main focus. Michael Barrett McCarty,
“Divided Loyalties and Shifting Perceptions: The Jokyt Disturbance and Courtier-Warrior Relations in Medieval
Japan,” PhD diss, Columbia University, 2013.



premodern Japanese texts. Literary scholars have also underrated these two texts because of their
unconventional use of poetic language. Although they have often been dismissed as incompetent
or uneducated, 4 and generally inferior to their Heian (794-1185) literary predecessors, ° | argue
that their unconventional poetic styles are in fact attempts to narrate their extraordinary
circumstances.

This dissertation excavates understudied women’s poetic writing from Japan’s early
medieval period (1185-1333) and analyzes the historical narratives embedded within it that
reflect on the tumultuous events that resulted in the establishment of a new warrior
government—the Genpei War (1180—1185) and the Jokyt Disturbance (1221). The former
resulted in a loss of aristocratic power and inaugurated Japan’s warrior-governed medieval
period, and the latter was a failed attempt by the aristocracy to reclaim that power. Through an
approach that combines close reading and archival research, my dissertation reveals an
alternative history of these events by examining medieval Japanese women’s perspectives,
experiences, and their relationship to war. In a broader sense, my project argues for reading waka
poetry in early medieval historical narratives as a form of history, specifically providing a voice
for aristocrats as their loss of political power led to a de-centralization of their former role as
main protagonists. | further examine the effect of poetry embedded within historical narratives,
such as showing how the existence of multiple overlapping temporalities complicates

conceptions of a single linear past. This research on Japanese medieval literary works seeks to

4 For instance, using Heian classics as a reference point, Harries describes Lady Daibu’s text as lacking in prose,
“disappointing” as a poetry collection, and deems the author herself “[no] more than a second-class poet.” Phillip
Tudor Harries, The Poetic Memoirs of Lady Daibu (Stanford: Stanford University Press, 1980), 63.

5 For instance, Yamasaki discusses a specific Sino-Japanese reference in Tsuchimikado 'in nyobo nikki with a highly
unusual usage. Yamasaki argues it was likely drawn from a contemporaneous waka collection, which is referenced
throughout the text. She questions whether the author understood the original citation and the implications behind it.
Yamasaki, 286.



challenge global perspectives on women'’s literary production and contribute new findings to the

field of women’s literature and history.

| begin in Chapter One by making a broad argument for considering waka poetry as a
form of historical narrative. There are two prongs to this argument. First, | track the evolution of
gendered historical protagonism—i.e., who were the main protagonists of historical narratives—
in Japanese literary and historical texts up to to Japan’s early medieval period. This builds upon
recent scholarship asserting that the perspectives of aristocratic mid-ranked female attendants—
the authors who contributed to this corpus of early medieval texts—provide insight into the
personal relationships guiding the politics centered in male-authored narratives. | present a
correlation between the main protagonists of the dominant historical narratives that formed a
basis for cultural memory and the holders of political power at the time they were composed. |
argue that in the early medieval shift to narratives centering those who represented the warrior

class—gunki monogatari B FCA5E (war tales)—we see the aristocracy reduced to a lesser

protagonist role, with their voice and laments primarily enacted in these narratives through waka
poetics.

In the second approach to the argument of waka as (aristocratic) history, Chapter One
addresses the multiple, overlapping temporalities that appear in early medieval waka poetics,
which create a view of the past that is different from modern linear notions of time. After
outlining the various temporalities simultaneously at play in waka, | argue that multiple temporal
shifts occurred in early medieval poetics. First, | demonstrate a shift towards a more individuated
or relative geographic perspective of time, such as seen in seasonal poetry. To show this, I
employ quantitative analysis on the first twenty poems of the two most influential imperial waka

anthologies that set poetic standards for centuries afterwards, the Kokinwakashii 54 Fnak e



(Collection of Poems Ancient and Modern, ca. 920, hereafter Kokinshi) and the

Shinkokinwakashii 174 Fiik#E (New Collection of Poems Ancient and Modern, ca. 1205,

hereafter Shinkokinshi). To demonstrate another early medieval temporal shift, | outline parallel
changes in the depiction of a poetic year of mourning towards a more individuated temporality.

Drawing from the “Maboroshi” %] (The Seer) chapter of Genji monogatari Ji# FC45E (The Tale

of Genji, 1008), I follow Beth Carter’s work on how this became a precedent for the literary
depiction of a poetic year of morning, progressing through each month sequentially with the
constructed seasonality Haruo Shirane has outlined.® I then use close readings to argue that early

medieval sources, such as GoHorikawa'in Minbukyé no Tenji shii 1% J8{R] 58 BGEB I BLEREE (The

Poetic Collection of GoHorikawa’in Minbukyo no Suke, 1234) and Tsuchimikado 'in nyobo
nikki, mark a larger shift towards a timeless experience of grief in the year after a loved one’s
death. This chapter begins to raise questions about the role of poetry in historic memory which
are further developed in later chapters.

Chapter Two expands on the impacts of waka as a medium for historic narrative
introduced in Chapter One by closely examining the barriers to expression within a selection of
early medieval women’s waka grief poetry focused on the Genpei War and Jokyt Disturbance.
Drawing on recent scholarship by Christina Laffin which shows how a later medieval aristocratic
woman employed a densely poetic text in political ways,” Chapter Two contextualizes and

analyzes two main primary poetic texts. Kenreimon 'in Ukyo no Daibu shi is a mid-ranked

6 Beth M. Carter, “Engulfed in Darkness: Mourning Poetics in Classical Japanese Literature,” PhD diss., University
of Pennsylvania, 2016. Haruo Shirane, Japan and the Culture of the Four Seasons: Nature, Literature, and the Arts
(New York: Columbia University Press, 2012).

7 Christina Laffin, Rewriting Medieval Japanese Women: Politics, Personality, and Literary Production in the Life
of Nun Abutsu (Honolulu: University of Hawai‘i Press, 2013).



aristocratic woman’s poetic memoir which describes her experiences during and after the Genpei
War. The author, servant to an empress on the losing side of the conflict, commemorates and
mourns her patron’s fallen clan. The second, Tsuchimikado 'in nyobaé nikki, also focuses on the
author’s relationship with a member of the imperial line and his death in the political fall-out
after the Jokyii Disturbance.

Chapter Two argues that basing ideas about cultural memory on canonicity and widely-
received texts—on textual reception—skews a view of historical narratives about premodern
(Heian and medieval) Japanese war/conflict into a dialectic of defeat: memorialization or
pacification of those who lost and proof of the authoritative power of those who won. This sets
up a framework of the past informing and serving as a precedent for future power relations,
which is of obvious benefit to the security of those who won the conflict even if a narrative (such

as Heike monogatari *~-5#)3E, Tale of the Heike, fourteenth century) purports to paint the

losing side in a sympathetic light. This chapter shows that it is only through looking to less well-
received texts that we find those attempting to narrate a present unfolding moment with the
confusion and uncertainty inherent to it. | discuss the challenges these texts faced in relation to
textual reception, how and why they fell into a gap between communicative and cultural
memory, and the value they hold despite this. The chapter traces how narratives of cultural
memory are shaped, outlining larger-scale issues of textual circulation and values before
narrowing the focus to consider the restrictive effects of textual norms and genre in the creative
process. For the latter, | examine the contours of grief expression available through waka to
show the challenges early medieval aristocratic women faced in writing about war and political

conflict in a vernacular, poetic mode.



Due to the generic affinities between these primary texts, | pay particular attention to the
linguistic limitations and cultural boundaries of the short poetic form of waka, which was one of
the few avenues of expression open to women writers. This highlights the restrictions on what
women were able to communicate and the creativity they used to allude to more unconventional
topics. From a micro to macro level, this chapter more broadly asks whose narratives get
codified within the canons that form textual and cultural memory and why some voices are
marginalized. | draw from trauma theorists such as Cathy Caruth to include a consideration of
the effect of trauma on the authors’ attempts to narrate their experiences. By analyzing these
marginalized accounts of major political events, | complicate commonly accepted narratives
about early medieval Japanese history that center male warrior protagonists.

Chapter Three flips the script by highlighting the portrayal of female figures and their
waka poems found within more widespread male-authored historical narratives about the Jokyt

Disturbance, particularly the Jikdji-bon variant of Jokyitki 7K /K 7T (A Record of the Jokyt Years

[1219-1222]). While historians have privileged male-authored texts, they have generally ignored
the poetry within them in favor of prose passages. With particular attention on embedded
women’s poetry, the textual sources examined in this chapter focus on how the myth of divine
descent of the emperor—which formed the basis for aristocratic collective identity—was
challenged by the Jokyu Disturbance and how the conversation about imperial identity adapted
to these challenges. I draw on Jan Assman’s concept of the “mythomotor” to discuss how the
doubts that arose around imperial lineage posed problems to the idea of aristocratic identity. The
basis of this argument rests on a close reading analysis of the poetic use of Mimosuso River
imagery in the Jikoji-bon variant of Jokyiki, contextualizing it in relation to standard

conventions and precedent. This waterway borders Ise Shrine and had interconnected



connotations with imperial lineage, legitimacy, and power through its link to Amaterasu, the
goddess enshrined at Ise and from which the imperial family mythologically descended. I also
examine examples of the Mimosuso River being deployed in later male-authored gunki
monogatari, which draw it out of a poetic context into prose discussion.

This dissertation investigates the role of poetry in the historical narratives that form
cultural memory. My purpose is to question what has been left outside of canonical readings of
literary and cultural histories of Japan’s early medieval period, especially the voices,
perspectives, and experiences that fall outside of or are marginalized within commonly accepted
narratives. My approach is to investigate authorial decisions at the level of the linguistic
expressions and diction that set these voices and texts outside of the mainstream, in order to
show that close readings of such non-canonical works can force us to reconsider how we

conceive of this historical period.



Chapter 1, Waka as a Form of History

The main protagonists of early Japanese history

The earliest extant works of early Japanese literature were myths composed to explain and
authenticate political power, with those of the highest authority centered as the main
protagonists. In the eighth and ninth centuries—in the dawn of premodern Japanese literacy—it
was gods and their imperial descendants who were the literary protagonists of Japanese history.
The standard for state-sponsored, “official” historiographical writing in China consisted of
descriptions of events with separate biographies, such as seen in the imperial historiographic

Sinitic predecessors of Shiji S5 (Records of the Historian, ca. 100 BCE), Hanshu 2
(Documents of the Han, ca. 92 CE), and Hou Hanshu #4753 (Documents of the Later Han, ca.
432 CE).2 Drawing on these imported historical traditions, the Rikkokushi /<[ 5 (Six National
Histories), beginning with Nihon shoki H A&, (Chronicles of Japan, 720) and ending with
Nihon sandai jitsuroku H A< = {526k (Veritable Record of Three Generations of Japan, 901),

describe Japan’s history from its mythological beginnings through 887, in an orthodox style of
Literary Sinitic that is very close to that of their Chinese models. Unlike their continental
models, however, Japan’s early histories did not include biographies but only imperial annals,
consisting of “carefully dated entries recording events of public significance, with few

modifications and additions™® with the emperor as a central figure around which court rituals,

8 Elizabeth Oyler, “Vernacular Histories: Eiga monogatari, Okagami, Gukanshé,” in The Cambridge History of
Japanese Literature. Ed. Haruo Shirane, Tomi Suzuki, and David Barnett Lurie (Cambridge: Cambridge University
Press), 2016: 194.

° Ibid.



law-making, and responses to threats to the realm were structured. The line of imperial
succession determined the space of history by structuring official historical narratives, which
were configuring around the words and deeds of a central protagonist: the sovereign.1® These
histories were usually commissioned and edited by the most powerful minister at court; Fujiwara
no Yoshifusa (804-872) and Mototsune (836-891) both served as chief compilers, as did
Mototsune’s son Tokihira for the last of these histories completed in 901.

This alignment with Sinitic historiographical conceptions and literary frameworks is not
surprising. The Japanese imperial family was the central lineage around which the aristocratic
court revolved. It followed the model of classical Chinese sovereignty, with some significant
differences. First, unlike the Chinese “mandate of heaven” which justified dynastic changes by
correlating unjust rulership with natural disasters and other divinely inflicted suffering of the
realm’s populace, the mythological legitimization of Japanese imperial control depended on a
chain of descent from the heavenly gods and in particular the sun goddess Amaterasu. Second,
the imperial lineage depended on the support of traditional aristocratic lineages (uji), who served
in ministerial positions. Despite the nominal emphasis on direct descent from heaven, the
firstborn male heir was not guaranteed succession to the throne. Matrilineal lines were also
important. In the sixth and seventh centuries fraternal succession was just as common if not more
so than filial succession, and there were eight instances of Japanese women rulers between the

late sixth and late eighth centuries.'! Even after male filial succession became the ideal in the late

10 Duthie discusses this phenomenon in relation to the first of the six, Nihon shoki. Torquil Duthie, Man *yoshit and
the Imperial Imagination in Early Japan (Boston: Brill, 2014), 128-30.

11 These numbers are a little misleading because two of the Japanese empress regnants acceded to the throne twice,
so the total number of individual empresses is only six. There are also more instances of Chinese indirect/unofficial
rule through empress consorts and empress dowagers, particularly acting on behalf their sons. But there was only
one recognized Chinese empress regnant, Wu Zetian (624-705, r. 690-705).
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eighth century, in the absence of a suitable direct heir, other patrilineal male relations were still
considered eligible.*? With suitable backing from powerful aristocrats, an older heir could be
bypassed by a younger or alternative heir, or otherwise forced to step down after a short period

of rule.13

Protagonists of Japanese history in the Heian Period

By the Heian period, when male sovereignty had become firmly established, all aristocratic
lineages were related in some way to the imperial family. As the clans grew larger, however,
subdivisions occurred within them. For instance, the Fujiwara lineage, which descended from
Nakatomi no Kamatari (614-669)—who was granted the honorific surname of Fujiwara by
Emperor Tenji—became subdivided into four branches. The “northern branch” became known as
the “regental” branch after they came to dominate mid-Heian politics by occupying the highest
ministerial positions and intermarrying their daughters into the imperial line. As the imperial heir
was raised in the empress’ quarters within the imperial palace, this gave the maternal grandfather
special access to both the palace and the heir, who he would try to make emperor while still a
child or a malleable young adult. Fujiwara no Yoshifusa began this practice of ruling through his
underage grandson, Emperor Seiwa (850-878, r. 858-876), through the newly invented office of

regent (sessho). Yoshifusa’s adopted son (by blood his paternal nephew), Mototsune, extended

12 Due to liberal adoption policies, lineage was often not limited to direct blood descendants—adoptions did occur—
but these tended to draw from the same familial pool, such as the adoption of a nephew. Guidelines for formal
aristocratic adoption were outlined in the Yo6rdo Code (promulgated in 757). It specified that in the absence of a son,
a male relative of patrilineal descent “closer than a second cousin” could be adopted, but this rule was stricter than
actual cultural practice. Obayashi Taryo, “Uji Society and le Society from Prehistory to Medieval Times,” The
Journal of Japanese Studies 11, no. 1 (Winter 1985): 15.

13 1bid., 17-18.
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regental control through the position of kanpaku, or a chancellor acting on behalf of an of-age
emperor.

There is no scholarly agreement about why exactly the writing of official imperial
histories came to an end after 901, but it correlates with changing power dynamics. As political
power shifted from the emperor to Northern Fujiwara ministers in the role of regent, the Fujiwara
ministers themselves emerged as political figures that organized the space of historical discourse.
This occurred within two spheres: patrilineal Sino-Japanese journals and more widespread
vernacular (wabun) narratives.

In the absence of official kanbun histories, kanbun nikki {3 H i (Sinitic journals)

developed greater importance in the historical representation of the court. These were kept by
high-ranking male court officials such as the Fujiwara regents and considered part of official
male bureaucratic literary production and culture. They followed the model of the official
histories in terms of content—describing ceremonial events, natural disasters that threatened the
realm, etc.—Dbut situated the author in the first person as the main protagonist of the text,
representing them as figures acting self-consciously from within a historical moment to record
their memory and version of events. They also served as resources of knowledge for future
descendants; men wrote knowing their words would join the collection of journals they had
inherited from their male predecessors. In other words, these journals acted as a medium to pass
on specialized familial knowledge to their male heirs. The genre of kanbun nikki thus formed
part of a patrilineal inheritance. There are no extant kanbun nikki written by women from this
time period, and specific women are rarely mentioned by name or title in these sources unless
they play a role in the author’s access to authority at court, such as a daughter serving as reigning

empress.
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The basis of the Fujiwara regents’ powers heavily depended on the role aristocratic
female relatives played within the game of marriage-based politics. Takeshi Watanabe has
described how the context of the female-centered cultural environment that developed as a result
of Fujiwara marriage politics led to vernacular historical records written by women.# These
include brief, first-person accounts like Murasaki Shikibu’s diary as well as more extensive

experiments like Eiga monogatari %2 {E455 (A Tale of Flowering Fortunes, eleventh century), a

history written in the vernacular wabun script which incorporates material from Murasaki
Shikibu’s diary. Taking romance-heavy tale literature such as Genji monogatari as its
inspiration, Eiga expanded the boundaries of historical narrative to include the actions and
speech of high and mid-ranked aristocratic women. This included the roles they played both in
their official roles at court as well as in the interpersonal relations that facilitated Fujiwara
influence through marriage politics. It is narrated through the voice and commentary of a mid-
ranked aristocratic woman, privy to intimate details of what occurred behind closed doors at
court.

Wabun narratives such as tale literature opened discourse into representations of the
interpersonal lives of the aristocracy. While a discussion of Heian period definitions and attitudes
about fictional versus factual accounts is outside the scope of this chapter,® I will briefly

mention how the most famous tale and inspiration for Eiga, Genji monogatari by Murasaki

14 Takeshi Watanabe, Flowering Tales: Women Exercising History in Heian Japan, Harvard East Asian Monographs
427 (Cambridge, MA: Harvard East Asian Press, 2020), 8.

15 Aileen Gatten has argued that in the early to mid-Heian period, the distinction between factual and fictional
writing was simply that of writing narratives about historical individuals versus that of invented protagonists, but
here 1 am focusing on the narrative framework of what stories the aristocratic court tells about itself particularly in
relation to imperial lineage. Aileen Gatten, “Fact, Fiction, and Heian Literary Prose: Epistolary Narration in
Tonomine Shosho Monogatari,” Monumenta Nipponica 53, no. 2 (Summer 1998): 153-95.
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Shikibu (d. ca. 1014), addresses the interrelation between the official histories and tales through

the voice of its main protagonist, Genji:

e b zBE LT D07%, M oiichsrz &
ZRELBXITAR70, BARKZ EIXZE0TZ2I1XENL,
INHIZZFEALLLLLIFLEZ LT 16

“I have been very rude to speak so ill to you of tales (monogatari)

[as contrived fiction]! They record what has gone on ever since the

Age of the Gods. The Chronicles of Japan [Nihon Shoki] and so on

give only a part of the story. It is tales that contain the truly

rewarding particulars!”’
As McCullough and McCullough note, this passage has been a source of scholarly debate, but it
clearly criticizes the narrow scope of “official” historical records, insisting that the details
included in monogatari (with a focus on interpersonal social relationships) speak to how people
lived.'® The monogatari that Genji addresses in this passage are romantic tales, which is related
to the source of Fujiwara regental power—interpersonal relations with the imperial line through
marriage politics. With this focus on romantic relationships, narrative space in monogatari
expands into the realm of what the official histories would have deemed “personal” and not fit
for a proper official, “public” history. This vernacular prose breach of the parameters of

“official” historical narrative—beyond aristocratic or male protagonism in the bureaucratic

language of Sino-Japanese—drew gendered criticism, and the genre was not highly regarded.

16 Abe Akio, Imai Gen’e, Akiyama Ken, and Suzuki Hideo, ed., Genji monogatari 3, Shin Nihon koten bungaku
zensha 22 (Tokyo: Shogakukan, 1996), 212.

17 Royall Tyler, The Tale of Genji (New York: Penguin Books, 2001), 461.

18 William H. and Helen Craig McCullough, A Tale of Flowering Fortunes: Annals of Japanese Aristocratic Life in
the Heian Period (Stanford: Stanford University Press), 1980: vol. 1, 7.
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These romantic tales, however, demonstrate the broad network of agents across
aristocratic classes that was necessary to facilitate such interpersonal relationships (nurses,
servants, etc.) within imperial marriage politics. Monogatari thus bring a larger cross-section of
the aristocracy into the construction of (aristocratic/imperial) power relations than is
demonstrated in the earlier official histories, which mention imperial consorts who bear children
but do not discuss how these partnerships are chosen or facilitated. In the age of regental rule,
relationships were the key to political power. While Eiga thus demarcates a shift in the main
historical protagonist from the emperor to the Fujiwara regental line—in this case specifically
Fujiwara no Michinaga and his predecessors—it also expands the definition of the community of
who and what kinds of actions are influential to history and thus merit inclusion in a historical
narrative.®

Unlike the Rikkokushi series that built off itself, with each new history continuing where
the last left off, however, Eiga monogatari is the only extant text of its kind. It offers new
boundaries for how history can be conceived, but likely due to this complication with the
gendered attitudes about vernacular narratives by women, it did not completely revolutionize the
construction of historical narratives to the extent of starting a new trend of court histories written
and narrated by women with a focus on interpersonal relationships. I would argue it was intended
to do so, as its narrative begins with Emperor Uda’s reign in 887, starting where the final
imperial history, Nihon Sandai Jitsuroku, finished.

While Eiga monogatari itself did not begin a new form of serialized court history, it may

have inspired a reaction that did. Okagami K&z (The Great Mirror, late eleventh century) was

the first of a new genre of kagamimono (“mirror tales”) and, like Eiga, is primarily concerned

19 The focus on Michinaga is clear from the focus on his predecessors and the text ending with his death.
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with representing Fujiwara no Michinaga’s power.?° It outlines parallel male lineages of
emperors in the imperial family with high-ranked Fujiwara ministers of state—placing them on
equal footing—and culminates with Fujiwara no Michinaga as an ideal minister. Okagami
attempts to bridge the gap between the fully tale universe of the vernacular Genji, upon which
Eiga was entirely based, with the earlier Literary Sinitic rikkokushi.?* It was written in the
vernacular and has a duo of internal named male narrators, setting up a tale-like larger
framework, but within this an inner framework borrows from the Chinese precedent of the Shiji
style of biographical writing.?? The narrator speaks directly to the idea of correlating Okagami

with the earlier rikkokushi:

(R L& 2 L l0id, O A2 LITTE, &£
CEL, ERb bl LAY, 4 HOFROREIL, &
BOTDEEL, $§O6200< 2L 21E, AAKB L BT
My EMNL] B

“Enough of trivialities,” he said. “I am going to discuss serious
matters now. Pay close attention, everyone. Just as you must look
on today’s [Buddhist] exposition of holy writ as an aid to
enlightenment, so you should think, as you listen to me, that you
are hearing the Chronicles of Japan.”**

20 In a sweeping study on the kagamimono, Erin Brightwell points out the difference between these two texts lies in
a focus within Okagami to explain the reasons behind Michinaga’s rise to power. Erin L. Brightwell, Reflecting the
Past: Place, Language, and Principle in Japan’s Medieval Mirror Genre (Cambridge, MA: Harvard University Asia
Center, 2020), 9.

2L See Brightwell 8-11 for a discussion of how the “mirror” genre situated itself between the “tales-chronicles
binary.”

22 Brightwell defines the category of kagamimono as “present[ing] Japan’s history as driven by cosmological
principles (dori).” Brightwell, 2. | do not disagree with her analysis of their new approach to history but focus here
on how the biography-style framework and content diverge from that put forth in the more tale-influenced Eiga
monogatari.

23 Tachibana Kenji and Katd Shizuko, ed., Okagami, Shin Nihon koten bungaku zenshii 34 (Tokyo: Shogakukan,
1996), 58.

2 McCullough, Okagami, 86.
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While the text mentions the Chronicles of Japan (Nihon shoki, the first of the six histories)
specifically, it has been taken as referencing all of the imperial histories.?®

Okagami also dismisses discussion of romance and interpersonal relations, i.e. the
prominence of women’s roles that Eiga introduced in historical narrative, as irrelevant. It is
expressly critical of female positionality within historical writing, i.e. the fly-on-the-wall mid-

ranked female attendant narratorial perspective that we see in Genji, Murasaki Shikibu nikki 5
A5 H R (The Diary of Lady Murasaki, 1010), and Eiga monogatari. One of the protagonists in

Okagami, Y otsugi, says:

FZ&iF, HoFizn < XL, HIFNIZHH TS, Bl
HYTHTFEFITIVREEAEDEDZ LD, BB THD
DTIERLZEELEN, AXBLET, R <L, F
TV TH, MIEEHEEE - oD HIEInh e, BIEFONRS
R I bte, Zh2h b, KFOE, BIEH, Wx DA
OEH=0Ic, ADHI BB IENY O ik, L7 - EEH
LB~ ) RIIERD, ShUE, Ehvdh, ARIEB~I T
EELTLLIELITT, S e, ZEid, RITeENT
SRV T, EHICE DT, NDHF LD SIEREE
DDA LEDZ L0 %2, <EEYVHITEICWEEZ D
NELFIHELEZ T2 ALBIEZTHD, %

Are you thinking that we old fellows must have accumulated an
inexhaustible store of interesting tales, both sad and happy? We
may seem guilty of an important omission, since we have said
nothing about the high-born ladies and other women who live out
their lives behind the blinds we menfolk see. But don’t you
suppose ladies-in-waiting and page girls spread the news whenever
there is a noteworthy even inside an Imperial, noble, or lesser
household? Whether you might have expected it or not, we know

25 Tachibana and Katd 58, note 6. McCullough, Okagami, 86, note 38.

% Tachibana and Katd, 406—7. Emphasis added.
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all about such stories. It is just that there is no point in repeating
them. When | see the stares some people favor us with, I have the
feeling that they consider it foolish even to talk about past events
of public interest, which certainly ought to be worthy of their
attention...?’

Here not only the narration but also the knowledge and experience of high-ranked female
aristocrats and the mid-ranked women who served them is completely discounted as irrelevant to
the recounting of history. In addition to shifting narration to a male voice, Okagami is presumed
to be written by a male aristocrat, although authorship is uncertain.?® All the rest of the extant
texts in this genre are also known or presumed to have been written by men. This suggests that
the perceived role of authoring omniscient historical accounts, even those written in the
vernacular, was linked to gender.

Beyond shifting narratorial style and disagreeing with the expanded boundaries of whose
contributions were worthy of being recorded in court history as seen in Eiga monogatari,
Okagami effectively re-writes the prior text in terms of historical coverage (887-1107 for Eiga,
850-1025 for Okagami). If Eiga had intended to continue where the earlier six histories had left
off, the framework parameters of Okagami refuses to recognize its contributions as legitimate
history.

“Kagami” (mirror) in the title of this new genre references the Chinese belief that history

reflects the past; the Okagami narrators, however, claim it also shows the present and the

2 McCullough, Okagami, 234. Emphasis added.

28 Qyler lists the possibilities: “The work has been variously attributed to Fujiwara Tamenari, to Fujiwara Yoshinobu
(one of Michinaga’s sons), and, in the Tokugawa period, to various members of the Minamoto family.” Oyler, 197.
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future.?® Narrator Shigeki composes the first poem, and his counterpart Yotsugi replies with the

second:

bELITE Now that I have chanced upon
Iz ~IT This clear mirror

WEIZLH | can see the past,

S KD The present,

ZEHRXTY And what is to come.

TR ED The old mirror!
bHLbHOEHOE Without concealment,

< nze< It reveals afresh
HOHIIZRD D The deeds of sovereigns,
30 Each in his turn. 3

The belief that the past can reflect the future and present relates to Okagami’s argument about
the sustained close relationship between the Fujiwara and imperial families which legitimizes the
Fujiwara, and particularly Michinaga’s, dominance of current top court positions. The rhetoric
includes logic that this political configuration arose naturally through to the Fujiwara lineage’s
longtime dedication to the imperial family and should therefore continue.

After production of the official imperially ordered historical kanbun histories had ended
by the mid-Heian period, then, we see a shift to an increased reliance on autobiographical,
patrilineal kanbun nikki, at the same time that vernacular language is increasingly used in the

histories the court tells about itself. In addition to this, | argue it is not coincidence that a new

2 This idea is discussed in Shirane, Traditional Japanese Literature: An Anthology, Beginnings to 1600 (New York:
Columbia University Press, 2006), 519-20. Brightwell points out that these past/present/future reflections refer to
the cosmological principles set forth in the texts, which argue that if one understands the principles behind how
events unfold, then all of history can be explained. Brightwell, 46-47.

30 Tachibana and Katd, 57.

31 McCullough, Okagami, 85.
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court literary project arose only a few years after what would become the final official history
was completed in 901: the compilation of the first imperially commissioned vernacular poetry
anthology, Kokinshi (ordered 905, completed ca. 920).

This collection inaugurated a tradition that continued into the fifteenth century. The
imperial vernacular poetry anthology project—which began with the first order in 905 and would
continue with twenty-one iterative texts produced over five centuries and well into the medieval
period, through 1439—includes more expansive representation than the previous forms of
official histories which privileged only the highest-ranked court members. Gustav Heldt argues
that while these poetry anthologies were the result of an imperial order, they were “designed to
represent the court to itself as a collective entity.”3? While poetic placement (such as starting the
collection or a particular group of poems on the same topic) and/or the number of overall poems
included in a collection can correlate with relative political status or poetic prowess—the
anthologies did not completely homogenize the hierarchical court structure—Ilike the expansion
of Eiga monogatari to include the roles women played in court politics, it did lead to greater
inclusion within an “official” literary text. As I will argue below, there is a case to be made for
reading poetry anthologies as a form of history.33

Imperial anthologies (chokusenshiz) were an imperially commissioned official state
project to collect and order poetry, which from the tenth century primarily encompassed

vernacular waka. Although written in the vernacular wabun script, inclusion in these collections

32 Heldt cites “the nature of the anthologizing process, the language used within the anthology to describe its
participants, the manner of its organization into categories, and the ways in which communities are created through
the arrangement of poems™ as evidence of the collective representation within Kokinshi. Heldt, 131.

33 Stefania Burk has made a similar argument with a focus on the latter imperial anthologies. She uses a very
different approach, however, centering on the circumstances around and act of compilation. Stefania Burk, “Reading
between the Lines: Poetry and Politics in the Imperial Anthologies of the Late Kamakura Period (1185-1333),” PhD
diss., University of California, Berkeley, 2001.
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was highly coveted; they were official and prestigious. Poems are listed with the context of the
poem’s composition or set poetic topic as well as the name of the author. Names of aristocratic
men who participated in the court bureaucracy included their personal and clan name. Members
of the direct imperial family, monks, and nuns were usually listed by title and their single
(Buddhist or personal) name, indicating their position outside of the mundane life of the
bureaucracy.

Female aristocrats, however, were frequently referred to in relation to a male relative. If
the woman did not serve at court, they were designated through the relation of daughter or wife
(as in Sugawara no Takasue’s Daughter or Michitsuna’s Mother); if she did, then she was
frequently referred to with the title of whichever male aristocrat (blood relation or not) presented
her at court and/or in relation to her patron. For example, in the name Kenreimon’in Uky0 no
Daibu, Kenreimon’in is the empress she served and Ukyd no Daibu is a male gendered job title.
While some women had official postings at court in the Rear Palace, naming conventions
frequently demarcated them as outside of or at best supplementary to the official male
bureaucratic sphere.

Regardless, women were still named within the imperial poetry anthologies. What
Torquil Duthie writes about the link between imperial culture and poetic composition in the pre-
Heian period still held true: “...poetic [waka] skills, even if limited, conferred a sense of
membership in a cultural community centered on the imperial court and of emotional investment
in its historical past and political continuity.”3* In other words, participation in waka
composition—being a protagonist in one’s own waka poetics— was integrally tied to imperial

and, through association, aristocratic culture.

3 Torquil Duthie, The Kokinshii: Selected Poems (New York: Columbia University Press, 2023), 251.
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By the mid-Heian Period, as the Fujiwara regents manipulated imperial marriages to
secure regental positions, an abundance of other possible male heirs had the potential to threaten
both their position and the stability of imperial descent. In these instances, they employed a tactic
in which princes without strong backing were given surnames and thus subjecthood, in effect
removing them from the line of succession. These were the origins of surnames such as the

Taira/Heike (*F*) and Minamoto/Geniji ({2 £%), various offshoots of which would later combine to

become warrior lineages.3®

Protagonists of history in the early medieval period
A major historical and literary shift began in the early medieval period regarding who was
centered as protagonists of history. This is usually simplified as a shift from the aristocracy to the
newly arisen warrior class, though it is important to note that the leaders of those “warriors”
were in fact aristocrats themselves. The positioning of them as a separate class largely developed
in the centuries following the conflicts of the late twelfth and early thirteenth centuries that led to
this shift in political power.

Over time, some descendants of the Taira/Heike and Minamoto/Genji—those ejected
from the imperial line with the gift of a surname—had spread out to the provinces, supporting
provincial governors in defending their land. In the second half of the twelfth century, they were

drawn into into two conflicts that originated as power struggles at court: the Hogen Rebellion

3 While all members of each clan were related in some way, there were multiple points of origin from princes of
different emperors, more than ten for the Heike and eighteen for the Genji. The Minamoto clan involved in the
Genpei War were descended from Emperor Seiwa—the same who facilitated the beginning of Fujiwara regental
control—and were known as Seiwa Genji after the line was founded by Seiwa’s grandson, Minamoto no Tsunemoto
(894-961). The Ashikaga shogunate would also trace their lineage back to the Seiwa Genji. The Taira clan members
who fought them descended from the Ise branch of Heike descended from Emperor Kanmu (735-806, r. 781-806).
While Kiyomori was associated with the dominant core of the Ise Heike, there were other branches from the Ise
Heike which sided with the Minamoto in the Genpei War. These included the Hojo.
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(1156) and Heiji Rebellion (1159). As Royall Tyler notes, the objective of both clans was to
“quell any ‘enemy of the court,”” which was usually understood as a threat from outside of the
capital. *® In these two instances, however, conflict arose from uncertainty about imperial
succession, and as opposing sides saw each other as enemies of the court, the warriors were
drawn into the capital itself.

Various members of the Fujiwara fought on both sides of each conflict, but Taira no
Kiyomori (1118-1181) fought on the winning side of each and was richly rewarded with
political prestige. His rise and that of his clan paralleled the fall of the Fujiwara within the court
and, on a larger scale, that of the court aristocracy as a whole. While rumored to be an
illegitimate son of Emperor Shirakawa (1052-1129, r. 1073-1087), Kiyomori was adopted into
the provincial warrior Taira clan by Taira no Tadamori (1096-1153). His father had used his
military skills to enter the lower levels of the aristocracy, having been rewarded with a zuryo
provincial governor position after successfully fighting pirates on the coast. Following his
father’s example of movement into an aristocratic office through military service, Kiyomori
displaced a long-standing aristocratic lineage within the bureaucracy through his display of
military skill in the Hogen and Heiji conflicts. He then employed the Fujiwara regental tactic of
marrying a daughter (Kenreimon’in) to the emperor (Takakura) to solidify his control over the
imperial line.

The same events that seeded Kiyomori’s rise to power led to his downfall. Minamoto no
Yoshitomo (1123-1160) lost the Heiji conflict and faced execution, but his son Yoritomo (1147—
1199) was allowed to live in exile in the eastern province of Izu. Yoritomo led the Seiwa Genji

family against Kiyomori in the Genpei Wars (1180-1185). By the end of the war, the Heike

% Royall Tyler, trans., The Tale of the Heike (New York: Viking Penguin, 2012): XxX.

23



descended from Kiyomori who had populated the court prior to its outbreak were dead, although
there are rumors that a few escaped to secret enclaves in Shikoku, effectively living in self-exile.
In one of the final battles, Takakura’s son and child-emperor Antoku drowned in the ocean. The
second half of the twelfth century thus witnessed the almost total annihilation of the Taira
lineage together with the end of one branch of the imperial line and the descent into political
irrelevance of the Fujiwara lineage. After the war, the Seiwa Genji formed a new warrior-led
government (shogunate/bakufu) in Kamakura with Yoritomo as its imperially-appointed leader.

The Jokyu Disturbance of 1221 was a failed attempt by Retired Emperor GoToba (1180-
1239, r. 1183-1198), the fourth son of Takakura who had succeeded Antoku, to overthrow the
Kamakura shogunage. According to the earliest variant (Jikoji-bon) of Jokyiki (A Record of the
Jokyt Years [1219-1222], before 1240), GoToba began plotting against the Kamakura
shogunate after hearing of the assassination of Minamoto no Sanetomo (1192-1219), the last
remaining direct descendant of Yoritomo.3’ In effect, the narrative argues that GoToba’s actions
were prompted by a disruption to the shogunal lineage. However, like earlier regental practices
of the Heian court, by this time shogunal administrative powers had been harnessed by another
clan, the Hojo.3 Sanetomo was replaced by an aristocratic infant figurehead, Kujo Y oritsune
(1218-1256), a practice which the H5jo would continue in order to retain their power.

While it may have begun due to a disruption in shogunal lineage, the Jokyt Disturbance
had a much larger impact on imperial lineage. It resulted in the exile of GoToba and two of his

sons who had been former emperors; GoToba and Retired Emperor Juntoku (1197-1242, r.

3" Royall Tyler, trans., Before Heike and After: Hogen, Heiji, and Jokyiki, 2" edition (Charley’s Forest NSW
Australia: Blue-Tongue Books, 2016): 211-12, 218-19.

38 Yoritomo’s father-in-law Hojo Tokimasa (1138-1215) began the practice of shogunal regent (shikken), citing the
young age of Yoritomo’s eldest son Yoriie (1182-1204).
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1210-1221) were sent to Sado island and the OKki islands, respectively, while Retired Emperor
Tsuchimikado (1194-1231, r. 1198-1210) left for Shikoku. All remained in exile until their
deaths.*®

Parallel with this shift in political power, there was the development of a new genre to

portray the new historical protagonists: gunki monogatari (war tales), a “mixed written style” (¥
BRAZ ST, wakan konkobun) that combined vernacular kana writing with variant styles of

Literary Sinitic. While the focus of gunki monogatari is typically on how armed conflicts
arose—the battles themselves, and their outcomes, usually centering the warriors as
protagonists—they also include aristocratic figures who were involved in relevant events. For
this reason, and because the newly developing warrior class saw aristocratic culture and arts as
signs of sophistication and refinement, waka poetry is also included within these accounts. We
thus see aristocratic figures gradually displaced from more central protagonist positions but still
visible in these wide-ranging, omniscient historical narratives about the political conflicts in the
early medieval period that led to their loss of power.

So far this chapter has demonstrated a parallel between shifting power dynamics and who
appear as the main protagonists in dominant historical narratives through the early medieval
period. | have further argued that vernacular waka poetry became constitutive of imperial culture
and aristocratic literary representation. This is one way that we can view waka as a form of
history: that of a medium for the literary representation of aristocratic culture. I now turn to a
different argument for viewing waka as history through an examination of the various

temporalities visible within it. In presenting waka as a medium through which these different

% The unprecedented nature of these three exiles and the impact they had on imperial legitimacy is taken up in
Chapter Three.
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temporalities manifest, and examining some of those temporal shifts over time, the chapter likens
waka to an ice core sample: the poetry is a strata through which cultural shifts can be seen.

Furthermore, the medium itself has an effect on what can be retained or carried through it.

Historical narrative and poetry: the issue of temporality

In New Times in Modern Japan, Stefan Tanaka argues that “[o]ne of the characteristics of
modern society is the synchronization of various temporalities into a unified, homogeneous, and
empty time.”*? This implies that premodern Japanese conceptions of time were, relatively
speaking, more disparate, heterogeneous, and closely linked to specific historic events. Waka
poetry is a figurative site where these different time scales converge; part of its role in historical
memory is to simultaneously hold and layer these multiple ways of measuring time.

This section examines the impact of the medieval epistemes of temporality on poetic
forms of historical narration. | argue that early medieval poetry marks a shift in temporality
towards a more relative experience of time. | show this through quantitatively analyzing the
opening spring poems in the Kokinshii and Shinkokinshi poetic collections and qualitatively
examining the trope of a “year of mourning” in The Tale of Genji and how early medieval
“official” courtly mourning narratives diverged from that standardizing pattern. This will show
the development of an early medieval temporal episteme and demonstrate one way of using waka
as a form of history. Historians have tended to avoid examining poetry in this way to extract
historical information as it requires a literary background and approach. This section attempts to

bridge this disciplinary gap.

40 Tanaka, Stefan Tanaka, New Times in Modern Japan (Princeton, N.J.: Princeton University Press, 2004), 5-6.
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One important consideration is maintaining awareness of differences in temporal
conceptions between the time of poetic composition and the present. Historical memory centers
on the topic of the past, shaped into narrative by the concerns of the present—but what if there
are multiple, overlapping ways to measure and consider “the past” that converge within the same
poetic space? How should we read poetic narrative presented through a kaleidoscope of plural
pasts, including a cyclic seasonality that reverberates into the present?

First, let us more broadly consider the role of Heian and early medieval poetry in historic
memory to show why poetry should not be excluded from its analysis. Poetic composition and
contests played a role in official court events such as banquets. The resulting documents from
these events listing the context, participants, and composed poems is thus a form of historic
record of those specific events. Similarly, in anthologies some waka have headnotes which
contextualize them as composed during specific excursions, such as group outings to see
blossoms. When Heian female attendants compiled poetic memoirs later in life, they drew from
the scraps of poetry they’d kept from such events. The physical artefact of the poetry trail in
these cases can act as proof around which we (or the memoir-compiler) can presume (or
remember) an event that occurred.

We can also track romantic relationships through poetic exchanges. The exchange of
morning-after poems confirmed the success of a nighttime visit, which was itself an affirmation
of an ongoing relationship. In the Heian and early medieval polygynous marriage system, with
couples residing separately, the frequency of conjugal visits by the husband to his wife’s abode
and their poetic exchanges were the only concrete proof of the relative strength and continuation

of their marriage. In other words, the (poetic) communication record was both a means of
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continuing the relationship and proof of its existence. Aristocratic women also used the artefacts
of these romantic poetic exchanges to compile poetic memoirs later in life.

In the examples above, we can see clear ways to consider poetry in relation to historic
memory. With contextualizing headnotes, waka can serve as a record for events—official court
ceremonies or personal travel—or attest to the state of personal relationships. Examining a paper
trail of poetry to examine specific events or relationships, modern scholars can plot poems on a
linear historic timeline. The poems themselves, however, contain multiple temporalities, and this
complicates their relationship to historic memory. When there is simultaneously more than one
way to measure time—when there are competing temporalities—then ideas about the past and
history, also, cannot be fully comprehended or encapsulated on a single linear timeline. What
types of temporalities existed in the early medieval Japanese worldview, and how did waka
encapsulate them simultaneously? And what can we say about early medieval conceptualizations
about the past based on the temporal conjunctions found within these poems?

Speaking of the overlapping temporal scales of cyclic nature and singular human

individuality in the Man 'yoshii J7524E (Collection of Myriad Ages, late eighth century) in

“Time and Old Japan: In Search of a Paradigm,” Raji C. Steineck suggests the following

approach for considering temporal aspects within premodern Japanese literary representation:

It therefore seems appropriate to allow for the co-existence of
various principles of temporal organization in literary
representations from earliest times. This observation renders
obsolete the facile distinction between modern, individualistic
literature and earlier, community-bound modes of expression.
Instead, it leads to an open-ended approach in the analysis of
historical sources. The first task of such analysis would be to
identify which levels of time are represented and operatively
engendered in a given articulation, or a certain corpus or genre.
From such an assessment, further questions can be derived: Are
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diverging modes of temporal organization addressed as such, in

their difference? How is the interplay of the levels of time

organized? What reasons can be established for the ways in which

time is addressed in certain genres and corpora, for their

organization of temporalities, and for their preferred modes of

expression?4!
Following the general train of these questions, the remainder of this chapter will outline the
temporalities visible in waka before examining the impact of these coexisting and collapsed

temporalities on how we conceive early medieval pasts.

Types of temporalities involved in waka

We can consider three main geometric morphologies of time in relation to premodern Japan:
linear, relative, and cyclic. Linear time extends infinitely from the present moment to both past
and future. Relative time has a precise starting point and extends forward into the future from
that point. Cyclic time is a pattern that repeats, ending where it started and beginning anew. We
can consider different types of socially constructed early medieval Japanese temporalities within
these morphologies.

Imperial time, or time as measured by and within the premodern aristocratic court system
in relation to imperial power, is both relative and cyclic. It began at the conclusion of “mythic
time,” which includes the creation and activities of the gods—direct ancestors to the emperor—
with the reign of Emperor Jinmu, and it was expected to endure forever. Within that longer time
scale, there are shorter cyclic components of the reigns of individual emperors as well as the

imperially decreed era names (nengo).

41 Raji C. Steineck, “Time and Old Japan: In Search of a Paradigm,” KronoScope 17, no. 1 Special Issue “Time in
Historic Japan,” ed. Brigitte Steger and Raji C. Steineck (Leiden: Brill, 2017), 24.
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“Seasonal” time, i.e., time measured by the appearance or dissappearance of seasonal-
specific plants and animals as a result the earth’s movement around the sun, can be viewed from
all three perspectives within early medieval Japanese societal constructions. Seasons are the
clearest form of cycles, moving from spring to summer to fall to winter before beginning anew.
Within each season, however, there is a constructed forward progression—an expected order to
the appearance of individual seasonal signs—which can be seen as relative to the start of that
season. Within the world of waka, this was socially constructed and did not necessarily correlate
to the plants and animals which were witnessed by courtiers at the specific temporal instance of
poetic production.*? Calendric conceptions based on solar or lunar cycles are also both cyclic
(repeating monthly and yearly) and linear, extending to past and future years.

Buddhist temporalities also include all three. There are large-scale kalpa cycles of
universal creation and destruction, relative time measured from death (of a Buddha for a timeline
to the appearance of the next Buddha, or of an aristocratic individual for measuring the
progression for grief rites), and the linear time in which all of the above nestle.

How, then, do we measure or conceive of “historic” time in an early medieval context,
when there are these multiple, overlapping temporalities of how the past is measured and

conceived?

Relative temporalities in Kokinshii and Shinkokinshii
I will begin the discussion of the temporalities visible in waka through examining the first

imperially commissioned waka poetry collection, the Kokinshii, followed by the eighth

42 Haruo Shirane, Japan and the Culture of the Four Seasons: Nature, Literature, and the Arts (New York:
Columbia University Press, 2012), 25-55.
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collection, Shinkokinshii. Both texts were both later regarded as textbooks that set standards for
waka composition, with the latter using the former as a model. Kokinshii is widely acknowledged
to have been “integral to Japanese court culture for centuries afterwards,”*® and the neo-classical
Shinkokinshii similarly revolutionized waka poetics. When Nun Abutsu (1225-1283) wrote

Menoto no fumi L5} 3L (The Nursemaid’s Letter, 1264), offering advice to her daughter on

serving at court, she stressed the ability to be able to recite all of the poems in both texts.**

The organization of the Kokinshi into books created suitable categories with a
progression of related nested subjects. As the initial standard text, it set the boundaries of what
waka encapsulates. This chapter will investigate those boundaries, specifically the when of waka.

The first Kokinshii poem, which opens a book of spring poems and the beginning of a
seasonal cycle (that similarly opens all the following twenty imperial anthologies), makes it clear

that temporality is a problem that must be immediately addressed:

SHFIHEIBITHH LD D
Written when the first day of spring came within the old year

FEDOWNIZ spring is here before

FILEITHY year’s end when New Year’s Day has
[O) R not yet come around

FAE &RV T what should we call it s it

LA L OWTT® still last year or is it this*

43 Gustav Heldt, The Pursuit of Harmony: Poetry and Power in Early Heian Japan (New York: Cornell University
East Asia Program, 2008), 1.

44 affin, 29.

45 Kojima Noriyuki and Arai Eizo, ed., Kokinwakashii, Shinpen Nihon koten bungaku taikei 5 (Tokyo: Iwanami
shoten, 1989), 19.

46 Rodd, Kokinshii, 49.
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This poem, by Ariwara no Motokata, pivots around a disjunction between the seasonal solar
calendar—with the tilting of the earth and rising temperatures governing signs of spring such as
migrating birds and flower blossoms—and the lunar yearly calendar, whose dates dictate court
rituals and the sociocultural start of the spring season.

The poem has been largely dismissed as the sort of logical fallacy and elegant confusion
that reappears later in the sequence of spring poems when blossoms are mistaken for snow. This
academic reading sets the question as rhetorical, but the poem in fact functions to set a tone for
the whole first book of spring and indeed the entire anthology.*’ It asks, “Where does waka start?
Where and how do we start counting (poetic) time?”

Motokata’s opening poem presents two systems for measuring time held together at a
point of divergence and gives precedence to neither. How do we define “now” relative to past or
present— what calendar, or what temporal scale, should be emphasized in where we begin? —
and not just this year, but spring as a waka category? Beginning with a question about the
paradox of multiple temporal truths also means that this text, which aims to define and argue for
the importance of waka, starts its first poetic sequence from a point of uncertainty. It shows the
boundaries of poetic seasonality (and temporality) as porous at the same time it defines them and
the greater boundaries of waka.

If we are to consider early medieval temporalities and poetics, however, we must turn to
Shinkokinshz. As the name implies, the text sought to rewrite the paradigms and epistemes of

Kokinshi to fit a new world order. The three-hundred-year gap between the two texts had

47 Heldt separately argues that the sequence’s later progression operates to harmonize the lunar and solar calendars.
Heldt, 174-75. While | do not disagree with this analysis, in this chapter | seek to show that there were various
temporalities (beyond singular lunar and solar calendars) that coexist within the bounds of waka and these poetic
collections. This does not preclude a reconstruction of the court’s ritual calendar.
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involved many social and political changes, most recently the creation of the bakufu government
in distant Kamakura. This bifurcated political system resulted in duplications such as the
existence of two parallel courts of appeal, as Abutsu-ni takes advantage of in the matter of her

son’s inheritance, as recorded in Izayoi nikki 7<% H 7t (Diary of the Sixteenth Night Moon,

ca. 1283). After receiving a denial of her appeal in the aristocratic court, she traveled to
Kamakura to win her case there.*® As the political landscape changed, poetry, too, displayed a

greater awareness of geography, including an explosion in the use of utamakura £ (poetic

place names). Simultaneously, waka from the Shinkokinshii era emphasizes the knowledge that
rules—including temporality—differ by location. In the early medieval period, time is relative,
and geography matters.

There has been much discussion among literary scholars about the rise in popularity of
utamakura in the early medieval period.*® I have not found any scholarship, however, that
discusses this in relation to temporality, or how specific locations are increasingly bestowed with
their own scales of time vis-a-vis seasonal signs and the lunar calendar, and what this form of
relative experiential time might mean on a larger scale of considering history and conceptions of
the past/present/future when reading waka. First, however, | will quantitatively demonstrate the
shift towards this form of “spatial relative time” through an analysis of the opening poems in

Kokinshu and Shinkokinshi.

48 | affin analyzes Izayoi nikki as poetic evidence supporting Abutsu’s case, which involved succession rights to a
collection of poetic texts. Laffin, 136-72.

49 See, for example, Edward Kamens Utamakura, Allusion, and Intertextuality in Traditional Japanese Poetry (New
Haven: Yale University Press, 1998) and Rajyashree Pandey, Writing and Renunciation in Medieval Japan: The
Works of the Poet-Priest Kamo no Chomei, Michigan Monograph Series in Japanese Studies no. 21 (Ann Arbor:
Center for Japanese Studies, University of Michigan, 1998), 96.
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| examined the first twenty (spring) poems in these two poetic collections. In opening the
collection, they set a tone for the work as a whole. In addition, when the Shinkokinshii was
formally presented as completed, the first four or five spring poems were recited.* In looking at
these opening sections, I scrutinized two criteria, “mono-spatial relative temporality” and "spatial
temporality.”>!

First, I looked for “mono-spatial relative temporality,” i.e. a sense of multiple
temporalities at the same location. This includes evidence of the (lunar) calendar (which declared
that it was spring) not matching the solar-calendar-dictated natural signs of seasonality (winter
snow lingering, seasonal birds not yet appearing, flowers not yet blooming). In other words,
“mono-spatial relative temporality” means moments when there is a juxtaposition between
temporal scales within one location. The first poem in Kokinshii, discussed above, is an example
of this. Maki Yusuke has discussed this concept in relation to a personal sense of time, separate
from the external world. He cites this as a Kokinshii-era development alongside the poetic
abstraction of time, such as seen in the construction of seasonality within waka described by
Shirane.%? Maki treats time in Kokinshii-era poetry as a single abstraction, however, when we
have already examined ways in which it was multiple and coexisting.

Second, I looked for “spatial temporality,” or a temporality specific to one (possibly

named) location. This represents a juxtaposition between the temporal scales of that location

%0 A discussion of the Shinkokinshii presentation event can be found within Teika’s kanbun diary, Meigetsuki.
Robert Huey, Kyogoku Tamekane: Poetry and Politics in Late Kamakura Japan (Stanford: Stanford University
Press, 1989), 315.

I These are my invented terms. See Appendix A for these poems and translations by Laurel Rodd.

52 Maki Yisuke, Jikan no kikaku shakaigaku (Tokyo: lwanami shoten, 1997), 132-41.
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with other places. To give a clear example of spatial temporality, we can look at the anonymous

“Topic unknown” Kokinshii poem 18:

ZRIIIZ I deep in the lovely

(INGEplte mountains lingering snow weighs
Tz 72<IZ the pine boughs  while in

B IXE RO the fields of the capital

DL DOIT Y already they pluck young herbs

This juxtaposition of snow-laden winter in the rural mountains and grassy spring in the capital
show different temporalities existing at the same time in separate locations. One remains in (the
signs of) winter, the other exists in (tropes of) spring.

We can see more subtle example of spatial temporality in Shinkokinshii poem 5:

NERBIHBORE, AREICRT D0F, BEHR I EZERHFT D
(2. MERDODE BRIEE KRB

Imagining ‘the beginning of spring’ when asked to compose a
hundred-poem sequence during the time the Lay Monk and former
Regent and Chancellor was Minister of the Right Fujiwara no
Shunzei, Master of the Palace Quarters of the Empress Dowager

TS5 e~ today this special day
HEAZLETYH | thought of spring as something
(ORGE that comes only to

Wz L our capital though we know it
Y ONPRAYIEVAN journeys even to far Cathay

This poem contrasts spring’s arrival in two locations, the capital (present-day Kyoto) and

premodern China. Though the speaker knows the first day of spring (via the lunar calendar)

arrives in both places on the same day, in presenting spring as something that journeys (1 <)
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like a person to a distant location, there is an expectation and implication that the arrival must be
on a different day.
It is possible to have both mono-spatial relative temporality and spatial temporality

within the same poem. Here is an example of that in Kokinshii poem 3:

ML 6T KXAHANLET

Topic unknown Anonymous

il where is it that the

ZTHRNSZ warm mists of spring are rising—
XL o

I B D here on the slopes

X Loolic of lovely Mount Yoshino

EAESNURSRS the snows continue to fall

This poem reflects mono-spatial relative temporality because it shows a location-based
disjunction between a lunar calendar-based expectation of spring’s arrival, i.e., the appearance of
spring mist, and visible signs of the season, i.e. winter snow falling. We can also think of it as an
example of spatial temporality, i.e. showing a disjunction between temporal scales based on
location, because of the question in the first part, which implies that spring may have come to
other places but not yet to Mount Yoshino.

Having defined and given examples of these two ways of categorizing how temporality is
managed in spring waka poems, we can now turn to a brief quantitative analysis. | found that out
of the first twenty poems in Kokinshi, thirteen (65%) have mono-spatial relative temporality.53

For Shinkokinshii, eleven out of the first twenty (55%) demonstrated it.>* While relatively equal

53 Poems 1-11 and 14-15.

5 Poems 1, 4, 6, 8-11, 13, and 18-20.
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amounts, the placement in Kokinshii is strong from the beginning, including all the first ten
poems, with more scattered placement in Shinkokinshii. The typical set-up for these types of
poems either directly poses a question or raises uncertainty, i.e., “Is it spring (or not)? Is it
flowers (or snow)? Is it A (or B)?”

| found spatial temporality in only six out of the first twenty Kokinshii poems (30%) but
fourteen out of the first twenty Shinkokinshii poems (70%). This juxtaposition of two places,
much more prevalent in Shinkokinshii, seems to answer the question of “Is it A or B?” with “It’s
both.” In other words, spring is elsewhere and, simultaneously, also not yet here—it’s both
present (in another location) and future (in this location). The heavier use of place-names in
Shinkokinshi automatically builds in more of this spatial temporality, emphasizing that signs of
spring come to places at different times. The approach of spatial temporality—of relative
temporality tempered by location and not solely by the conflicting ways one could measure time

in a single location—thus embraces multiplicity and complexity.

Buddhist and poetic temporalities in mourning

Before turning to case studies showing a specific medieval temporal shift within the multiple
temporalities existing in mourning poetry, let us first set the stage with a broader consideration of
Buddhist waka poetics. How scholars have treated the literary products of mourning—including
poetry (waka and choka) and poetic diaries written about a loved one or patron after their
death—deserves its own consideration. In this section, | present existing research on late Heian-
Kamakura literary texts produced in reaction to or following Buddhist death rites—including

burial Z£3% (saso) and memorial services % (kuyo)—with particular interest in their

% Kokinshii poems 3, 15-19; Shinkokinshii poems 1-6, 9-10, 12-13, 16, 18-20.
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relationship with the emergence of “Buddhist literature” and the codification of Buddhist poetry
as a genre in early medieval poetics.

As discussed above, the imperial anthologies and especially Kokinshii and Shinkokinshii
greatly influenced later waka production. The structure of the anthologies, separated into
“books” of poetry, outlined appropriate poetic topics and provided examples of construction
within those categories. Changes in the structure of these anthologies, then, were noteworthy;
these reflected larger changes in literary production and poetic conceptualization. It would be
remiss to discuss early medieval Buddhist poetics without discussing how it developed into its
own genre.

In The Wind from Vulture Peak: The Buddhification of Japanese Waka in the Heian
Period, Stephen Miller traces development from the Nara period through the culmination of the
canonization of Buddhist poetry labelled as such in a section of the seventh imperial poetic

anthology, Senzaiwakashii T#F15k%E (Collection of One Thousand Years, 1188).5 The

imperial poetic anthologies performed multiple functions, including setting standards for poetic
composition and practice. The new categorization of a Buddhist section of poetry in the
Senzaiwakashi signals that it has become a standard main topic within the scope of poetic
practice.

Prior to the Senzaiwakashii, poems with a Buddhist theme were included in the book of

laments (aishoka % 1557K) or, in collections lacking a book of laments, were found with the

laments in a book of miscellaneous poems (zoka E#K).>” Part of the imperial anthology’s role in

% Stephen D. Miller and translations by Patrick Donnelly, The Wind from Vulture Peak: The Buddhification of
Japanese Waka in the Heian Period (New York: Cornell University East Asia Program, 2013).

57 Miller, 5-6.
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establishing standard poetic practice was a codification of associations. Just as lingering snow,

mist, and plum blossoms were all strongly associated with the book of spring poems, so too do

the six anthologies prior to 1188 code Buddhism within the subject of mourning and lamentation.
The title of the section of Buddhist poetry severely limited its scope, however: shakkyoka

FRZGR (poems on the teachings of the [historic] Buddha [Shakyamuni]).58 With an increasing

number of different interpretations and exclusive Buddhist practices in the early medieval period,
many traditions no longer relied solely on the historic Buddha’s teachings or made them the
focus of their central practice. There is much evidence that poets themselves did not see Buddhist
verse as limited to direct reference to these teachings. The famous poet Fujiwara no Shunzei fi#
L (1114-1204), for instance, emphasized non-duality in his only full-length poetic treatise,
the Korai fiiteisho 7 ¥ B 4AFL (Notes on Poetic Style through the Ages, 1197, revised 1201).5°
In the same passage, Shunzei also compared the transmission of poetry in the imperial
anthologies to the transmission of Buddhist siitras.%® With the poetic examples by Shunzei that
LaFleur examines, we can see that even poetry that does not specifically mention the Buddhist
sttras can have a profound Buddhist meaning in the hidden layers of yiigen. In this way we can
speak of Japanese poetry as having a ritual function embedded in the theory of nonduality; while
on the surface a poem may be about flowers or trees, to the one with the knowledge and insight

to recognize it, it is a Buddhist commentary.5!

%8 Miller, 6.

%9 | aFleur also discusses in detail how Shunzei also linked the aesthetic of yigen to Tendai doctrine. William R.
LaFleur, The Karma of Words: Buddhism and the Literary Arts in Medieval Japan (Los Angeles: University of
California Press, 1986), 80-106.

% 1bid., 90-91.

61 1bid., 95-95.
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Kamo no Chomei ¥z B (1155-1216) also saw Japanese poetry as Buddhist practice,

regardless of the topic. Unlike Shunzei’s interpretation of poetry embedded in Tendai doctrine,
Chomei saw the religious nature of his practice as stemming from the ideal of suki, or single-

mindedness, which he expounds upon in his poetic treatise Mumyosho 4, 5 (Nameless Notes,
ca. 1211).5% In Chomei’s later writings, such as Hosshinshii %&/[>4£ (Collection of Tales of

Religious Awakening, before 1216), the term is adapted to fit in with the idea of religious
enlightenment even further.53

As early medieval poets moved toward a Buddhist interpretation of poetry and Buddhist
clergy moved toward incorporating poetry into their religious practices, it is clear to see how the
shakkyoka section of Buddhist poetry in the imperial anthologies—as mentioned earlier,
grounded in direct commentary on the words of the historic buddha—becomes inadequate in
expressing the range of Buddhist poetry. At the same time in the early Kamakura period,
seemingly secular poetic collections and poetic memoirs come to embrace the topic from which
this category of Buddhist poetry emerged: literature grounded in laments. Chapter Two will
address this category of writing directly in relation to its historic narration, but in this chapter, |

will examine it from the viewpoint of multiple coalescing temporal scales.

Genji monogatari setting a standard year of mourning
To explore how the superimposition of multiple temporalities affects conceptualizations of the

past, we now turn to The Tale of Genji. In this section | will offer a case study addressing the

62 Rajyashree Pandey, Writing and Renunciation in Medieval Japan: The Works of the Poet-Priest Kamo no
Chomei, Michigan Monograph Series in Japanese Studies no. 21 (Ann Arbor: Center for Japanese Studies,
University of Michigan, 1998), 82-111, 123.

83 1bid., 83, 112-138.
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temporal circularity of textual representations of mourning in Heian and early medieval Japanese
texts. Drawing on the poetic precedent grounded in Kokinshii and Genji monogatari, | will
discuss the ritualized calendar year which is overlaid with a constructed seasonality. This creates
a form of circular, seasonal time in which a mourner frames the year of mourning following a
death. At the same time, the year of mourning is grounded in temporal relativity, with the clock
for specific mourning rituals based on the exact, lunar-calendar-based date of death. These
overlapping temporal measurements—the poetic seasonal cycle, relative time from death for the
rituals associated with mourning, and the lunar calendar for measuring the end of a year of
mourning—combine in waka to create a sense of multiple temporalities coexisting with memory,
i.e., a sense that the past is not gone but still accessible and alive in the present.

Genji monogatari introduces one lunar calendar year as a standard period for poetic
mourning in the “Maboroshi” (The Seer) chapter. Beth Carter has traced how Genji set this
standard with seasonal, month-by-month imagery with the densest proportion of waka poetry to
prose in the entire text.%* For example, Genji’s grief during the ninth and tenth months are
discussed thus, with reference to chrysanthemums in the ninth month and crying geese and cold
rain in the tenth:

LAY T, JLH, MBIEOT=28=HE U T,
HAHELEBIZEEHLEOHE S O E VIR DI DR
I X, BIENCORRALRDLZA, W ERBOE
OC, YEOZEDIFLXIZH, 2b STz, D
LnE] E THBIET, BEZDEAEORE, 56X
FLLELONTEE S,
KRZEZNLSFIETA LEBICTEICAZ ZR3LDIT< F=5
ng:SS

6 Beth M. Carter, “Engulfed in Darkness: Mourning Poetics in Classical Japanese Literature” (Ph.D. diss.,
University of Pennsylvania, 2016), Chapter 3 and especially 53-56.

8 Abe Okio, Imai Gen’e, Akiyama Ken, and Suzuki Hideo, ed., Genji monogatari 4, Shin Nihon koten bungaku
zenshi 23 (Tokyo: Shogakukan, 2006), 544-45.
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The ninth month came, and on the ninth day he contemplated
chrysanthemums wrapped in cotton:

“Chrysanthemum dew from the mornings we both knew in life together
moistens for me this autumn sleeves that I must wear alone.”

In the tenth month, with its cold rains, his melancholy grew, and he

murmered in the unspeakable anguish of dusk, “Yes, they always

fall.” Gazing up at the wild geese passing aloft, he envied them

their wings:

“O seer who roams the vastness of the heavens, go and find for me

a soul I now seek in vain even when I chance to dream. "%
The listing of references here in the catalogue of grief seems a litany of monthly expected
seasonal references.

Carter argues that the effect of this poetic mourning creates a new character, that of the
one who is being mourned, i.e., the deceased character as they are remembered by the mourner.®’
| focus here not on the image of the deceased but on the temporal experience of the mourner, the
interplay between past memories and the present of mourning. Haruo Shirane has also described
how the past is constructed through the poems in this chapter of Genji: “the past emerges in the
context of passing time, of the seasons and annual observances (nenjii gyaji) that return to
remind the writer of what he or she no longer possesses.”® This new literary standard of one

year of mourning, which marks the end of experiencing annual events for the first time without

that person, thus coincides with the Buddhist (lunar) one-year anniversary of death.

% Tyler, Genji, 776.
67 Carter, 55.

% Haruo Shirane, The Bridge of Dreams: A Poetics of “The Tale of Genji” (Stanford: Stanford University Press,
1987), 130.
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The experience of this year of mourning—the first year of absence in the aftermath of
loss—in Genji is a poetic recounting of the series of courtly events and seasonal motifs
experienced for the first time without his lover. Genji as poet and the readers as witnesses

observe the passing of his year of mourning through these temporal markers.

Temporal shift from Genji to early medieval poetic grief
The “Maboroshi” chapter of Genji monogatari is obviously part of a larger work; there are no
extant examples of a text solely organized around grief poetry for one individual prior to the
Kamakura Period, during which the genre blossomed.®® But the precedent of a year of mourning
established in Genji served as a model for late twelfth and early thirteenth century grief-themed
poetic collections and memaoirs.

Tabuchi Kumiko et al. have described a group of “grief literature” produced in the late
Heian to Kamakura period which focuses on the death of someone intimate with the author.”
Some earlier literary works included clusters of poems centered on grief but with few exceptions
were not limited to grief about one individual, reflecting the imperial anthology’s approach to

anthologizing grief poetry.”

8 Tabuchi et al., Minbukyo no suke shii, 55-60.

0 Tabuchi et al. use different categories to separate the poetic collection and poetic memoir genres, but the element
of grief or lament ZZ15 (aisho) is the same: groupings of grief poetry in personal poetic collections FAZZ & D G
Ef (shikashii no aishokagun) and poetic memoirs of grief (aisho no kana nikki ZED (R4 HED).

"L Tabuchi et al. (55-56) offers Izumi Shikibu shii F1R = EE (The poetic collection of 1zumi Shikibu, early
eleventh century) and Izumi Shikibu shoku shii F152 = El%e & (The poetic collection of Izumi Shikibu continued,

early eleventh century) as examples of earlier Heian works with clusters of poems on grief centered on one
individual.
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Tabuchi et al.’s list includes the following primary sources: Sanuki no suke nikki 31 #
£F H &2 (The Poetic Memoir of Sanuki no Suke, ca. 1109), written by an attendant of Emperor
Horikawa (1179-1107, r. 1187-1107) after his death; Kenreimon’in Ukyo no Daibu shii - 4LFY
BeA KR4 (The Poetic Memoirs of Lady Daibu, ca. 1220), by an attendant serving
Kenreimon’in (1155-1213) and mourning the death of her husband Retired Emperor Takakura
(11611181, r. 1168-1180) and the Heike clan in the Genpei War; Takakura'in shokaki /s & 5%
JiiEFC (An Account of Retired Emperor Takakura’s Death, ca. 1181) by Minamoto no
Michichika; Tsuchimikado 'in nyobo nikki +-4#fxZc 5 H 5C (The poetic memoirs of a female
court attendant of Retired Emperor Tsuchimikado, after 1231), mourning the exile and death of
Emperor Tsuchimikado (1196-1231, r. 1198-1210); Gyéseika shosho f1BLHR /D % (A few

imperial poems, after the third month of 1240) by Retired Emperor Juntoku (1197-1242, r.
1210-1221) and written in exile while mourning the death of his father, Retired Emperor

GoToba (1180-1239, r. 1183-1198); and GoHorikawa’in Minbukyo no Tenji shii 1% YR B BG5S
JEIH#RRLE (The poetic collection of GoHorikawa’in Minbuky®d no suke, 1234), by an attendant

who sequentially served Emperor GoToba, Sohekimon’in— Emperor GoHorikawa’s empress
and mother to Emperor Shijo—and Emperor GoHorikawa.

Nearly all of those mourned in these texts died in unusual circumstances; Emperor
Takakura died in 1181—at the beginning of the Genpei War and at the age of twenty-one—and
Retired Emperors Tsuchimikado and GoToba both died in exile after the Jokyt Disturbance in

1221.7> The internal organization of the texts reveals a near-linear timeline that includes poetic

2 Some of these texts have only recently been made available to the public. The Reizei family, well-known for
maintaining the tradition of secret transmission in not allowing outside scholars to examine their textual collection,
possesses the only known copies of Tsuchimikado 'in nyobo nikki and Gyaseika shosha; facsimiles of these
manuscripts were published in 2001 and 2002, respectively.
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commentary on hearing about the death, attending memorial services spaced at the standard
Buddhist intervals (seven days, forty-nine days, etc.), and continued feelings of distress through
the first full year of mourning.

Unlike the model for a poetic year of mourning established in Genji monogatari,
however, while the outer framework still spans a year, these early medieval texts do not always
follow a steady linear progression through the seasons. For instance, Minbukyo no suke shii and
Tsuchimikado ’in nyobo nikki both end at the one-year anniversary of the authors’ former
patrons’ deaths, but each focuses more on a timeless state of grief, unmoored from the
progression of a seasonal temporality. The experience of mourning seems both immediate and
never-ending, until we’re told that a year has passed and the texts end. This individual relativity
to how time is experienced during the grieving process echoes the geographical temporal
relativity of the seasons seen in Shinkokinshii and discussed above. A year passes, but not for the
narrating mourners, who occupy a land of timeless grief.

Minbukyo no suke shii was written by a female attendant, Inshi (b. 1195), who served
Sohekimon’in, Kujo Michiie’s daughter and a consort to GoHorikawa’in. The collection opens
with word of Sohekimon’in’s death in the ninth month (autumn) and closes at the (lunar) one-
year anniversary of her death.

Inshi was the daughter of Fujiwara no Teika and Fujiwara (Saionji) no Sanemune’s
Daughter.” As such, she was deeply connected to many of the active poets in Teika’s circle, and
many exchanges appear within her 83-poem collection. The sequence of poetic exchange with

Shunzei’s Daughter £ %45 (ca. 1171-1252), Shunzei’s granddaughter and famous female poet,

8 This makes her a full sibling to Fujiwara no Tameie (1198—1275), the successor of Teika’s Mikohidari lineage and
poetic heritage.
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in poems 54-57 shows both relative geographic temporality and a timeless sense of grief despite

obvious seasonal markers:

(52) WERLRESDDICH
And looking out on the very lonely landscape—

70 72 < both the year

FHLELE B and my life

720 1L TT are running short,

TN ED and [this loneliness] is seen
FEFA T in the undisturbed piles of snow’
(53)

BB D from my abode

RSy with such fallen snow

5HDHEIZ as to be unimaginable in the capital,
DV ~% | think of you

Bozzxen in the depths of the mountains
(54)

FIRY THERE TR, 2l EANnEINT, K
L DOHDWTIZ

After the year turned [into 1234] and many days passed,
[Shunzei’s Daughter’s] reply came:

[LIZD 6 A Is it damp, | wonder,
BEofho the color
FEOt% of your spring-mist sleeves,
FIZEXOL lost in autumn fog [of her death]?
KO, & —thoughts on autumn mementos

(55) IV IE, O EDRNOTIZEHEOLD,
and with that, | succumbed to solitary thoughts.

FH S with spring unknown

I DED to the depths

ESET of the snow on the mountains
ElTH L &ET I didn’t think

4 They are undisturbed because no one visits.
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BixEy LA to send a reply

(56) DLBLOESZZE, | DY ITFE, XL,
My heart is so shallow.” Again from the capital [I sent]:

B0 black-dyed [nuns’]
ZAbWnohk robes—when
DR FEIC was it

FEOEIT that autumn fog
SEHNED B A turned to spring mist?

(57) bESAEILT,
and without realizing [the seasons had changed]

o _Eo compared with

9 THELRIC [the tears] floating on

< BAIE these stone oak mourning sleeves,
IR DEIL surely the mountain snows
FEHHED DT know spring better

Inshi’s first two poems (52-53) follow standard conventions, highlighting loneliness
through snow undisturbed by visitors and the differing seasonal experiences between the capital
and rural areas where both she and Shunzei’s Daughter reside. The reply by Shunzei’s Daughter
(54-55) includes an indication that Inshi’s thoughts and therefore her temporal experience may
remain in autumn—the season of her patron’s death—despite it being spring. Shunzei’s
Daughter accomplishes this by focusing on the medium of clothing, which for female attendants
in court service would have changed seasonally for different color schemes and weights. Inshi’s
reply to this sentiment (56) is a rebuttal that as she has taken the tonsure following Ankamon’in’s
death, her dark nun’s robes no longer change with the seasons. This facilitates a feeling of

timelessness during mourning, a decoupling of grief from seasonality. There is a sense that time

5 Tabuchi et al., 204-12.
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stopped at the death of her patron.”® This further implies that seasonality is not as important for
those who take the tonsure. Inshi also argues (57) that while the geographic temporal difference
dictates that spring should come to her first because Shunzei’s Daughter is further in the
mountains, her tonsured state of mourning—wearing dark robes—surpasses the geography.

This is all to say that while Inshi’s “official” period of poetic mourning may be dictated
by a lunar calendar year, the end of which aligns with the Buddhist rituals at the one-year
anniversary of her former patron’s death, her experience of that year as depicted in this exchange
is unmoored from seasonal temporality. Her status as a mourner and nun, tonsured after the death
of her patron, overrides any external temporal signifiers such as calendar or seasonal time. This
sentiment is echoed in a later poem (61) by Shunzei’s Daughter, which emphasizes how

mourning transcends seasonality as well as social rank—

D% autumn fog and
RO\ L spring mist
b rise once again
RIZUIEZD only a nun’s sleeves
& F DD I are soaked with tears

ZE, B b 00t HIEFNOESEDRRAICTISS
SO
Surely for those [in mourning] among the high and those among

the low ranks, all have the same regrets of unending sadness
At the one-year anniversary of Shohekimon’in’s death—the event that should signal the official
end of Inshi’s mourning—her experience remains temporally ambiguous. Fujiwara no lehira

sends a poem to her through one of Shunzei’s Daughter’s servants, commenting on how autumn

76 Tabuchi et al. note the sense of timelessness in grief depicted in this exchange, 210.
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dew usually dyes leaves myriad colors, but her continued tears won’t change her black nun’s
robes back to those of a colorful court attendant’s. Confusing the sender, Inshi sends her reply to

Michiie, emphasizing how she is still lost in her grief, beyond a sense of seasonal temporality—

HRETOR, BEKEY L TELEINTZY TS
On the [anniversary of the] day of her passing, this was left by [a
messenger from] Saga

ZOMH This autumn, too,

2o 5 EHI D the colors of the dew
FOMIZ of the unchanged field

B O %E has me thinking of
BozZzon [your nun’s] robes of moss

EHDx, jEL b RAPRE, BOEHmNFICO L THEHEHIZ
AZED

and not knowing whose it was, | took it as a whim of lord
[Michiie] and had it put in his carriage

AR EEIC even though you say it’s today [the anniversary],
(ER3Y Y/ ahe I don’t understand the [distinction of] color
H<Y H S5 [though it’s somehow] come again
BRHENZ D through the tears

ORI of my grieving sleeves

The implication in the first poem is that Inshi’s tears soaking her robe sleeves, like the dew on
the field, should have dyed both bright colors. Her reply is that her sleeves may have been dyed
through tears, but she can no longer distinguish the difference. The reply also emphasizes a sense
of having lost track of time in not recognizing the anniversary. Inshi would surely have known

the day—there would have been specific Buddhist rituals to commemorate it. As a nun, Inshi

7 Poems 78 and 79. Tabuchi et al., 253-57.
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would continue to wear dark robes, but female attendants in mourning who planned to return to
court are portrayed as changing out of dark clothes after this one-year anniversary.

The passage of a year is not fully acknowledged within the text itself, however. Like the
“unchanged field” referenced in the first poem in Inshi’s exchange, visually and experientially, it
is as if time and the seasonal temporal experience have stopped for her. This extreme form of
personal temporal experience surpasses the earlier forms of relative temporality (mono-spatial
and spatial) that were discussed. In effect, it creates a new relative time zone experience for the
mourner, keyed to and paused at the death date of who they lost.

Many of the early medieval mourning texts discussed above reach completion at the first
anniversary of the patron or loved one’s death, which leads to a question. If the content and
writing of grief literature coincide with funerary and memorial rituals, can it also be considered
part of those practices? In considering the viability of this question, let us turn to an unexpected
framework in the study of premodern Japan: anthropological theory. In what has been described
as “the single most influential text in the anthropology of death,” Robert Hertz discusses the
purpose of the final burial ritual within the practice of double burial: "

The final ceremony has three objects: to give burial to the remains
of the deceased, to ensure the soul peace and access to the land of
the dead, and finally to free the living from the obligations of
mourning.”®

While late Heian and Kamakura period memorial rites at the seventh and forty-ninth days and

one-year anniversary of death did not involve a reburial of the body, the other two practices

8 Double burial is a societal practice of having a temporary burial followed by a second, permanent burial at a
specified later time. Robert Hertz, “A Contribution to the Study of the Collective Representation of Death,” (1907)
extract from Death and the Right Hand, translated by Rodney and Claudia Needham (1960); reprint of translation in
Antonius Robben, ed., Death, Mourning, and Burial: A Cross-Cultural Reader (Malden, MA: Blackwell Publishing,
2004), 9.

 1bid., 204.
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Hertz mentions are relevant. Each post-funerary Buddhist ritual is meant to aid the departed
spirit; depending on the specific tradition, this could be prayers for rebirth in a Buddhist paradise
or a good rebirth in the next life. Certain Buddhist traditions demanded long-term obligations
with respect to services for the dead years or even decades later, but in general the one-year
anniversary marked the end of the most onerous period of mourning. Finishing a grief-focused
poetic memoir or collection with the thoughts and feelings experienced on that day could be a

form of dedication of the text to the departed spirit.

Summary
This chapter has argued for seeing waka as a form of history through two separate logics. First,
as a medium born from and tied to imperial and aristocratic culture, it came to be a dominant
form of aristocratic representation in historical narratives of the early medieval period. When
aristocrats begin to fade in narratives from their former role as main historical protagonists, their
voices continue to be captured through waka poetry. Second, the chapter argued that cultural
shifts can be visible in waka like changing carbon dioxide levels in ice cores. It examined types
of emerging medieval temporal epistemes seen within waka poetry. The chapter outlined the
various forms of coexisting, overlapping temporalities conceptualized in premodern Japan before
illustrating an early medieval rise in spatial temporality and a shift towards extreme personal
temporal relativism in grief poetics. These are quantitatively and qualitatively demonstrable and
important to take into consideration when examining historical narratives expressed through the
medium of poetry.

How much does how we count, parcel, and arrange time affect the way we look back on

things? In cyclic time, for instance, even the idea of “looking back™ becomes complex, as the
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past can be visible and palpably felt in the present. That is what makes Genji’s year of mourning

so profound, what makes Narihira’s “I alone remain the same (¢35 O & Didd & DHIZ L

C)” so sorrowful—echoes of the past, memories of being with loved ones who are now gone,

reverberate into the present as the seasonal conditions of each memory recur. How does this
porousness of past/present/future affect how we should interpret historical narratives?

Even as waka provide a medium in which these complex temporalities can coexist, they
are seen as a window to the past, a way to access past voices. Both the Kokinshii and

Shinkokinshii vernacular wabun prefaces describe this promise of waka as a path to eternity:

Kokinshii wabun preface closing:

NE, T IR E, RoFE, BENDI N/, LD,
BERE D, FED KL, ELMTERSED, ZORDL
FTHDHERL, HUOX, T, RoOED, #hRETL

T, BROE, k<BIE0Y., BOB, AL<EENLIE, &K
DFEZEMY . FOLEHRELT AT, KZEOAEZRLINIT L
Iz, HEMECT, 52B0oH0nt, ©

Hitomaro is dead, but poetry is still with us. Times may change,
joy and sorrow come and go, but the words of these poems are
eternal, endless as the green willow threads, unchanging as the
needles of the pine, long as the trailing vines, permanent as birds’
tracks. Those who know poetry and who understand the heart of
things will look up to the old and admire the new as they look up
to and admire the moon in the broad sky.8!

Shinkokinshii preface:

BERIIBEZEZDOEAT, ROKEZLD, ROEL &EDF
IZEEAT, ARSI LD 2FIFZ LEORIHINE L

8 SNKBT, Kokinwakashii, 17-18. Emphasis added.

81 Rodd, Kokinshit, 47. Emphasis added.
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720 o o LHFIZHTE, ECHELEFINRT VST &2
L, WiEee, FEOMIIRFZEDOEDELDOZ L, K
FIZON =MD EOEDORZE~Y, DT LE, LD
HOANDLZELHDHIEL, WETRODEDOHDZ L2 EH L
A, ESZolERkRb L, 8

...when a poet knew the happiness of the lives of the people by
gazing out from a high tower, or awakened to the world of men by
comparing their lives to the dew on the branch tips and the droplets
on the stem, grieved over a parting on the jeweled-staff road...
these feelings moved their hearts and could not but be brought
forth in words. Furthermore, the god of Sumiyoshi left behind the
words ‘the ridge logs of the shrine roof,” and Dengyd daishi spoke
of his feelings on ‘climbing the timbered mountain.” In this way, it
is only this path [of waka] by which the hearts of those unknown
men of old are revealed and places we have never gone are made
known. 3

Both prefaces reference waka as a portal to the people of the past and emphasize the
engagement of readers and poets with past poets through the words they left behind. This can be
read as a call to action, a charge to embrace waka as a living part of cultural memory in capturing
knowledge of who and what has come before. In this view, collections of poetry are recursive
repositories, wells of knowledge that one should return to for enrichment and replenishment.
Waka, in short, are a form of experiencing history. The following chapter will investigate the
limitations involved in trying to align waka poetics with the narration of history, examining a

few specific historical events through the medium of waka poetry.

82 SNKBT, Shinkokinshii, 16-17. Emphasis added. Note that even here, we see Shinkokinshii’s emphasis on
spatiality—both prefaces reference waka as an access port to past persons, but only the latter adds that it can also act
as a gazetteer to untraveled locations.

8 Rodd, Shinkokinshii, xlix. Emphasis added.
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Chapter 2, The Literary Constraints of Waka: Death and the Gap Between Communicative and

Cultural Memory

Scholarship examining Japanese premodern archive production has tended to focus on what has
been lost—manuscripts that burned or became too insect-ridden to be legible, or for other
reasons were not widely copied or not valued and protected and thus have been lost to time.
Canonicity, circulation, and textual values are considered, but we do not think about what
barriers appear even before ink is put to the page, what was never written down in the first place.

This chapter examines the gap between communicative memory—i.e., memories of the
recent past held by those who witnessed events—and cultural memory, the sociocultural
transmission of meaning that gives a culture its cohesion.8* I argue that when considering where
texts and writing fit in relation to these categories, we cannot simply consider the manuscript
culture of canonicity (which favors historical narratives that depict historic moments through a
focus on the past or future), but also the (interrelated) cultural and linguistic barriers to
expression. Furthermore, when examining unprecedented moments of upheaval, we must also
consider the impact of the trauma of the event on its narration.

This chapter investigates how aristocratic female attendants depicted the trauma of the
Genpei War (1180-1185) and Jokyt Disturbance (1221) through poetic grief in Kenreimon 'in
Ukyé no Daibu shii and Tsuchimikado ’in nyobé nikki. Although the canonical literary narratives
of these events—Heike monogatari and Jokyiiki in particular—do contain some poems, these
have rarely been analyzed in secondary scholarship. Moreover, poetic accounts related to these

events, such as the two closely examined in these chapter, have rarely if ever been considered to

84 Assmann, 5-6, 36.
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have historic value. While aspects of the former narrative are incorporated into later imperial
anthologies, and the text had a resurgence in popularity during WWII, neither poetic collection
achieved status as part of the literary or historical canon.?

This chapter employs literary and socio-cultural analysis to discuss the challenges these
two early medieval Japanese texts faced in relation to textual reception, how and why they fell
into a gap between communicative and cultural memory, and the value they hold despite it. |
trace how narratives of cultural memory are shaped, briefly outlining larger-scale issues of
textual circulation and values before focusing on the restrictive effects of textual norms and
genre in the creative process. For the latter, | examine the contours of grief expression available
through waka to show the challenges early medieval aristocratic women faced in writing about
war/political conflict in an intimate, poetic mode. By closely examining texts about early
medieval armed political conflicts by those who lived through them, this chapter sheds new light
on how female authors used poetic courtly language to narrate the trauma of war.

The traumatic nature of the Genpei War and Jokyt Disturbance further hinder narration
of these events. | draw on trauma theory, from Cathy Caruth and others, to highlight the textual
evidence we see of the difficulties the narrators face in fully grasping events as they unfold, i.e.
how the nature of trauma resists narration and the acrobatics the narrators perform to convey the
event and their experience of it. My aim in using this analytic lens is to show that unlike other

retrospective texts that mainly focus on commemorating the dead and/or pointing to future

8 For more on the reception of Kenreimon’in Ukyé no Daibu shii, see my M.A. thesis: Kim Mc Nelly, “Re-Cycling
Her Words: The Transmission of Narrative Through Poetry in the Reception of Kenreimon'in Ukyo no Daibu shii
Within the Imperial Waka Anthologies,” MA thesis, University of British Columbia, 2015.
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political power arrangements, i.e., focusing on the past or the present, these texts include
attempts to convey the (present) moment of trauma itself.®

As challenging as the transference from memory to literate form may have been, writing
saved these biographical/communicative memories so we still have them today. Forty years is
about the length of time a memory lasts without this transference. Jan Assmann describes poetry
in particular as “a codification of historical memory” and thus a possible avenue into cultural
memory.8” Lady Daibu’s text includes an afterward that suggests she may have compiled her
poetic collection when Teika asked her for submissions for inclusion in an imperial poetic
anthology that he was working on—the only sure method at that time for a poet’s work to

survive into posterity. She wanted her text and its contents to be remembered.

The role of textual reception in cultural memory
Cultural memory is expansive, including mimetic memory (how to do or perform certain
actions), material culture, and what is integrated into a collective’s sense of self and passed on
from individual communicative memories.® This chapter is only concerned with the role of texts
related to communicative memory and the factors that have affected their reception, which
correlates with the possibility of their in/exclusion in cultural memory.

What texts survive the test of time is a result of a network of factors, from production and

distribution methods to the complicated interrelation between value, possession, and the cultural

8 | should note that the theory of cultural memory embraces the idea that the stories that groups tell about
themselves and their pasts may not be historically true, but that does not matter to the effect that comes from belief
in them. This chapter emphasizes what my primary texts convey, not the qualitative value of historic “truth” as
judged by modern scholarship about said content.

87 Assmann, 196, 198.

8 Assmann, 5-7.
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authority of texts. The time of my primary texts’ production—the early Kamakura period—was a
moment of transformation in which aristocratic families formed schools of knowledge and
started peddling their cultural and literary acumen to Kamakura elites. Simultaneously, a text
written about the same events as Lady Daibu’s memoir—Heike monogatari—was publicly and
ritually chanted by itinerant monks. This is not to say that literary texts were more valued (and
therefore safeguarded) than oral texts, but that different variants of texts had varying degrees of
value. Many aristocratic schools had “secret teachings” that were only accessible to patrons, and
the most coveted secret teachings related to canonical texts, reinforcing the relationship between
canon and education. The point here is that while there was a plethora of widely circulating texts
and variants thereof, access to different levels of those texts varied. Increasingly, niche
specialization in canonical texts became valued, as did possession of commentaries with such
secret teachings. This increasing focus on minutiae of then-classical texts largely meant that
deviation or innovation from set literary standards—the revelation of Shinkokinshii being the
latest acceptable “new” standard for poetic composition—was frowned upon.

Textual production itself was still part of securing political power, as it had been since the
establishment of the imperial court. For scholars today, however, basing ideas about cultural
memory on canonicity and widely-received texts—on textual reception—skews a view of
historical narratives about premodern (Heian and medieval) Japanese war or conflict into a
dialectic of defeat. These texts tend to both memorialize or pacify those who lost and serve as

proof of the authoritative power of those who won.® This sets up a framework of the past

8 Takeshi Watanabe has extensively analyzed the intersection of placation and politcal power within the historical
narrative of Eiga monogatari. Kaoru Hayashi offers a detailed examination of the employment and interaction with
powerful vengeful spirits as part of political and other legitimacy. Kaoru Hayashi, “Narrating Vengeful Spirits and
Genealogies in Premodern Japanese Literature,” PhD diss., Princeton University, 2018.
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informing and serving as a precedent for future power relations, which is of obvious benefit to
the security of those who won the conflict even if a narrative (such as Heike monogatari)
proports to paint the losing side in a sympathetic light. Such framing focuses on the past (the
dead) and future (continued rule of the victors). In other words, the dialectic of defeat writes
historical narratives as focused on past pacification or future power relations but misses the
present moment of that past as it unfolded. Texts that deviated from this pattern, such as the two
that | take up in this chapter by those representing the losing side of political conflicts, did not
aid those in power and likely faced challenges in distribution because of it. And yet it is only
through looking to less well-received texts that we find those attempting to illuminate a present
unfolding moment with the confusion and uncertainty inherent to it.

While this chapter will discuss first-person primary source accounts both from the
perspective as eyewitnesses and as deeply personal responses to particular situations, they can be
read as representative voices for the armed political conflicts they address as attempted forays
into conveying lived narratives into cultural memory. As trauma theorist Cathy Caruth argues,

But is not the question ‘who speaks?’... precisely what joins the
individual experience of trauma to the collective and political
guestions of perspective that have been raised around it? It might
be said, indeed, that the question of who is left to voice the
traumatic complaint lies at the very intersection of so-called
individual and collective trauma, since the undoing of the
foundations of a stable subjective perspective is what constitutes
the nature of this shattering experience. Although isolating,
traumatic experience can never with certainty be reduced to, or
framed within, the boundaries of an individual life. The
annihilation of experience at the core of what we think of as
personal trauma is never wholly extricable from larger social and
political modes of denial. In this sense, | would suggest, the
‘individual’ and ‘collective’ cannot be extricated from each other,
in the destruction of experience, which can never be grounded in
the unity of a single position or voice.®

% Cathy Caruth, Unclaimed Experience: Trauma, Narrative, and History, Twentieth anniversary edition (Baltimore:
Johns Hopkins University Press, 2016), 120-121. Emphasis added.
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According to Caruth, then, the nature of a personal account relating traumatic events—of who is
left to tell the story—renders the narrative more than an individual’s experience, necessarily
situating it within a framework of representative collective memory. Even if a text narrating a
traumatic event was never widely dissemianted, then, it still serves as part of a larger cultural
memory of that moment. We will return later to more of Caruth’s conceptualizations about the

impact of trauma on narration.

Barriers between the author and the page

The two texts that | examine in this chapter—Kenreimon ’in Ukyo no Daibu shii and
Tsuchimikado ’in nyobo nikki—focus on historical narration enacted primarily through the
medium of poetry.®! Both are written by aristocratic female attendants to the imperial family
describing periods of political unrest at the turning point into Japan’s medieval period, the

Genpei War (1180-1185) and Jokyu Disturbance (1221), respectively. The former relates life

%1 A note on translations and primary source texts. For Kenreimon 'in Ukyéo no Daibu shii, | occasionally rely on
Phillip Harries’ 1980 translation of Lady Daibu’s memoir but have retranslated most passages myself. Harries drew
from Hisamatsu et al’s 1964 Nihon koten bungaku taikei (NKBT 80) commentary. Kubota Jun’s 1999 Shin Nihon
koten bungaku zenshii (SNKBZ 47) is now the most accessible and widely referenced commentary, which | use as
my main source. Kubota’s annotation draws on the early fourteenth century Kyushu University variant (Kytisha
daigaku fuzoku toshokan shozo Hosokawa bunko bon) as a base text. This is recognized as the oldest and most
authoritative extant textual variant, with a colophon placing it as possibly only four copies removed from Lady
Daibu’s copy and in a direct line with copy made by Shichijoin Dainagon (dates unknown), one of Lady Daibu’s
long-standing, personal friends, who appears in her memoir. Kubota supplements with other variants; for instance,
he includes and numbers two poems not found in the Kyushu University text— poems 72 and 344— from the
variant Showa Art Museum text (Showa bijutsukan bon), so the numbering of his poems does not match Harries. I
also referenced Itoga Kimie’s 1979 Shincho Nihon Koten shiisei (SNKS 28) and Ishikawa and Tani’s 2001 Waka
bungaku taikei (WBT 23) commentaries. Itoga Kimie’s commentary is particularly adept at conveying the nuances
of Lady Daibu’s mental state during her grief, while Kubota Jun’s commentary occasionally relegates complex and
unusual phrases to a binary of hysterical madness and sanity. For an example of this, see Kutoba Jun’s SNKBZ 47
p.112, poem 225 note 3 in comparison with Itoga Kimie’s SNKS 28 p.111 note 4 on the rendering of " 5 D[

iILs . Kubota Jun, Kenreimon’in Ukyo no Daibu shii, Towazugatari, Shinpen Nihon koten bungaku zensha 47
(Tokyo: Shogakukan, 1999).
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serving empress Kenreimon’in (Taira no Kiyomori’s daughter), the horror of the fall of the Taira
clan during the war—including their exodus from the capital and subsequent death of her secret
lover Taira no Sukemori—and a return to life serving at court with lingering memories of those
lost. The latter poetically narrates the exile and subsequent death of Retired Emperor
Tsuchimikado after his father GoToba’s failed Jokyu Disturbance.

These two texts are useful sources because both authors are self-conscious about the
unprecedented and historic significance of their experiences—they craft narratives with historic
intentionality. They also share a main theme of death, which Assmann calls “the primal scene of
memory culture,”®? located between communicative and cultural memory, and thus an excellent
position from which to consider what issues arise in that gap.

Furthermore, neither text is considered part of the literary canon. Kenreimon 'in Ukyo no
Daibu shii had some reception in the imperial poetic anthologies within a context of cultural
memories—the headnotes with historic context were retained—and had some influence on
related texts shortly after it was written.®® Her cultural memory legacy is primarily limited to
poetic reception in the imperial anthologies, however, and her narrative of the Genpei War has
been far overshadowed by the far more popular reception of Heike monogatari. From what we
can tell, Tsuchimikado’in nyobo nikki had even less reception. The sole extant copy of the text
was first made public through facsimile publication from the private Reizei family collection in
2001. So neither text had a large reception, even within the aristocracy, and their significance has
not been thoroughly examined in modern scholarship. Finally, English secondary scholarship to

date has implied or explicitly stated that female authors didn’t write about war or political

92 Assmann, 19.

9 See my MA thesis for more on reception.
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conflict. This makes these texts even more vital to examine for what expressions were possible
within generic poetry conventions. | will argue that unconventional linguistic choices affected
reception, which is linked to the disinterest of modern scholars.

These two texts—Kenreimon 'in Ukyo no Daibu shii and Tsuchimikado 'in nyobo nikki—

pivot around death, which Assmann describes as a crucial part of collective memory:

The rupture between yesterday and today, in which the choice to
obliterate or preserve must be considered, is experienced in its
most basic and, in a sense, primal form in death... One might even
call it [=death] the primal scene of memory culture. There is a
difference between the autobiographical memory of the individual
looking back from a certain vantage point over his own life, and
the posthumous commentary of him by posterity, and it is this
distinction that brings out the specifically cultural element of
collective memory.%

Assmann further characterizes memory of the dead as between communicative and
cultural memory while also extending beyond tradition. It is after the moment of death when
communicative memories about that person can start to make the transformation into cultural

memory: “One might even say that cultural memory transforms factual into remembered history,

thus turning it into myth.”% This is not a direct, unmediated process:

As the earliest and most widespread form of memory culture, the
memory of the dead clearly illustrates that phenomena exist that
are simply not covered by the conventional concept of ‘tradition.’
This masks the break that leads to the birth of the past, focusing
our attention on continuity. Of course, some of those elements
described by the terms ‘memory culture’ or ‘cultural memory’ may
also be called tradition, but this leaves out the aspect of reception,

9 Assmann, 19.

9 Assmann, 38.

61



the bridging of the gap, and also the negative factors of oblivion
and suppression. This is why we need a concept that embraces both
aspects. Dead people and memories of dead people cannot be
handed down. Remembrance is a matter of emotional ties,
cultural shaping, and a conscious reference to the past that
overcomes the rupture between life and death. These are the
elements that characterize cultural memory and take it far beyond
the reaches of tradition.%

These are just a few examples to show how memories of the dead are characteristic of
rupture and liminal space within Assmann’s parameters of collective, cultural memory. In the
rest of this chapter, | examine this concept of remembrance in relation to cultural memory,
including the effect of “emotional ties” and “cultural shaping” in literary production.

Beyond the difficulties of information-gathering, what barriers existed between these
aristocratic female authors who set out to narrate their experiences and the blank pages upon
which they wrote? First, the emotional ties they held to those caught up in the events—those they
lost—made these historic moments personally traumatic. The very nature of trauma resists
narrativization except, as Cathy Caruth notes, through later repetition. We will return to that
point later. Second, the authors were limited to aristocratic poetic language, and there was a lack
of literary precedent for the circumstances that each faced. This is evident from the various ways
that Lady Daibu laments not having words or ways to express the situation and her feelings about
it. Given the scarcity of documents—we know little about these women beyond what they
themselves wrote in these two texts—we cannot fully separate the personal impact of trauma

from the cultural restrictions of the language they employ. By contextualizing close readings

within a broader literary context, the rest of the chapter will examine the specific ways in which

% Assmann, 20. Emphasis added. On the overlap here between communicative and cultural memory: “It is
communicative in so far as it represents a universally human form, and it is cultural to the degree in which it
produces its particular carriers, rituals, and institutions.” Assmann, 45.
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both texts interact with poetic courtly conventions and the difficulties that arise from not aligning

with them.

Conveying the confusion of the moment
Both texts were written to convey the realistic confusion of these two traumatic events. Even
though both texts were compiled later, in the established style of aristocratic women’s memoirs,
and the authors presumably had more access to information at that time, both are primarily
narrated from the perspective of not knowing that future. There are repeated references to
hearing rumors and a lack of access to information. In memory studies, Lawrence Langer calls
this “deep memory,” i.e. a narrator recalling an event from the real-time perspective of
experiencing it.%’

Once Sukemori departs the capital with the Taira clan and their supporters, Lady Daibu’s
access to information is significantly inhibited. She details the difficult logistics that interfere

with their communication:

o0 0o MRTEOLILIZTR, FfMEnESbTe, Y
(AT T, SEOEOCLESHENT, EHHTTOL, Eh
BROMEOITAT T, o HENRDMEY SELT, b &ITER
HIIT, ZhdE Db, ESTRCEADRLL50D0RED,
AEORHWIT, . , %

...because of what he had said to me before leaving the capital
[that he considered himself already dead], or perhaps for some
other reason, he sent me not a single word. In the winter of the year

% This is distinguished from “common memory,” or a narrator recalling events from a perspective of the self either
before or after that event. Langer’s ideas are summarized by James E. Young in “Between History and Memory:
The Voice of the Eyewitness,” in Witness and Memory: The Discourse of Trauma, ed. Ana Douglass and Thomas A.
Vogler (New York: Routeledge, 2003), 276.

% SNKBZ, Ukyé no Daibu shii, 108-109.
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he had left the capital, there had been the briefest of messages... I
knew of no one through whom I could send a letter, nor was it
possible for me to send a messenger of my own, so even though |
was indescribably anxious about him, there was no way for me to
tell him what I felt...%°
While the memoir was compiled after the fact, Lady Daibu not only uses correspondence

and other poems from the “present” moment of the war, she also chose to maintain her first-

person real-time ignorance in the narration. The doubt and uncertainty are palpable—

RALEZHLEL, WS B L T4, MLBEFIE, Wi
HZ EEWOENTeE, 100

Large numbers of fierce [Minamoto] warriors were leaving the

capital for the west. Whenever | heard any rumors, | wondered
in agitation what news would come next, and when.1

The most shocking rumor, that of the suicides of Sukemori’s brothers Koremori and

Kiyotsune, requires the supporting evidence of being heard from multiple sources ( [ & F &'

ANDZ OS] ).192 Lady Daibu’s inclusion of this sourcing highlights the real-time
communication networks of how information was being shared.

In contrast, there are hardly any references to rumors or news about the absent
Tsuchimikado’in in the much shorter Tsuchimikado ’in nyobé nikki. Poem 7 stands out as an

exception, however, addressing his relocation to the furthest shore of Shikoku:

% Harries, 201-203.
100 SNKBZ, Ukyé no Daibu shii, 103. Emphasis added.
101 Harries, 195. Emphasis added.

102 SNKBZ, Ukyé no Daibu shii, 108.
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ILESERSILE T, FEAEIEY HHLEELITH
It was thought good for the Emperor to move to a place nearby (the
capital), so on hearing that he was expected to move to Awa'®—

722 E X Why, again,

725 & DO is his move to beyond

pREY oY/ the strait of Naruto?
BTN D How wretched, and for what
<O D 6™ is this in retaliation to?

The emphasis in the poem is on questions, an uncertainty about why events are unfolding
born out of the deep memory grounded in the confusion of the moment and a lack of informative
resources. Memory studies, born out of Holocaust studies, is exceedingly concerned with
identifying the value of this in-the-moment deep memory in relation to historical narrative and
particularly what will be lost when there are no survivors (of the Holocaust) left. Speaking of

survivor’s deep memory, James E. Young writes:

...even the survivor’s story is organized retrospectively. At the
same time, however, how the survivor has organized the story still
reveals a kind of understanding unique to someone who has known
events both directly and at some remove. The survivor’s memory
includes both experiences of history and of memory, the ways
memory has already become part of personal history, the ways
misapprehension of events and the silences that come with
incomprehension were part of events as they unfolded then and
part of memory as it unfolds now.1%

103 present-day Tokushima Prefecture.
104 Tabuchi et al., 346.

105 James E. Young, “Between History and Memory: The Voice of the Eyewitness,” in Witness & Memory: The
Discourse of Trauma, ed. Ana Douglass and Thomas A. Vogler (New York: Routledge, 2003), 280.
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In other words, the idea of deep memory and survivors’ narratives complicate the schism
between history and memory of .. .history as that which happened, memory as that which is
remembered of what happened... [This] leaves no room for the survivor’s voice, much less room
for the survivor’s memory of events...”*% Memory studies scholars are eager to show the value
of these often-dismissed first-person historical narratives. On this point, Young argues that “once
we take into account the eyewitnesses’ voices, their apprehension of misapprehension of events,
their reflective interpretation of experience, we understand more deeply why and how the victims
responded to unfolding events as they did.”'%" In other words, we get a fuller sense of historical
motivations based on what they understood at the time (i.e., access to information and the ability
to process it) and related affect.

For the most part, in both primary texts under discussion here, the reader isn’t given
specific details of where information comes from. What is stressed, especially by Lady Daibu, is

her emotional reaction to the news and a linguistic failure to capture it—

CIMLIERENBELIERY, B L. T
SSEREFEF I Ex, w08

It was too frightful for words to hear of him straggling from place
to place...10°

F-OEOFEZ, £ EICZoosMcBEEIXTICIL, *
DIFEDZ LiE, FL T E NS IETe, 1O

1% Young, 277.
197 Young, 278.

108 Kubota Jun’s annotation notes that this refers not just to Sukemori but all the Taira, floating from place to place.
SNKBZ, Ukyé no Daibu shii, 103. Emphasis added.

109 Harries, 193. Emphasis added.

10 SNKBZ, Ukyé no Daibu shii, 111. Emphasis added.
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In the spring of the following year [1185] I finally heard that he
[Sukemori] was in truth no longer of this world. How can |
possibly convey what I felt then.!*

The value of these first-person accounts, then, is not only a reminder that those
acting in the past didn’t have all the information we now have retrospectively. On a larger
scale, it also stresses the necessity of bringing imagination and compassion to our study
of historical events to better understand what it felt like to be there and how that impacted
actions taken. That is one way that deep memory can enrich historical narrative.

Like Lady Daibu’s memoir, Tsuchimikado 'in nyobo nikki similarly stresses an emotive
reaction over a narration of a historic event; the news of Tsuchimikado’in’s death isn’t even
directly reported. The first contact from those who had been with him in exile comes not in the
form of a letter or rumor but the sight of them returning to the capital in mourning clothes.*?
Both of these passages will be examined in depth later. First, we will turn to both narrators’

direct linguistic frustration in trying to convey their reactions to these pieces of news, starting

with similar phrases in the above two quotes, [T X TEF5S_XXFHFZ2 X and (T & E

IZel .

The inexpressible
Lady Daibu uses four types of phrases or literary devices in combination when describing the

most emotionally heightened moments of experiencing the Genpei War—Ilamenting a lack of

111 Harries, 205. Emphasis added.

112 Poem 36.
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words to describe things, stressing the unprecedented (7= L 72 L) or incomparable (7= < 72
L) nature of events, conveying a sense of unreality through the dream/nightmare (2%) vs. reality
(2 >-2) or truth (£ Z &) binaries, and repetition. | will introduce all four elements and then

closely analyze a few passages where they are all employed.
Lady Daibu finds it difficult to contextualize Sukemori’s death within the traditional
poetic vocabulary available to aristocratic women, lamenting that the usual phrases do not seem

to express what she is feeling:

o o o BSIDIIRDIED LM, FSNEHRL, 13
I woke [from a dream with Sukemori] with a throbbing heart; |
cannot even begin to describe my feelings.'4

CIMLIEREINDELSERE, BB H, 73T
BEENEGERE, 1B

It was too frightful for words to hear of him straggling from place
to place...!®

These examples with 55X 572 1L ] (no [proper] way one should say) suggest

there are no available literary expressions Lady Daibu could use to express her emotions or the

situation of the fleeing Taira.!!’ Nakamura Aya’s article “Indescribable Experiences in Turbulent

118 SNKBZ, Ukyé no Daibu shii, 103. Emphasis added.
114 Harries, 195. Emphasis added.

115 SNKBZ, Ukyé no Daibu shii, 203. Emphasis added. Kubota Jun’s annotation notes that this passage refers not
just to Sukemori but all the Taira, floating from place to place after fleeing the capital.

116 Harries, 193. Emphasis added.

117 Another possible phrase, " E U IE 4> | (unexpected/beyond imagining) is almost exclusively used to describe
her relationship with Sukemori, with one final use commenting on her re-entry to serve at court after the war.

SNKBZ, Ukyo no Daibu shii, 40, 70, 73, 131, and 147. Harries notes the frequent use of this term. Harries, 282, note
1.
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Times: A Sense of Social Upheaval in Kenreimon 'in Ukyo no Daibu shir” analyzes the use of a

similar phrase that Lady Daibu uses to express this sense of inexpressibility, namely v ZZe»
7=72% | (iwamu kata naki).'® Nakamura does not distinguish between these two phrases, but
the use of [%e] (mu) in the latter highlights Lady Daibu’s intention and desire to say

something—the moment she metaphorically gathers breath or puts ink to brush to give words to
this thing—and a sense of being thwarted.

It is useful here to begin to introduce trauma theory, much of which argues that trauma
resists narration. Caruth, drawing on Freud, explains how trauma is a temporal disjunction
between an experience of an event that is not fully known or processed in the moment that it
happens. She ties this directly to the production of literature: ...the theory of trauma...
articulates a kind of not-knowing at the heart of catastrophic experience, a resistance to
conceptual assimilation, an intimate bond between knowing and not-knowing that... closely ties
the language of trauma—and of the attempts to bear witness to it—to the language of
literature.”® We will return to this idea at various points later in the chapter to consider how
poetry, particularly premodern Japanese waka, offers spaces of knowing and unknowing.

As we see in the above linguistic dancing of Lady Daibu, and as Roger Luckhurst notes,
the very inability to articulate what happened spurs more attempts to do so: “...if traumais a
crisis in representation, then this generates narrative possibility just as much as impossibility, a

compulsive outpouring of attempts to formulate narrative knowledge.”'?® Even as Caruth decries

118 Aya Nakamura, “‘Iwamu kata naki’ keiken to ‘arazu naru yo’—Kenreimon 'in Ukyé no Daibu shii ni miru jidai
ishiki,” Nihon bungaku 55 no.7 (July 2006).

119 Caruth, Unclaimed Experience, 117.

120 Robert Luckhurst, The Trauma Question (New York: Routledge, 2008), 82.
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the possibility of narrating trauma, scholars using empirical data such as Kansteiner and
Weilnbock argue for its necessity as part of a therapeutic process.*?* My main point here is that
even the declaration of an inability to express the traumatic circumstances or the affect that
results from them is inherently grounded in the present, i.e. reflects deep memory. Unlike
retrospective texts about the event that completely focus on commemorating the dead and/or
pointing to future political power arrangements—focusing on the past or the present—these are
attempts to convey the (present) moment of trauma itself.

While Nakamura does not engage with trauma theory, she does argue that the use of [\>
ILTe) 7272 % | shows Lady Daibu as “paralyzed in the face of the situation... [this phrase]

tried to narrate (monogatari-ize) the mental experience that she didn’t know how to express,”
stressing that Lady Daibu was attempting to describe the historical era, not just her emotions
about it. 2 What | want to highlight here is that while I agree in part with Nakamura about what
gave Lady Daibu difficulties in expressing her circumstances—the seeming lack of preexisting
literary forms to capture the intensity of her emotions about historic events—the scope of
Nakamura’s article is too narrow to detail precisely why the experience that Lady Daibu
attempted to narrate didn’t fit in with set patterns, or to explore what literary options were

available and how she engaged with them. This narrow view results in generalizations that aren’t

121 Wulf Kansteiner and Harald Weilnbdck, “Against the Concept of Cultural Trauma (or How I Learned to Love the
Suffering of Others without the Help of Psychotherapy),” in Media and Cultural Memory, ed. Astrid Erll and
Ansgar Nunning: 229-240.

122 Nakamura, 7-8. [{&ER L2205 HRUBPIER DO BRI IEESCER I TPV IN N D THH Z &
oL, FEOANIN.HO T LORVWEDERETERT 5 ZOfEIE, ARKKROBREZIRZ LI ETD
BB, PR LT 2 OHEREAS~OIEN R SICRE L TORTZEICEEL T, R eEkE REIEZ
FHLED ETH3ERICEIN TV L EZFELTWD, o o, DMOEKILEZRTEL & LI (S5l
2L MAVWLN TS Z LT, HfrallBBn 2REBICH EN D B, BhELHICRRER L 7= FHe L [
FRIZ, T CIZH> TV A 0E SNTBIEOMEE ST 5 2 & TIHUE TEX RWEEHO, VG020
DIERBR Tl o722 L EWFE-> TV X 9,
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true across the whole text, such as a distinction between using “indescribable” (VNI e/ 7272
&) to discuss a general state of insecurity and uncertainty or a general state of affairs and “sad”
(7>72 L) to describe specific, bounded objects.*?® Nakamura’s argument about kanashi and
iwamu kata naki does not take the passage of time into consideration—or how an event might at
first seem indescribable but seem differently later—as will be discussed later in a section about
repetition. Nakamura must also explain a number of ‘exceptions’ to the rule, such as Sukemori’s

death—a specific event that is “indescribable.” Lady Daibu explicitly complains about the

insufficiency of the word “sad” to capture her feelings in response to it:

FEERTADOBLELD, TETHLZOHITIL, WEND
2 EEOFRIE, BRTOZLEDORIICEZ T,

Eventually, someone sent me a letter saying, “How dreadful this
must be for you.” I felt, however, that it was done merely out of

courtesy:

ML ED If only, oh, if only
EFledbliIns b We could use some

D FIZ Common, ordinary words,
WEREZ &(Z And call this

bHIXZZH b Pitiable or sad!1?

Tsuchimikado 'in nyobo nikki, far more than Lady Daibu’s memoir, adapts to poetic

conventions rather than explicitly lamenting a lack of words. This correlates with the shorter

123 Nakamura, 7.
124 SNKBZ, Ukyé no Daibu shii, 112. Emphasis added.
125 Harries, 207. Emphasis added. There is also another poem, which will be discussed later in the section on

repetition, looking back at the lost Heike court long after the war and expressing how “sad” Lady Daibu is about that
lost past era.
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headnotes and heavier emphasis on the poems themselves—the comparatively shorter text leans
more on standard poetic connotations to convey more meaning in fewer words. There is, for

instance, a greater use of the imagery of tears, which is quite standard in mourning poetry. Even
resting on these standard conventions, however, there is one poem that alludes to grieving and a

lack of words:

The kerria (in the garden) in front of my room had bloomed
beautifully, but on a morning when | could see it had wilted with

dew—

<BARLI Though its orange-yellow

Wz 2T is the color of

(ERAy AWl speechlessness,

TBCbHLDHL the dew makes clear (its grief)—
LIk o> fE126 kerria flowers

The poem reliesonapunon < %72 L (kuchinashi), which can be read both as

“orange-yellow” and “mouthless.” Dew is an extremely common reference to tears. The poem
suggests, then, that even without speaking, grief can be quite apparent. The poetic pairing of
kerria flowers and speechlessness was established in the Kokinshii,*?" but this poem is the earliest
extant to also include dew and use the kerria imagery in a context of mourning. While starting
from conventional poetic associations for natural imagery, the text pushes them to expand the

scope of grief poetry and fit the author’s situation.

126 poem 30. Tabuchi et al., 378.

127 poem 1012 in Kokinshi. Ibid.

72



Lack of precedent

| argue that both authors chose to push poetic boundaries because the situations they were
attempting to narrate did not fit within standard poetic conventions. With her more
lengthy prose sections, Lady Daibu explicitly discusses the lack of precedent of some of

the events she experiences:

ZOF, HIFLIBALLHEHZIALZEEDIZ, E<AL
AN&ZELL e Te D, #Z< T, HOLRRICTESDH D, 1]
MELDESERLHFREZLELE AT, TGEx) 7
E. ADEOLBHIRS T, o o %8

Among the horrible and terrifying rumors | heard that spring was
that many of the people who had been close to me had been killed
and had been brought through the city streets in entirely mutilated
[decapitated] forms—nhearing such painful, unspeakable things,

and having people say “That was so-and-so” was so
unprecedented.'?®

rHl
Nakamura’s article discussed earlier lists many other examples of [f5]72 L | (tameshi

nashi) in the memoir, arguing that the sheer number of references strongly implies there was no
precedent to literarily express Lady Daibu’s experiences and therefore no framework in which
she could understand or make sense of them. %

Undaunted, however, and searching for something within the realm of poetic precedent to

compare her experience—forcibly separated from a lover by historic events and having him die

128 SNKBZ, Ukyé no Daibu shii, 105-106. Emphasis added. Followed by poem discussed in dream section, poem
212 in SNKBZ and 211 in Harries.

129 My translation. Emphasis added. Harries does not translate “unprecedented” sayings (& O L & il 72 < ), 197.

130 Nakamura, 6-7.
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horribly before he can return— Lady Daibu turns to Tanabata poems. These respond to the tale
of the weaving maid (Orihime) and the cow-herd boy (Hikoboshi), representing the stars Vega
and Altair, who are lovers separated by the heavens and can only meet on one day, the seventh
day of the seventh lunar month.

To understand how much the text stresses Lady Daibu’s association of her story with this
tale, we must consider how the poems are positioned. The memoir’s structure seems fractured,
with six distinct sections divided in the middle with three each for the first and second half. Each
half has two narrative sections with intermingled poetry that are sandwiched around the third
middle section of poetry with very short or no headnotes. In the first half of the memaoir,
detailing Lady Daibu’s life at court serving Kenreimon’in, the middle poetry-heavy section lists
40 poems composed on set topics. In the second half of the memoir, which overall has far more
prose, the fourth section details the Genpei War and her mourning of Sukemori, the sixth section
narrates her return to court after the war, and the middle poetic section is entirely composed of
51 Tanabata poems. This section of Tanabata poems thus serves as a bridge between Lady
Daibu’s life centered on hoping for Sukemori (and the other Taira) to return to the capital and
her mourning the dissolution of that possibility to her return to serve in a very different court
without those she had known from before.

While Lady Daibu sees companionship with the weaving maid of the Tanabata stories—
both of them waiting to meet again with their lovers—the Tanabata couple are assured one
meeting per year, and Lady Daibu has no guarantee. Towards the end of this run of Tanabata
poetry, especially, we see Lady Daibu’s envy of her celestial counterpart and even one written

from the position of the weaving maid herself:
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eSO E The Weaving Maid, perhaps,

WL X ke Will shun these words

ANEET That | write for her

ZDEDIER Looking on me as one

20N & iEhe™ Sunk in misery beyond compare.*?

As an extension of not having anything to which to compare her situation—even while
using the tragic Tanabata situation in an attempt to do so—Lady Daibu admits in this poetic

conversation with the weaving maid that she may not be fully expressing everything:

ExoOFIE ) When | write things down,

IFHOOF L Reserve holds back my words.

O < But, Weaving Maid,

LOWN % | wish that you could know

B Ims g™ My heart and all its anguished thoughts.134

This sense of her situation being different from what is normal is also apparent just after
the Heike flee the capital, when Lady Daibu is frustrated that she can’t take the tonsure and

spend all her time praying for Sukemori and her former employers:

INE, FILmiERY HLORICH LT, FRESDZ LTE
IZHHZ S0 IR T, OEVEYVHTRE, X
TZABEREFIZ, STHHLDLDLD, PATH~TLES

<.

Our lives, however, must go on for their allotted span; we cannot
end them as we wish; and even my desire to enter holy orders was

181 poem 320. SNKBZ, Ukyo no Daibu shii, 146. Emphasis added.
132 Harries, 259. Emphasis added.
133 Poem 318. SNKBZ, Ukyo no Daibu shii, 146.

134 Harries, 2509.
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frustrated, since I could not flee the house by myself. How much it
pained me that | had to go on living as | was!

FreHL Now that I have seen
TeSOBHED Such miseries that I cannot know
BEXZLx Their like or their example,
ATHETHD A hateful destiny is this

B9 LE L& That keeps me living as of yore!13®

There are a plethora of examples discussing “unprecedented” or “unparalleled” ({5172 L)
circumstances; many also incorporate additional literary devices like “inexpressible” (S 13¢r )7
72 L), such as Lady Daibu’s commentary about Lady Kozaishd’s suicide after hearing of her

lover Michimori’s death during the Genpei War:

RERLLITIE, bl 2RO LA, 202K
DIEF L ETRY Ly, HIInoflir &%, LFICTHx
LA RELNE, SEFHLEI5F L, T~ T
Bl T2y OFEs L, Sixte L, ¥

At the time of that exchange I thought her [Kozaisho’s] affair with
Michimori was only a lighthearted thing, and yet for love of him
she drowned herself after his death. It was unparalleled tragedy,
which would never have happened if only she had been attracted to
the person who was longing for her from afar. What can one say
of such an unprecedented bond of fate?138

135 poem 205. SNKBZ, Ukyo no Daibu shii, 101. Emphasis added.
136 Harries, 191-193. Emphasis added.
187 SNKBZ, Ukyé no Daibu shii, 85. Emphasis added.

138 Harries, 169. Emphasis added.
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While Tsuchimikado nyobo nikki does not explicitly use the “unprecedented” phrases
(72 L7z L] (tameshi nashi) or 7= <y 72 L) (tagui nashi), the text does use a

comparison with the past to reference how Tsuchimikado’s travel into exile is different from his

previous (round-trip) expeditions away from the capital—

HELOEFEALFIIL 1&E5LOBIEINTZHAL I A&
DE (Zp) X, Z&bnicdEL (L) T

Hearing the crying of those who came to present themselves as the
imperial palanquin approached near dawn, | was of course

saddened®®—

HHLIZH Even just thinking

HOHB( AN PE L how this trip

I N hal 5 is not like any that came before,
DB (¥257?7)FTlX the sleeves of those lined up are
S ZZD B so drenched through

We also see here an example of repetition to make the comparison, a contrast of 4 % (to

be) between how things were previously (& ¥ L) and how that wasn’t like now (& © ¥3). Here

the problematic element is time—this trip compared with a trip of the past—but later we will
return to the difficulties of existential contrast with a living subject, what happens when the
object of poetic discussion is unknown to be living or dead. There will also be a more in-depth
discussion and analysis of repetition in relation to recalling memories later, but here I simply

wish to stress repetition at the level of word choice.

139 «“yoru™ here refers to both “night” (close to dawn) and the palanquin drawing physically near. This is a pun with
“dew” and “koshi” as the night finishes its circuit.

140 Tsuchimikado 'in nyébé nikki poem 4. Following Tabuchi et al’s transcription, [ ] indicate unreadable portions of
text, while () gesture to what is likely to appear in the gap. Tabuchi et al., 342.
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Let us turn now to the fourth and final rhetorical device Lady Daibu uses to express the
inexpressibility and incomprehensiveness of her experience. Within the vocabulary and syntax of
classical Japanese poetics, there is a standard trope used to capture the feeling of unreality—the
imagery of a dream or nightmare, yume (%*). There is no linguistic distinction between a positive
or negative connotation as in English. Yume is positioned as the antithesis of both reality (1. 2
->-D) and the truth (38, % Z &), allowing its use to capture both a feeling of unreality and

denial of events.

Yume vs. utsutsu

This poem from Ise monogatari {2455 (Tales of Ise, late ninth to early eleventh cent.)

episode 69 canonically established the binary between dream and reality:

kL Did you come to me?
TofTrE T Was it | who went to you?
Bbizzxd I have no idea.

7 B Did | dream it? Was it real?
FTHhIDHTH! Was | sleeping or awake?142

In this scene, the male speaker is unsure if his memories from last night of a woman
coming to visit him are from a dream or if they really happened. Here, yume has positive

connotations—a (happy) dream, not nightmare, of successfully meeting with a lover. Other love

141 Horiuchi Hideaki and Akiyama Ken, ed., Taketori monogatari, Ise monogatari, Shinpen Nihon koten bungaku
taikei 17, 3" ed. (Tokyo: Iwanami shoten, 1999), 145.

142 Joshua S. Mostow and Royall Tyler, The Ise Stories: Ise monogatari (Honolulu: University of Hawai‘i Press,
2010), 149.
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poems show that yume could be an indication that a lover is thinking fondly of the dreamer, but
in either case, yume is a positive and desirable dream.

Beyond its uses in love poetry, the distinction between yume and reality also had cross-
over with Buddhist poems from the early Heian period. Yume became associated with
ephemerality as well as more particular religious ideas about the nature of this (human) realm of
existence. The literal meanings from the Ise monogatari story of a man dreaming or awakening

become metaphoric in Buddhist rhetoric, as evidenced from the following two poems:

(1) Kokinshii poem 942, author and topic unknown, from the second book of miscellaneous
poems:

LR is this world of ours

G YIRSV a dream or reality—

RE R whether it be a dream
bbb or real | cannot say for
b ThRFhiEe it exists yet is not there!#

(2) Shinkokinshii poem 1972 by Akazome Emon, from the section on Buddhist teachings:

On ‘this body is like a dream,’ one of the ten analogies of the Yuima

Sutra

o is a dream a dream
IOSREE is reality a dream

VOYIRY AVIRVA unable to

W72 T D distinguish  how can I tell

143 Shinkokinshii poem 942. Kojima Noriyuki and Arai Eizo, ed., Kokinwakashiz, Shinpen Nihon koten bungaku
taikei 5 (Tokyo: lwanami shoten, 1989), 283.

144 aurel Rasplica Rodd with Mary Catherine Henkenius, Kokinshii: A Collection of Poems Ancient and Modern
(Boston:; Cheng & Tsui Co., 1996), 320.
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IO ETHA in which world I’ll awaken!4®

The early Heian examples share a voiced uncertainty in both love and religious poems
alike. The verbs stress a lack of cognition or understanding of the distinction between yume and
reality—omaezu, shirazu, wakanu. When Lady Daibu discusses the yume/reality binary, she

rather typically first introduces it in prose as something that can’t be described (55772 L). In

the following poem, however, she breaks with the tradition of vague uncertainty between the two

and definitively states whatever she is experiencing is not reality:

i, RFICBIZLETLEND IZBEEEALTHE, &5
REANZHOENTIZZHRERL) b Lae, EELEL
HRIIZT, D7 THRAEADHIT, ®RIRIETOEE
12, WEDITLEX LY, EORIIEILTESFTREXIC,
BEOSE, #EFEEO. ZENH, TRXTHLYTHNT,
HOMAREREALHEISLTENT, KEDZENG, DR
ZEbLhobihbty, FLT. BHODLELESFRL,
MESILBA L, IEMICBXHO T, BHEOKOBES
. BoF, BoE, WILbDZ kand, Bl dEL
X, WEREROMERDERTHEOLAL, STHAHD L
WY, REDDIEICE~NITEBREDOEL T, Bl
SANEPY EEILD D, TDOAXICH, [ETHRe) &iF
M ZE, HLALEOHTEY L, DESRICBIFIEN T,

FRTE LT BT

Though I had had no other news of the Retired Empress, | did hear
that she was at Ohara. But without knowing the right people, there was no
way for me to visit her. Yet in the end | set off regardless, trusting for my
guidance in my deep devotion to Her Majesty.

As | gradually drew nearer, the mountain path looked so gloomy
that my tears welled up to precede me along the way; my feelings were

145 Tanaka Yutaka and Akase Shingo, ed. Shinkokinwakashi, Shinpen Nihon koten bungaku taikei 11 (Tokyo:
Iwanami shoten, 1992), 574. This also appears in Akazome Emon shii as poem 459.

146 |_aurel Rasplica Rodd, Shinkokinshii: New Collection of Poems Ancient and Modern, 2 vols (Boston: Brill, 2015),
803.
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beyond description. But her hermitage and all about it, her whole way of
life in this place, were more than | could bear to look upon. How could
anyone, even one who had not known her in the old times, consider such
an existence acceptable for her? But for someone like myself who had
been in her service, was this reality, was it a dream? There was no way
to describe it. The gales of late autumn blowing down the mountainside
and raging through the tops of the nearby trees, the trickle of water from a
bamboo pipe, the calling of the deer, and the crying of the insects, they
sound everywhere the same; but here they filled me with a sadness | had
never known. At court she had been served by more than sixty ladies-in-
waiting, attired in layer upon layer of robes so beautiful they seemed to
have been cut from “the brocade of springtime in the capital”; here she
was attended by only three or four women, clothed in habits of inky black
and so changed in appearance that | did not recognize them.

“Has it come to this?”” was all that they or I could utter. Choked
with our tears, we could say no more:

HROE Is this a dream?

OB L Or was that past a dream?
F RiInT | cannot tell.

WNZ A Y However | may think of it,
IDODLEREN This is not reality.14

The emphasis on ephemerality here is very much contemporaneous to her time.4°
Furthermore, Lady Daibu’s combination of the yume/reality with the past/present binary is

unique.*® Overlaying the existential contrast onto a timeline of past/present suggests that the

147 SNKBZ, Ukyo no Daibu shii, 120-121. Emphasis added. This poem was also included in the imperial poetic
anthology Fugawakashii in a miscellaneous section.

148 Harries, 219-221. Emphasis added.

149 A few poems had made such definitive denials of reality, but they were limited and seasonal, such as denying the
reality of the hototogisu’s call. Lady Daibu’s exact phrase, 9 -2>-2 & %72 ¥, is the oldest extant usage, though the
similar 5 ->-2 & % 72 & was more common among her contemporaries, as seen in this “winter” themed poem by
Imperial Prince-Monk Shukaku (1150-1202) that appears as poem 38 in the Omurd Fifty Poem Sequence (fHl= A
TE) IR SIZIDDE B RELEL TEDREL NEFENS |, as well as poem 100 in Jakuren’s
poetic collection (FEEUEATEE): T 9 DDRIZIDDE Y REHDOFIHIELEDIDITIT E0 7%
Emphasis added. Taniyama, Tanaka, et al, ed. Shinpen kokka taikan. Accessed via JapanKnowledge.

150 If it was composed at the time of the Genpei War, that is, and not later in the 1230s while compiling her memoir.
There is another example from 1209 recorded in Jien’s poetic collection (#5578) within a cluster of verses composed
to harmonize with an imperial verse: RCENFR LT DDA E E SO E BTN L 45 HED D DDD.
Emphasis added.
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“old” world of the pre-war Heike court and the “new” world that is coming into being during the
war are as different as separate Buddhist realms of existence. The reason for this wide schism is
due to a spatial disjunction—the former empress Lady Daibu had served under lavish palatial
conditions is now relegated to a primitive residence with few attendants. While Heike
monogatari opens by stressing the inevitability of those high in power falling from their lofty
peaks due to impermanence, that clear-minded hindsight is not present in Lady Daibu’s
perspective as an intimate insider discussing the results of such a fall. Her focus is on the
immediacy of the incomprehensible scene in front of her, describing things and her reactions in
the present moment. The extremity of this situation produces a depth of feeling that surpasses the
traditional waka poetics of sadness—autumn wind, insect cries, and deer calls. Lady Daibu lists
them all in order to summarily deny their suitability to describing the situation. The intimate
mode of aristocratic poetry places emphasis on her feelings, and if the events are unbelievable

and unprecedented, then so too must her emotions surpass conventional waka rhetoric.

Yume vs. makoto

Compared with the yume/utsutsu pairing, the yume/makoto binary is far less common in waka
rhetoric. There are two main uses, the first in love poems similar to yume/utsutsu in Ise
monogatari—if lovers actually met at night, or if the meeting was just a (literal) dream—and the
second within poetic Buddhist rhetoric about enlightenment. The latter association is largely due

to Jien, a contemporary of Lady Daibu. He used makoto as a metaphor for Buddhist truth and
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included yume to show the non-duality of said truth and, through the nighttime associations of
yume, also link in the more long-standing association of the moon with enlightenment. 5!

Lady Daibu’s sole use of the yume/makoto pairing does not align with either of these two
conventional framings. She employs the binary in reaction to a gruesome rumor about the
mutilated bodies of her friends being paraded through the streets. This passage was introduced
earlier in the initial discussion about having a lack of words to describe historic events, but the

focus turns now to the poem following the prose headnote:

ZTOE, HIFLLIAALIHEZALZEEDLIZ, E<HAL
ARZELL 720725, %< T, HBOLRERICTESD D, fi]
MEDLELSTRLFRE LM 2T, T#xl 72
ELADEOLBAIARL T,

Among the horrible and terrifying rumors | heard that spring was
that many of the people who had been close to me had been killed
and had been brought through the city streets in entirely mutilated
[decapitated] forms—nhearing such painful, unspeakable things,
and having people say “That was so-and-so” was so

unprecedented.

HlIn L Ah, s0

ZHITEZ & is it really true?

A ES Yl or is it just a nightmare?
BiIIoboie it’s so [terrible]

L ZERPNI? I can’t help but wonder.!%3

151 This conglomeration of resonances between dreams and enlightenment led Jien to complain once as a judge in a
poetic contest (hanja) that a poem mentioned a dream (yume) that occurred during a nap but did not include the truth
(makoto) that one was awoken to during it: T 720 QL TFEABRHDEZ LN EIBBFI LEIILLLED
Z7e & ~ DUE Bl | This appears in the Fifteen Hundred Poem Matching Contest (-1 /5 %8k 4"), in response to
poem 2885 appearing in the 1,442 match. Taniyama Shigeru, Tanaka Yutaka et al, ed., Shinpen kokka taikan, 10

vols (Tokyo: Kadokawa shoten, 1983). Accessed via JapanKnowledge.
152 poem 212. SNKBZ, Ukyd no Daibu shii, 105-6. Emphasis added.

153 My translation. Emphasis added.
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As evidenced from my translation, the issue at hand is not a literal dream (of lovers
happily meeting) or the ephemeral nature of this world contrasted with the Buddhist truth of
nonduality and enlightenment—it’s the shocking and unprecedented nightmare of wartime
atrocities against high-ranked aristocratic bodies that a former aristocratic female attendant has
difficulty accepting as truth.

Lady Daibu uses the yume/makoto binary to comment on a historic event as it unfolds, to

convey how to feels to be in that moment. Even as she calls such things “unspeakable” (5 L%
7773 %), she still makes an effort to try to describe them. The questioning of “truth” here is an

interrogation into whether this rumored awful event actually occurred. The uncertainty that
carried over from poetic tradition here reflects not just on her doubt about the secondhand nature
of this information but also on the destabilizing nature the news has on her expectations going
forward. This news comes after the battle of Ichinotani, which occurred in the second month of
1184. At that point in the memoir, Lady Daibu had not yet detailed any information about any
specific Heike family members. Sukemori and his brothers were still alive. The crude parading
of heads through the streets, however, meant that should Sukemori even survive the war, if the
Taira lost then the nicety of aristocratic punishment through exile was unlikely to remain an
option. The event itself was horrible and shocking, but so too was the underlying change in the

treatment of aristocratic prisoners and bodies.

Yume in grief poetry
The use of yume increased in complexity during Lady Daibu’s lifetime, particularly from the
compilation of Shinkokinshii onward. From the time of Kokinshii it had, through Buddhist

connotations of ephemerality, been included in grief poetry, but according to the Utamakura
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utakotoba daijiten, it further came to signify the sadness that one feels about another’s death.>
Fujiwara no Shunzei’s poem to Minamoto no Yoshitsune after the death of his young, thirty-
four-year-old wife exemplifies this, as reproduced in the grief poetry section of Shinkokinshii,

poem 828:

MED Ipx you were abstracted—
Mol ED lost in sad dreams of endless
209 Hbik sorrow unwilling
BEAMNSLE to disturb your reverie

WX Z L»7p1ss | have grieved in solitude!®®

This poem presents a dream as a haze of grief that isolates the griever. | argue, however,
that Lady Daibu’s use of yume further strays from even this expanded definition specific to
grieving. She frequently uses the term alongside the previously introduced rhetoric about the
indescribability of her feelings during a clearly historic moment, indicating that the whole
experience is a nightmare so unreal and unprecedented that it is far easier to deny than accept as
truth. This combines darker, grief-associated meanings of yume with the earlier uncertainty about
the state of experiencing yume (or not), as in the yume/utsutsu (dream/reality) contrast from Ise
monogatari.

This cascade of overlapping meanings for yume is readily apparent in the passage which

describes the moment when Lady Daibu hears of Sukemori’s death. Echoing the above

154 Kawamura Teruo, “Yume [25],” in Utamakura utakotoba daijiten, ed. Kubota Jun and Baba Akiko (Tokyo:
Kadokawa shoten, 1999). Accessed through JapanKnowledge.

155 Poem 828. SNKBT, Shinkokinwakashii, 249.

156 Rodd, Shinkokinshii, 342. The death occurred in 1200.
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discussion of how “sad” (7>7 L) does not express the depth of her feelings, she distinguishes

her grief from the grief of those who mourn someone who died naturally, in old age:

FTEOFEOHFEFE, EZ LIS CEI X IZTICL, F
DIFEDOZ L1, LTI ENEEIXTe, AR TED

DZ LAY, FEIELENE DRED, &1 ITHEECLN
Fh. ol ED A b oo LU, (78 7S EE 55

o DDHObULE] LT, BIXHEEELS S LTORE,
DOFFIZNEHEST, TWnrTE L ETe] &S,
OV IZEEIIHIZIHRD, SOET LiCEC LML T, &
ZEOT, ELEZELEEORSIREFRL, 2RV H
BT, I lFHELILEREICZ#E, ELED
EIZEORA~, ZThiddzrplicgiel, DNTHR~TR
Z. T,

In the spring of the following year [1185] I finally heard that he
was in truth no longer in this world. How can | possibly convey
what | felt then. | had already known that it would come to this,
and yet | felt completely dazed. | was utterly unable to hold back
my tears. But | was upset at the idea of having people witness my
despair, so | told them | did not feel well, and | spent the whole
day lying on my bed. I drew the covers up over my head and
abandoned myself to tears. Try though I might to drive away all
memories of him, his image stubbornly clung to me, and | felt |
could hear his every word. My body itself was in torment, and |
can never describe all the anguish | suffered. People are
distressed and say how sad it is, even when they hear of
someone dying at his natural and expected time; to what, then,
I wondered over and over again, could I compare this grief of

mine:

72T D Whoever called them sad,
&z % This world’s ordinary,

NRL EIX This world’s natural deaths,
MDINBHE RN Must have been one who never knew
ARV ONT T A nightmare such as this.1%

157 Poem 223. SNKBZ, Ukyé no Daibu shii, 111-12. Emphasis added.

158 poem 222. Harries, 205. Emphasis added.
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The “yume” here refers to Lady Daibu’s grief, but it is not simply the haze of mourning
referred to in Shunzei’s poem above. The term here refers also to the larger (and extraordinary)
situation surrounding the death—the Genpei War—and the fact that this is the second time Lady
Daibu loses Sukemori, the first time being when he and the other Taira fled the capital.'>®

Lady Ise expresses a similar frustration with “ordinary” (1t:® %) words at the death of

the child-Emperor son of the patron she served:

ZDINEZDMIEDY THALY LAEZITHEND L
IR FEFONMCTTNIE, 2R LWAL IZkoohkrh, T
HOMHENORITIR, XIZHH L EBHSHLIINRIT
PTROLODZEHIFE, ZOHDEDTFTZVLADE L L
U]

The Prince that had been born while she was serving the Emperor
died after turning five years old. [About feelings she has about his
death] it’s too common to use words like “sad” and “horrible” [but
they don’t match the feeling]. Though she’s grieving [as one does],
the sadness wasn’t lightening, and though feeling like she didn’t
want to live in this world anymore, her feelings were spinning
without moving forward. While thinking [about the child] day and
night, [this poem] came from the one dubbed “Mitsu’:

PSRBT even more than what | feel inside
WSITERBADNIC the words I’d say

720 duid are insufficient, so

7o & ~Tu It even when | go to say something
ZEDITERX I can’t find the words'®

SHIZWHBIEZRTNA~Y ZE b

159 This will be analyzed in further detail later.
160 My translation.
161 This is poem 26 of the Nishi Honganji manuscript of Ise shi. It also appears in the other main manuscript

variants, but they have slightly different numbering. Taniyama Shigeru, Tanaka Yutaka et al, ed. Shinpen kokka
taikan, 10 vols (Tokyo: Kadokawa shoten), 1983. Accessed via JapanKnowledge.
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(In the midst of her sadness) she couldn’t think of anything else
and didn’t reply.

There are overlaps, then, in the inability to express grief through waka or vernacular
wabun prose at the “unnatural” death of one who died (young, unexpectedly) in battle and the
death of one who died in early childhood. Both authors directly address the inability of the words
one would ordinarily use to express the depth of their feelings. These clear, forthright boundaries
marking where words do not match the depth of feeling help us to see the contours and
limitations of waka. They also lead to more questions—how else did the conventional boundaries
of waka restrict expression, especially that of historic writing by aristocratic women, who were
primarily limited to wabun discourse? Is it fair to judge these women’s writing as ahistorical in
comparison to the male aristocrats from families who had more educational access to kanbun
and, through it, other forms of historical expression? Alternatively, what strengths could we find

in this historical re-writing that may not exist in kanbun-based histories?

Double yume (repetition)

Let us now return to the concept of repetition to close out this discussion of “yume” and
pivot to how repetition serves as a larger metaphor within Lady Daibu’s memoir. The
section of the text describing the Genpei War begins with the initial shock of the Heike
fleeing the capital. This passage, like the visit to Kenreimon’in in Ohara analyzed above,
contains all four rhetorical elements used in the most emotionally fraught sections of the
memoir—complaining about a lack of words to describe things, stressing the

unprecedented or incomparable nature of events, conveying a sense of unreality through
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dream/nightmare (£*) imagery, and repetition. The four elements in this passage are

highlighted in bold:

FARTBEREDZADOMOBEE X, BLHFIFEALLY.
biInEbMed, TRXTIRTCESREET LN L
ML, LAV LEFEICEOS T, B
LHTLEDAZESETHERDD, LAXOHEHILD &
LSz &, ENKEOVOTHLRAUTYH, LDHEELR
T, FZ ORI B AL, pRTho L bHD A
R LoviE, R REELOALZE, L biEL
b, A AZRZZEITN L,

“Such was the upheaval in our world at the time of Juei and
Genraku [1182-1185] that whatever I may call it—dream
[nightmare], illusion, tragedy—no words can possibly describe
it. It was so confused that I cannot even say exactly what
occurred, and in fact right up till now I have repressed all thought
of it. What can | say, what am | to feel about that autumn when |
heard that those whom I knew were soon to be leaving the capital?
No words, no emotions can do it justice. None of us had known
when it might happen, and faced with the actual event, we were all
stunned, those of us who saw it with our own eyes and those who
heard about it from afar. We could only feel that it was just some
indescribable dream.”63

o o DNIKDOHIDDOFH D, BDH HLOB AR E L.OH, flizh
X7z &~

At the beginning of autumn news came at last of that dream within a
dream— the flight from the capital. To what can | compare my
feelings?1%

162 SNKBZ, Ukyé no Daibu shii, 9. Emphasis added.
163 Harries, 189. Empphasis added.
164 SNKBZ, Ukyé no Daibu shii, 101. Emphasis added.

165 Harries, 191. Emphasis added.
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Like her visit to Kenreimon’in after the war, the shock Lady Daibu expresses here is due
to a physical displacement. Those including the child-Emperor Antoku, who should be in the
capital/court palaces—the metaphoric center of the aristocracy’s civilized world—are forced to
leave it. The repetition we see in this section (underlined above) seems a stuttering attempt to
encapsulate a totality, especially through the extensive use of mo. ‘Not only this, but also that,’
she piles the phrases higher before ending with a negation that tips the whole lot into a trash heap
of inadequacy. Like the previous description and dismissal of all the natural imagery related to
sadness during her visit to Kenreimon’in, here Lady Daibu lists words that may describe the
situation—nightmare (yume), illusion, and tragedy—to reject them, too. Yet during these
linguistic dismissals, we see the limits of (intimate, poetic, courtly) language being outlined.
While there is a struggle with language, it is not silence. It is an engagement.

The description she finally settles on, “a dream within a dream” (£ 9 B D),
doubles the feeling of ephemerality and unreality through its repetition. A similar expression
appears in Tsuchimikado ’in nyobo nikki in reference to hearing about Tsuchimikado’in’s death

while in exile in the headnote to poem 35:

FEARTRIILE LLiE, BIZBRD LML T, 50
L HOODELIIRBIEL T, 166

When | heard that he had died, it felt like I was seeing a dream
within a dream; it absolutely did not feel real.'%’

166 Tabuchi et al., 384. Emphasis added.

167 My translation. Emphasis added.
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We can also see similar expressions in Takakura’in shokaki, a text by Minamoto no
Michichika lamenting Retired Emperor Takakura’s early death at age 21, which Lady Daibu had
access to. There are many examples of shared phrasing between the two texts. Tabuchi et al.
conjecture that this particular quote refers to Taira no Kiyomori’s death, which happened just a

few months after Retired Emperor Takakura’s:

7 B I oL BT,
Thinking about the dream of this fleeting world continuing on--

MEH R L Where are those

UNESALSICY who saw yesterday—
ARIERL they aren’t here today—

BB &iX7znn so who shall consider

LI BN the world tomorrow?

bIFE LR How surprising

BIIERD having a dream within a dream
272>l while dozing

PA-L e to again have a painful dream
RoEIEL & is so sad*6?

The doubling here—the dream within a dream—refers to the second death of a major
political figure while the court is still mourning the loss of Takakura’in. We can take the use of
“dream” here to refer to a hazy state of mourning, as discussed in the previous section.

So far, we have examined how the specific circumstances of the Heike’s flight from the

capital and extreme loss Lady Daibu experienced are difficult to express through conventional

168 Poem 62—63 in Takakura’in shokaki. Osone Shosuke and Kubota Jun, ed., Takakura’in shokaki, in
Chiisei nikki kiko shii, Shinpen Nihon koten bungaku taikei 51 (Tokyo: lwanami shoten, 1990), 48.
Emphasis added. Possible reference to Kiyomori’s death explained in SNKBT, Takakura’in shokaki, 47
note 22. This is poem 63-65 according to Tabuchi et al.’s Tsuchimikado 'in nyobé nikki annotation.

169 My translation. Emphasis added.
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poetic rhetoric. This repetition of yume shows that the repeated impact of traumatic events such
as death are also difficult to convey outside of literal repetition. We will now consider both
issues together as we turn to a specific shared experience of both Lady Daibu and
Tsuchimikado’in’s female attendant—the double mourning of losing men (Sukemori and
Tsuchimikado’in, respectively) twice, first through absence (from fleeing the capital or exile)

and then through death, and how this was unaligned with conventional poetic expression.

Problems with existential uncertainty about an object of affection
I will now turn to the intervention of this chapter, i.e. examining the cultural textual constraints
on what is or can be written into the archive. Why was it so difficult for Lady Daibu and
Tsuchimikado’in’s female attendant to poetically describe their circumstances? | argue that the
formal constraints of waka as it had developed during the early 13" century—typified both
through poetic categories as defined by the organization of imperial poetic collections into
books, and through the literary devices available and accepted within any one poem—did not
permit the author to write a poetic text that both historically narrates a forced physical separation
such as fleeing from war or imperial exile from an outside perspective and follow conventional
waka rhetoric. This line of reasoning questions the limiting contours of waka, delimitating the
types of experiences that cannot be conventionally expressed within them.

Proper precedent of poetic topics—the kinds of poetry that existed and what images and
phrases typically appeared within them—was set within the imperially-commissioned poetic
anthologies. There was accepted precedent for exiled men to write poetry but less for women

writing poetry about those men. The ways of poetically discussing a man’s “absence” were

limited to the categories of (a) love poems (Lﬁfg}jﬁ\), which imply a man’s agency and choice to
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not visit, in effect showing disinterest in or severing a relationship; (b) parting (ﬁ&%ﬁk) which

was mostly limited to men going to bureaucratic assignments, implying a just, governmentally-

sanctified separation and likely eventual return; and (c) mourning (&Z'?'~<L 77}5? éfk) which marked a

. (AN . .
permanent absence beyond anyone’s agency. Exile (@Eﬁf) or fleeing from war are circumstances

that do not fit in neatly to any of these categories.!’® Both authors maintain their relationships
with these men—implying a desire from the men to return—and do not legitimate official
sanctioning of the forced travel by mostly avoiding the first two categories of poetry. Using what
expressions are available, then, they commit to a mitate-like overlap between exile and death: the

absence of these men can only mean that they are dead, and this requires mourning.

Sukemori “living while dead”

There are two problems with this choice: first, there is existential uncertainty about the state of
the men during the initial physical separation, and second, if grief expressions are used while the
men are still alive, what language is available to use when the authors receive word of their
actual deaths? Lady Daibu’s memoir addresses the first issue very clearly. Before Sukemori

leaves the capital, he tells Lady Daibu to think of him as “one already dead”:

ﬁﬁéﬁ@%%ﬁ&@@hﬁ\@ﬁ&%@@tﬁwimf%
RLTrZ LIk BROAREZ LAY LU EE0A LIT
LAEH b, T_RTASILEEOY LITEIZL L. B

170 As previously discussed, early in the text, the author positions Tsuchimikado’s excursion into exile as distinct
from his other trips as an imperial figure. This sense that things are not as they were in the past—H Y LiIZH H 5
#a—aquickly rises to prominence, and the narrator’s dominant expression becomes one of grief. As Tsuchimikado
leaves the capital, she is left behind, and the exile is expressed through this loss of her former patron. Poem 4.
Tabuchi et al., 342.
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Ll TRt bH. ... ADHE~ [T&TH] RESOT
HRBHoLREL, WISKOBEY LELEROEV DY
LEOL V5%, [RIESVICTHZ 20] 72 ERBL

Z, EADEEALY . BEE~ELELEEOARVN

éo o . 171

These troubles have now reached the point where there can be no
doubt that I, too, shall number among the dead... Even if,
perchance, my life is spared for a while longer, | am resolved in
my heart not to think of myself as the person I once was... I have
made up my mind not to send you even the briefest of messages
from whatever distant shore I find myself upon. Don’t think,
however, that my love for you is weak merely because | send no
word. In all that concerns this world | have come to think of myself
as one already dead.*"

Here Sukemori stresses that his absence from her is not by choice—his love isn’t “weak”—and
therefore their separation cannot fall into traditional love poetry conventions.

The phrase & % 7%5~"TJ (mi o kaete) has a range of meanings implying a
transformation into a different person or state of being.1’® Preexisting examples include Geniji
monogatari (The Tale of Genji, ca. 1008), where it is used both in relation to taking the tonsure
and being reincarnated in a new life.1’* The phrase also appears in Torikaebaya & 0 7>~ X9
it (If Only I Could Change Them, ca. 1080-1100) in reference to a pregnancy preventing a

woman who had dressed and behaved as a man from returning to that gender role.'”> Sukemori

11 SNKBZ, Ukyé no Daibu shii, 100-101. Emphasis added.
172 Harries, 199. Emphasis added.

18 Seeentryon [E%7%5 % % | in Shogaku Tosho, ed., Koji zokushin kotozawa daijiten (Tokyo: Shogakukan,
1982). Accessed via JapanKnowledge.

174 These references occur in the Matsukaze and Asagao chapters, respectively. Abe Akio, Imai Gen’e, Akiyama
Ken, and Suzuki Hideo, ed., Genji monogatari 2, Shin Nihon koten bungaku zenshi 21 (Tokyo: Shogakukan, 1995),

408, 484.

175 Ishino Keiko and Misumi Ydichi, ed., Sumiyoshi monogatari, Torikaebaya monogatari, Shin Nihon koten
bungaku zensha 39 (Tokyo: Shogakukan, 2002), 375.
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so strongly highlights the small likelihood of his return to the capital alive that we can read £ %
Z2~7C as implying “living while dead,” i.e. indicating a transformation into a different physical
and social space—one who will soon die.

Lady Daibu later uses the same phrase (& % %5~ ) in a poem describing Taira no

Shigehira’s capture by the Genji:

TR (EfO) LDONBLITNGIT,
Over and over | imagined what was in his heart:

E XA 2 While not yet dead,

ZoD 5 BT Still of this world,

B &I ~T But in how changed a state!

faf.Lath LT With what thoughts in your heart

B U B 5 30176 Do you pass your days, your nights?”?

From this liminal space Lady Daibu describes of his state as a prisoner of war, Shigemori
was eventually released into the custody of the Todaiji monks, who executed him for burning
their temple.

This state of being—or rather, the ambiguous state of Sukemori’s being or not being, his
“living while dead”—is also the subject of a poetic exchange Lady Daibu and Sukemori have
after he leaves the capital. She questions his existence while absent from her, while he is amid a

battle with the Genji clan:

B Uit E How wretched it is

176 poem 214. SNKBZ, Ukyd no Daibu shii, 107. Emphasis added.

17 Harries, 199. Emphasis added.

95



RITESZF To think that this is still

MR LTI The same world as before,
HHEVRHDHITH A world where life itself
H B D18 No longer counts as life.1"

Sukemori’s response echoes her poem with its intense focus on the matter of existence
(aru, in bold) of his “living while dead,” speaking also of his brothers who recently died in

battle:

TN HbRHANLDZ EEOT,
He talked of those who had gone before him:

HBHIE LN This is wretchedness—
HBHIZHLHOLI To see such tragedy,

2 HIZRRIZE While | yet live

M BEZ L% In the midst of life
WL ZENTa L X180 That is not life at all. 181

This is the last thing that Lady Daibu hears from him before she receives news of his

death. The purposeful, rhythmic repetition of the existential verb (& %) recalls the previous

existential uncertainty of £ % 25~% | and foreshadows his impending death.

178 poem 217. Emphasis added. SNKZB, Ukyé no Daibu shii, 109. Itoga Kimie, Kenreimon 'in Uky6 no Daibu shii,
Shinchd Nihon koten shiisei 28 (Tokyo: Shinchosha, 1979), 107. lwasa Miyoko, ed, Fiigawakashii zenchiishaku 3
(Tokyo: Kasama shoin, 2004), 239-240.

179 Harries, 203. Emphasis added.

180 This was later anthologized as poem 2344 in Gyokuyashii. Iwasa Miyoko, ed., Gyokuyo wakashii zenchiishaku 3
(Tokyo: Kasama shoin, 1996), 340; Itoga, Ukyo no Daibu shii, 109; SNKBZ, Ukyé no Daibu shii, 111. Emphasis
added.

181 Harries, 205. Emphasis added.
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Exile + death = double death

Next, let us turn to how Tsuchimikado’in nyobo nikki deals with the issue of existential
uncertainty about Tsuchimikado’in during his exile by prefacing it with more context about the
text and author.

We don’t know anything about the female author of Tsuchimikado 'in nyobé nikki aside
from what she herself writes in it. She served Retired Emperor Tsuchimikado’in (1196-1231, r.
1198-1210), who was exiled in 1221 to present-day Shikoku after his father Retired Emperor
GoToba’s failed Jokyu Disturbance, an attempt to overthrow the Hojo shogunal powers and
reclaim direct political authority for the imperial line. Tsuchimikado’in was not allowed to take
many attendants with him into exile, and the female author of this poetic collection is left behind
in the capital. Her text mainly focuses on her experiences in the aftermath of the Jokyt
Disturbance, both memorializing and commemorating Tsuchimikado’s reign while lamenting his
exile, which she treats through mourning poetry as a kind of death. He dies while still in exile,
and upon hearing this, her sense of grief deepens, but there are no further poetic expressions
available to articulate it. The author’s earlier equation of exile with death causes textual
inconsistency as she is forced to reconsider the exile-death paradigm.

I should note that while this text portrays Tsuchimikado’in’s exile as an external,
undeserved punishment, other early medieval “historical” texts treat it differently. While
Tsuchimikado’s father GoToba and his younger brother Juntoku—both retired emperors
themselves—were clearly exiled for their part in the Jokyt Disturbance, Tsuchimikado did not

himself participate in the conflict. Jokyiki, Rokudai shojiki 751X 250 (Record of the
Surprising Events of Six Reigns, 1223-1224), Azuma kagami &-Z£&% (The Mirror of the East,

1290s), and other texts narrate Tsuchimikado’s departure from the capital; some treat it as exile
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imposed as punishment like that of his father and brother (ex. Jokyiiki, Rokudai shojiki).

Scholarship today generally concurs with the explanation in Masukagami ¥44% (The Clear

Mirror, ca.1368-1375), however, that it went against Tsuchimikado’s conscience to remain in
the capital when his father and brother were forced to leave, so he applied to the bakufu to be
exiled t0o.18?

How does Tsuchimikado’s former female attendant poetically approach the subject of a
difficult absence due to exile? Tabuchi et al. note that Tsuchimikado 'in nyobé nikki includes
grief expressions to describe Tsuchimikado’in even while he is still alive and that there may have
been some influence from Lady Daibu’s memoir. The annotation does not discuss this point in
detail, however, or highlight the more persuasive textual evidence of their similarity, the above
discussion of Sukemori as “one already dead.”'3

As we have seen in the text’s implications about how the exile occurred, the
Tsuchimikado 'in nyoba is less concerned with precise historical accuracy than it is with
valorizing a wronged retired emperor, but this does not mean that it is intentionally ahistorical. In
fact, the author’s efforts to portray the historical situation of Tsuchimikado’s exile create textual
inconsistencies due to the limitations of waka poetic language—what she is trying to express
does not fit within the conventional standards of waka at the time, as both modern annotations of
the text frequently note. The formal constraints here include poetic categories defined by the

organization of imperial poetic collections into books, as well as the literary devices available

and accepted within any one poem. In other words, her narrative tests the contours and limits of

182 Yamaguchi Masatoshi, “Tsuchimikado Tennd,” in Nihon kokushi jiten 1-15, ed. Daijiten Henshii Iinkai (Tokyo:
Yoshikawa kobunkan, 1979-1997). Accessed through JapanKnowledge.

183 Tabuchi et al., supplemental note, 357.
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waka, describing a situation that is difficult if not impossible to express because it falls outside of
the correctly ordered world that waka strives to create. Using Tsuchimikado 'in nyobé nikki as a
case study about an attempt to narrate exile though poetic language exposes the difficulties
women encountered in “telling” history in the vernacular script.

The formal constraints of waka as it had developed during this time period did not permit
the author to write a poetic text that both expressed a historical narrative about Tsuchimikado’s
exile and followed conventional waka rhetoric. The crux of the narrator’s problem was the long-
term fact of Tsuchimikado’s exile. This is not a topic that was directly addressed by any of the
standard categories of waka as defined within imperial poetic anthologies. Tsuchimikado’s initial

departure from the capital may fall into the “Parting” section (Bf/!/5K, ribetsu no uta), but those

poems as standardized in Kokinshii most frequently refer to an official traveling to the provinces
on administrative assignment, and in Shinkokinshii imply eventual return. Tsuchimikado never
returned to the capital alive, and as the narrator portrays it, there was little to suggest at his
departure that such a return was possible. As previously discussed, the text specifically
distinguishes this excursion into exile as separate from his other, previous trips as an imperial

figure:

R OFEHFRIIZL 1856 0bIINT=2 AL N &5
Dx (Zw) X, Z&¢bvizEL (L) T

Hearing the crying of those who came to present themselves as the
imperial palanquin approached near dawn, | was of course
saddened84—

HHLITYH Even just thinking

184 «yoru” here refers to both “night” (close to dawn) and the palanquin drawing physically near. This is a pun with
“dew” and “koshi” as the night finishes its circuit.
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HoHD (A PE L how this trip

5 N hal o is not like any that came before,
Db (5?7 £ TIX the sleeves of those lined up are
S ZZDH B so drenched through

This sense that things are not as they were in the past—& » LIZ % & 5 ¥ (arishi ni mo

aranu)—rises to prominence, and the narrator’s dominant expression is clearly one of grief.
Because Tsuchimikado was still alive, like Lady Daibu, the narrator is considerably constrained
in what is available to her within the realm of grief poetry. She cannot write about the black

smoke (1%, kemuri) from a crematorium fire, nor the black robes that match it and can hide the

wetness of her tears. There is no body.

The conflation of exile with death creates a crisis later in the text when the narrator
receives word that Tsuchimikado has actually died—what words can she now use to describe his
situation, when she has already used grief-laden poetics to describe his exile? A play at
confusion between death and exile—compounded by the one-day difference in the anniversary of

the days—is played out in a sequence of four waka before the culminating ending choka:

AN EBIZLELLRIZASAENLEES, LT,
Thinking that today was the [anniversary of the] day that
[Tsuchimikado’in] departed the capital, I was saddened.

sk if 1 was to count,

D LA HIZ we’ve come back around
HNET to this grief-filled day, and
IHICELZE isn’t the sky at dusk
EHINDZENTR even sadder

185 Poem 4. Tabuchi et al., 342.
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+Ht—HIZERSERBIILET, 2T 0 ITENPL %L
KL, 96D LL T,

On the eleventh day of the tenth month, [Tsuchimikado’in] passed
away. Gazing at the sky at nightfall on the last day of the month [at
the absent moon] with bitter regret—

+H®RY Feeling sad

O LHBESS Y that the tenth day

L X has already passed by,
TeoINELE ah, the bitterness also of the end of
PRI H a7 the godless month

HERTOH, BEE L THIE
On the day when mourning ended, after hearing [Buddhist rituals]
and leaving [the temple]

A S On the way back

WwWe sz % somehow growing even
ELITN sadder,

L X DR TIX the end of grief
M7 1T isn’t here yet

Mo OOOHFLELBIXZAT, MELNTHDTY HDH LBIF
z T,

Now not able to think about the reality (that he is dead), and
thinking he’s just on a journey away from the capital:

Iy (R Forgetting

[ CHiZdH D and feeling like

DL T we’re in the same world—
JlTsENnLE the sadness at realizing
SR L X186 he’s gone!®

186 poems 39-42. Tabuchi et al., 390-395.

187 Yamasaki notes an influence from Kenreimon 'in Ukyé no Daibu shii poem 218, a poem that Lady Daibu sends to
Sukemori as he is fighting in the west, just after his brother Koremori’s death:

How wretched it is BARUlE

To think that this is still ITESZE
The same world as before, NR LTI

A world where life itself HLEDRHDHITH
No longer counts as life. H o5 DOHIZ
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The first three poems are written around the one-year anniversary of his death, which
shows a continued conflation of his exile with his death—in this case, the date of his anniversary
of departing the capital (10th intercalendary month, 10th day) with the one-year anniversary of
his death (10th month, 11th day). The end of mourning referred to in the third poem usually
either occurs at the 49th day after death or the one-year anniversary. Tabuchi et al. note that a
discussion of the “end of grief” (nageki and hate) is also found in Lady Daibu’s memoir and
Takakura’in shokaki. '8

The fourth poem and final waka in the text, situated after this setting of the temporal
scene after the technical end of the mourning, clarifies that what should have been a
transformative moment—the end of official mourning—is anything but. There is still confusion
about the reason for Tsuchimikado’in’s absence. It is possible to think of him as still alive, just
not physically present. As Tabuchi et al.’s commentary points out, [ XXX Z2L ] isarare
phrase in waka, not to mention [ &Z7>1L | —the marking of Tsuchimikado as actually dead.
The narrator was forced to discuss Tsuchimikado as dead while he was in exile because there
was no other poetic approach to the situation, and now she is forced in this poem to reconcile the
lie inherent in that paradigm. There are no proper words for this either.

In summary, the scope of waka or poetic wabun prose includes language for grief, but
there are historical subject matters—such as being witness to exile, or death related to

extraordinary upheaval—for which this fails. Iwasa Miyoko has argued that because the main

Reference in Yamasaki Keiko, ed., Tsuchimikado 'in onhyakushi, Tsuchimikado ’in Nyobé nikki shinchii, Shincha
waka bungaku sosho 12 (Tokyo: Seikansha, 2013), 204. SNKBZ, Ukyé no Daibu shii, 109; 1toga, Ukyo no Daibu
shi, 107; Harries, 203. Emphasis added.

188 Tabuchi et al., 394.
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purpose of nyobo nikki was to glorify patrons, they excluded material irrelevant to this
purpose.*® However, this does not mean that female authors did not try to write about these
subjects. Today, though, from a poetic perspective their phrasing has been deemed
unconventional.

The confirmation of Tsuchimikado’in’s death in second of the four poems is, in effect,
marking a double loss. His death reenacts the trauma of the original separation when he was
exiled. Similarly, when word reaches Lady Daibu of Sukemori’s death, it is a second wound on
top of their initial physical separation. Another account of Tsuchimikado’in’s death in
Masukagami similarly resonates with the portrayal in Tsuchimikado ’in ny6bé nikki of a double

parting:

I almost forgot to tell you that Retired Emperor Tsuchimikado
breathed his last on the eleventh day of the eleventh month in the
same year [1231], a pathetically premature death. He had not been
feeling well, and so had taken the tonsure. He had just turned 37
that year, his spirit burdened by all kinds of anxieties. It was
terribly sad that he died without ever seeing the capital again. His
father grieved when the news reached the little island in Oki
Province.

To Shomeimon’in, disheartened by one bitter experience after
another, life had already not seemed worth living; and now,
overcome with indescribable sorrow by the loss of her son, she
quite exceeded the bounds of reason. ‘Why did I not set foot before
him...” she lamented. Someone sent to the capital a number of
personal effects the former sovereign had used in Awa, a simple
hand box, and the like. Among them, there was a bundle
containing the occasional communications he had received from
Oki and the letters written by the imperial lady herself. She was
blinded by tears of pity.

189 lwasa Miyoko, “Tamakiharu ko: Tokuisei to sono igi,” in lwasa Miyoko Serekusyon 1: Makura no séshi, Genji
monogatari, nikki kenkyiz (Tokyo: Kasama shoin, 2015), 243. Reprinted from earlier journal article in Meigetsuki
kenkyii 8 (2003).
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Ietaka’s daughter Kozaishd seemed especially distraught, perhaps
because the retired emperor had favored her on some occasion. She
dressed in mourning of deepest black:

ELRL The earlier parting

H Y Ll I thought so distressing

AR was but a gateway

RN THEDHNE to one requiring at last

P72 0 1F b 190 this donning of mourning attire.1%!

Caruth and the repetition of trauma

Earlier we considered how trauma theory can shed light on the frustration with words that Lady
Daibu (in particular) expresses in her attempts to narrate the Genpei War and her reactions to it.
Another element from trauma studies is helpful here—that of the repetition of trauma. In trying
to grasp what one missed in the initial moment of trauma (for Lady Daibu, the series of events
culminating in the Heike clan—her former employers, friends, and coworkers—fleeing the
capital; for Tsuchimikado’in’s female attendant, his departure into exile), the mind replays the
scenario later through different means to try to (re)experience and process the event

simultaneously.®? It is easy to see how both Lady Daibu and Tsuchimikado’in’s female

1% The headnote reads: % Z &X°, TOFE+F—H F—HINEOFFEN SEHROR, WEHITNIT, 1T072
T E7n, BIRLTEINTIVUE, HERBASEROICTY, 226WEOALE LT, SFIF =1
CIZZRBEROT D, 4—ERLZHEETRV0D, WALI DR LEE, RIEO/NSIZHEE LD
LS, AMMRIZSESEORESELRARLT, RIFRLSDMDI EFLEIC, < HLHE
EIZSVR0RD, HEESDOWIAGZRSIZ, TRESEEh) LHIELIB LIRS0 %, 2
DOIZHTERLD, AL THLEMNT 2EHFE, WM<, FrREEHFRLO>OLDE, HAAD
SRV ITHHIC, TLEINTHMNT LR XY O, ZEOHEEREE —DIZE 0 Lt b
Ned, WAL HITNICT, HESE SN0 LIRS, FZED Ao, W&z Ui,
BOSHHEITBNHE 2T D10, ALY Z EICBEMNEAT, #HRZRERS ZDHIT Y, Inoue
Muneo, ed., Masukagami 1 (Tokyo: Kodansha Gakujutsu Bunko, 1979), 182-183.

191 George W. Perkins, The Clear Mirror: A Chronicle of the Japanese Court During the Kamakura Period (1185—
1333) (Stanford: Stanford University Press, 1998), 62. Shomeimon’in is Tsuchimikado’in’s mother and wife to
GoToba’in.

192 Caruth writes: “The shock of the mind’s relation to the threat of death is thus not the direct experience of the
threat, but precisely the missing of this experience, the fact that, not being experienced in time [simultaneously], it
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attendant could see the previous losses of Sukemori and Tsuchimikado’in—their respective
departures from the capital—not just alongside but underlying the new loss of them both to

death. Caruth discusses how a new, repetitive trauma has the possibility to overwrite the old one:

What is communicated through the theory of traumatic repetition is
thus not the ‘unrepresentability’ of an experience or event... nor is
it... traumatic ‘silence’ or ‘unspeakability’... Repetition is never
simply a representation or its absence but rather the reenactment—
and potential erasure—of a history that refuses recognition.
Trauma is not a question of whether there is or is not
representation but rather the question of whether there will or will
not be (the possibility of) history. What emerges from the site of
this potential erasure of history at the heart of trauma is likewise
not a form of representation but rather a command to respond that
intervenes—historically—in the oscillation between death and
survival.1®

In other words, according to Caruth it is only through repetition that the trauma can
become “known” in terms of being experienced and processed simultaneously. However, this
very process of repetition has the potential to further obscure memory of the original event
through replacement.

The issue here of the fragility of memory and witness testimony is a question of
temporality, of the necessity of a resonating secondary event to access knowledge and insight
into the initial event. Luckhurst explains, “No narrative of trauma can be told in a linear way: it
has a time signature that must fracture conventional causality.”'®* We see the narrators’ strongest

reactions, emotions, and inability to distinguish between the two events (departure from the

has not yet been fully known... this lack of direct experience...becomes the basis of the repetition...” Unclaimed
Experience, 64.

193 Caruth, Unclaimed Experience, 131-32. Italics in original, underline added for emphasis.

1941 uckhurst, 8.
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capital and physical death) in the direct aftermath of the deaths. Like the situation of the initial
loss, both authors are constrained in relation to what they can write in the language of courtly
grief poetry. Sukemori’s body is lost entirely, and Tsuchimikado’in is cremated while in exile, so
there is still no body to mourn over. This prevents the use of many conventional poetic mourning
topoi, such as a discussion of the crematorium fire smoke or comparisons between a corpse and
the empty shell of the utsusemi (cicada).®

Lady Daibu explicitly if indirectly comments on this lack of a corpse making the grieving
process more difficult. More than a decade after Sukemori’s death, as she writes of the premature
death of Minamoto no Michimune (1167-1197), she is reminded of Sukemori but notes that at

least there is (cremation) smoke to look towards:

ZTODOHEYL, TOZEEDHREOFSANLHDHIT, BOHD

DEEDR, T~V IHERIC, BHREY LT L
0 LE, AT ERIEIN L 25NIZL, blIns, b7
T, ZOROEH, EOFLExET, BRASL L, Ax
WICH LD, » » REESIZ, £,

On the night of the Feast of Abounding Light he came to the
palace as the moon shone down through the clear and frosty dawn.
He looked magnificent. But not long after that he was dead. It was
so pathetic, so depressing. Later on, people said that the moon,
which had lingered in the sky that morning, and even the shapes of
the clouds were something to remember him by... these reflections
also made me write:

[0 &0 T Even when life ends

R Bl At its ordained and natural time,
WS What can we do?

=AY o That ancient dream of mine, then,

195 The essential nature of these conventional comparisons in waka grief poetry and their use from the early Heian
into the early Kamakura period are thoroughly described in by Shimizu Fukuko in “Shinkokinshii kara monogatari
he, monogatari kara Shinkokinshii he—aishoka no keifu,” Kokinshii Shinkokinshii no hoho, ed. Asada Toru, Fujihira
Izumi, et al. (Tokyo: Kasama Shoin, 2004), 119-140.
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RSO % Is indeed one of a kind!1%

ELHZ At least with those

BLbv2d Who vanish as they dew
N4 S Or turn to smoke of pyres,
InE&dhe % We may gaze in our distraction
RO HTHe At reminders of their death.
BOHS5% Whenever | hear of one
ZEDORHRELT Who dies an ordinary death,
e LinE It seems to me

eI E Mine are the only memories
ZEEHEITHY So utterly beyond compare.1%

Here we see more repetition of the phrases discussed above to emphasize the difficulty of
expressing the situation (i.e., yume and a lack of precedent and comparison).

Tsuchimikado’in’s female attendant ends her narrative at the one-year anniversary of
Tsuchimikado’in’s death, and we can imagine the poetic collection was compiled during that
intervening year of official mourning. Lady Daibu’s memoir, however, continues decades
beyond Sukemori’s death, as this episode of Michimune’s death indicates. We will now turn to
that time period, of her memories being triggered, i.e. of the event of his loss recurring
(repeating) each time something reminds her that he is gone. Although she laments the lack of
smoke to remind her of him, as we shall see, there were unlimited opportunities for being

reminded.

1% This dream/nightmare refers to Sukemori’s death, which doesn’t feel like reality.
197 SNKBZ, Ukyé no Daibu shii, 159. Emphasis added. Itoga also discusses this. Itoga, Ukyd no Daibu shii, 427.

198 Harries, 277-279. Emphasis added.
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Grief, remembering later, and repetition

While Lady Daibu complains that her poems do not (cannot) express her true feelings, we can
look at what they do convey—a wealth of inexpressible emotion that rose in response to the
disorientation of an unexpected and previously unthinkable event unfolding.

Such a description itself sketches an outline around the trauma. Cathy Caruth’s scholarship
shows the ways in which trauma can only be expressed within literature through later recurrence,

not through direct narration:

[Trauma, or] the wound of the mind—the breach in the mind’s
experience of time, self, and the world—is not, like the wound of
the body, a simple and healable event but rather and event that... is
experienced too soon, too unexpectedly, to be fully known and is
therefore not available to consciousness until it imposes itself
again, repeatedly, in the nightmares and repetitive actions of the
survivor.... trauma is not locatable in the simple violent or original
event in an individual’s past, but rather in the way that its very
unassimilated nature—the way it was precisely not known in the
first instance—returns to haunt the survivor later on.*%

There are many kinds of repetition in Lady Daibu’s memoir. She frequently uses a
technique of repeated sounds and words, as Itoga Kimie has noted. Itoga attributes early uses of
this kind of repetition during Lady Daibu’s courtship with Sukemori to her fixation on the affair,
becoming “a prisoner to her thoughts of love” with the repetitions “an expression of her
unconscious mind.”?% There is far more repetition in the latter part of the memoir, however, both

during the sections relating the Gempei War and those reflecting on it afterwards. We can read

the heavy use of this technique—particularly in her last poetic exchange with Sukemori,

199 Cathy Caruth, Unclaimed Experience, 3—4.

200 Itoga, Ukyo no Daibu shii, 205.
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analyzed above, in which they both use the existential verb aru three times each in one poem, as
well as the repeated uses of yume—through trauma theory. Lamenting that the qualitative value
of words isn’t sufficient to convey the extremity of the situation or the depth of her feelings
about it, Lady Daibu turns to quantitative repetition.?° We can also read this repetitive tendency
alongside the later repetition of the traumatic event of loss.

For instance, both Lady Daibu and Tsuchimikado’in’s female attendant are both jolted
out of the present moment when everyday things remind them of the person they lost.

Tsuchimikado’in’s female attendant writes:

On returning to the Tsuchimikado Palace,?? as | was doing things
like removing cushions from the sovereign’s noontime resting
place and dusting them off, | was overcome with emotion and
choked on tears.

I EQIRAR I hadn’t thought of it

MmOoOXLEZD even as much as

H0IENY the dust that replaces him

BbHlIIh & on the bed of this temporary world:

NS HRL L E28 that something like this would happen.2%4

201 T don’t disagree with Ttoga that the impulse towards repetition may have arisen unconsciously. It is difficult to
believe, however, that Lady Daibu was unconscious of this repetition once the words were on the page, if not when
writing the (exceedingly short form) poems themselves then at least later when compiling them into her memoir.

202 yamasaki explains the complicated living arrangements. In 1214, then-Emperor Tsuchimikado’s imperial palace
burned down. It had been called various names by different resident emperors—in Tsuchimikado’s time, it was
known as the Kydgoku Imperial Palace (JXARMHI P 54 ), but previous emperors Shirakawa, Toba, and GoToba
had also lived there. After the palace burned, Tsuchimikado moved in with his mother Shomeimon’in (7 BHFA[5%),
the wife of Emperor GoToba. This imperial “temporary residence” (sato-dairi PN £E) had already been known as
the Tsuchimikado Palace as it was located on Tsuchimikado Avenue (4519 K #). Yamasaki, 161.

203 poem 5. Tabuchi et al., 343.

204 This references poems by Lady Daibu and Izumi Shikibu.
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This references a poetic exchange between Lady Daibu and Taira no Shigemori’s widow

about two months after his death in 1179 (before the Genpei War):

[Lady Daibu]

LEoLbT My thoughts are with you

i E R As the dust lies thick

I3 do T On his old pillow,

TR % Where it surely still remains
Bozzh On a bed that is unswept.

[Reply from Shigemori’s widow]

PEEZ L Piled high, the dust lies

T DOERIZ On that bed of ours, which once
FEFH AT We kept as bright as a polished gem,
& And there lies his pillow as of old—
FLBZE IR L &205 To see it brings such misery!2%

In reference to Lady Daibu’s memoir Nakamura discusses the memory culture of a
previously-shared physical space—*.. the members who sat together and shared the same rich
emotional experience were joined together by the tie of a memory of a specific place, creating a
mechanism to continue to retain the sentimental space...”?%” This particular reference to dust
comes from Chinese literary precedent such as appeared in The Song of Everlasting Sorrow and
from there entered wabun poetics through Genji monogatari.?®

Lady Daibu is also reminded of Sukemori by the writing he left behind. This includes the

notes and poems he wrote to her—which she uses to write sutras for him before burning them,

205 SNKBZ, Ukyé no Daibu shii, 58-59.
206 Harries, 135.
207 Nakamura, 11.

208 Nakano Masako, “Genji monogatari ni okeru aitd to yume—tobo shi to Haku shi “Muhai shoko’ [22254H/2] no
kawari ni miru,” in Genji monogatari to Hakushi Bunshii, ed. Nihei Michiaki (Tokyo: Shintensha, 2012), 72-73.
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both of which were common disposal methods for personal writing received from the
deceased—but also, unusually for mention in a woman’s memoir, in the official writing he did at
court.?® After Lady Daibu returns to service at court after the Genpei War, a pronouncement by

GoShirakawa’in dictated to Sukemori was used as precedent in a lawsuit. As she writes, it was

o o ZORDLLNDELFESAD, BAFHIZTEEZRVITS
LT, 204 EBIT, WDRHIINDOZ 0D 5
i,

...when he had been a First Secretary to the Emperor—he whom |
now looked on as part of a dream [nightmare] from which | had
not yet awakened! How were my feelings to remain calm, as |
heard that name?

Koy & The name of him

HMzIZLAD Who vanished as the foam

X0 % Upon the waters—

ST EDT Merely to hear it lingering on

< e L& Is misery itself.

] 5 His image, his name

T4 H I BT If only they were gone!

HAbLHET But every time

xR Z&IC | see and hear them, still unfaded,
DE ST What turmoil is in my heart!

B0 IT5 A bitter dream [nightmare]

BEORY O Is the fate that binds me to him
HE 5T And will not let me be:

Hied L bix No moment is there when | wake from it;
WL X DY 50 No course is there for me but grief. 21

209 See Tani Tomoko, “Kenreimon 'in Ukyd no Daibu shii ni miru Sukemori kuyd: Shosokugyd no igi to hohd,” in
Kaiogyi: Dan no Ura to Heike monogatari, ed. Matsuo Ashie (Tokyo: Miyai shoten, 2005), 220-37.

210 SNKBZ, Ukyé no Daibu shii, 150-51.

211 Harries, 265-67.
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In an effort to escape these reminders of the ones they lost, Lady Daibu and
Tsuchimikado’in’s female attendant try to change their physical surroundings—to escape the
“sentimental space” Nakamura discusses—»but despite the relocation, neither is successful at

escaping their memories. Tsuchimikado’in’s female attendant writes:

AT TR IZR2 <SSR TT b2 WEBASLT L9
AT, EEANICHTEEL, WE ERS ST b T,
At or in the vicinity of [Tsuchimikado’in’s] palace, there was no
way to find consolation as even now I felt I might see him [there],
so | departed from my room. There was even less comfort

elsewhere—

fd v~ even changing my lodging
BSBAEL is sad to consider

W A what should | do

5 B with his shadow

PRV 7o that I can’t part from?

For Lady Daibu, the travel away from the capital meant as an escape from her memories

is itself is a reminder of when Sukemori and the other Taira were forced to leave the capital:

Pl

I

e Z L, WZLTd 6T eiuiE, & blprmanT
VECEONISZEHY LI, EFOEMMESZEHY

~A o

N

Was there absolutely no way, | wondered, that | could distract
myself from my grief; and then, while | was visiting a place where
I had never been before, I had the idea of going on a distant
journey. But that very thought immediately brought back
memories of a different departure from the capital:

7o NE The road of my return

212 pgem 22. Tabuchi et al., 366-67.
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BT Is mine to take,

EINETH Whenever | shall desire,

FRIZDIF &1 And yet as | set forth
wIEHIENEY How heavy is my heart!

& (L Much as | loathe the capital,
WEODTHETL Parting from it

BmIWHB%E Still brings longing and regret.
FLTEDHD%Z But how much keener was his pain,
BOHTD% I muse, as memories return!

Then, having successfully departed, she continues to be reminded:

B2 LE Thinking my miseries

DS h & Were of the place itself,

DHHNE | fled,

W< HENY D Only to hear the geese proclaim
mEBIWD B All places lodgings of impermanence.?**

The poetic narrative here—if we can embrace such a contradiction while taking poetry as
emotive pauses in the forward movement of the story—juxtaposes spatial movement conveyed
through prose with an emotional journey expressed through the poems’ interior monologues. The
protagonists can move physically, but emotionally they are immobile/static.

On the surface, these two female attendants are expressing personal grief for those they
formerly served or knew. What is also conveyed here, however, is the difficulty in accepting and

processing historic events in their aftermath. Lady Daibu is more explicit about this in more

213 SNKBZ, Ukyé no Daibu shii, 123-24.

214 Harries, 221-23.

113



poems written during her travel away from the capital. Describing a pilgrimage close to Mt. Hieli,

she writes about remembering the former age of Heike rule:?t®

JUZHEOT, I/ FOFEDOTDHEH, TEAICHDIEL,
The blowing of the wind brought with it the sound of the bird
rattle, and somehow this too was melancholy:

HH LIz It seems to say

& O IGF D This world is not the world of old
HETIE When I hear the rattle’s sound,
WLz &F Events that long have passed
W& BT L &6 Bring yet more grief to me.?’

On a later pilgrimage to a shrine, Lady Daibu writes another poem including a

bird-rattle, which made noise to scare birds away from crops.:

REOBTOBLERDOS. SOLSERSLHL T, KON

FOR. BNoH LE . FEOBERLNIE. BAREFIC T, K
SO, L RERT ) RE DT LEBDEZA~DS
HZ ELL,

The noise of the bird rattle outside made me feel still more lonely.
The year was drawing to its end; the fields and all the trees about
were withered and swept bare by the wind. The look of such a
world, where not one trace of its past remained, had much to which
my life might be compared:

215 |n addition to these poems and her many references to mourning for Sukemori specifically, Lady Daibu also
mentions mourning for other specific members of his family, including Shigehira and Koremori. In reference to a
previously-discussed poem, Nakamura also notes that “We can consider the meaningful significance of [ 3 7%

%1 ] to be that, in having Sukemori, not to mention the other Taira—who filled the refined locales [of her
memory|—Ileave the world, the impression that ‘the time and space [they] lived in’ was fully severed and lost.”
Nakamura, 10.

216 SNKBZ, Ukyo no Daibu shii, 126. Kubota notes that % & " is a contraction for % & 372 5.

27 Harries, 227.
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i E T Autumn is past,

NEs -1 R The noise of the bird rattle
DT Remains upon the wind.
IO No vestiges of old are there
NDOHEZE 7p X218 For me in the world of man.?°

Both naruko poems are set in winter, a season in which the agricultural necessity for a
bird-rattle has since passed. We can imagine the noise carried over the wind is like the reminders
from the past that she has been unable to escape, but which she does not see value in. In the first
poem, the repetition of the aru (existential) verb mimics the echo of sound as well as the
repetition of her memories. In addition to this, Harries notes that in that poem, naruko is a pivot-
word (kakekotoba) which is read twice to mean both “bird rattle” and “seem to say.”??° This
additional kind of repetition—of repeating sounds, of re-inscribing multiple meanings over the
same sound—is also like the ripples of pebbles in a lake, mimicking the disturbance upon her
memories by the impact of the bird-rattle’s sound. In the second poem, the assault of winter (the
war) has obliterated the world she once knew. Kimie does not offer this as an example of Lady
Daibu’s tendency towards “showering [her text] with repetition” as it is a less straightforward
example than simply repeated words, but we can read it as such. The repetition reflects the replay
of her memories.

The danger here, as previously discussed, is that the experience of these triggered
memories may overwrite the original experience, which remains inaccessible. The possibility of

history, as Caruth describes it, or the movement from communicative to cultural memory—of

218 SNKBZ, Ukyo no Daibu shii, 129-30.
219 Harries, 231.

220 Harries, 226, note 47.
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Lady Daibu or Tsuchimikado’in’s female attendant describing their experiences of these
traumatic moments of history—ironically both depends on this kind of later traumatic repetition
and is put at risk of being transmutated by it. 2%

As | have alluded to elsewhere, Lady Daibu begins her memoir with a call for readers to
witness her experiences—she wants her story to be remembered.?%? The first poem just a few

lines in rhetorically asks:

EANDNE If not myself,

HLBHIINE Who, then, will be moved to pity,
KED As they gaze upon my words,
B LAERD Should they be handed down
KD & H28 To later days?

Here Lady Daibu is pleading to those who read her memoir to not only engage with the
narrative but the emotions that narrative generates. For her—one who wrote a historical narrative
underlain by the poetic language of moving through grief—cultural memory necessarily includes
an emotive response to past events. In this and in the overlap between her mourning for
Sukemori and the lost age of the Taira court, we see the overlap between individual and

collective memory. For these historical narratives, conveying feelings experienced in the

221 Nakamura briefly discusses how Lady Daibu’s mapping of her emotions against the natural topoi of waka during
excursions from the capital may have been therapeutic, but she does not apply any particular trauma theory or go
into depth about these poems. She argues, “Waka, as the traditional [literary?] technique used to capture cultivated
phenomenon, confers the idea of a melding of the natural seasonal features and emotions. In addition, it uses a
familiar framework for emotion in accordance with its fixed poetic form to both articulate situations and feelings
that are difficult to describe or take in and also sort out [Lady Daibu’s] experiences. Through the objectification of
her experience and the verbalization of her feelings, we can consider Lady Daibu’s travel to Sakamoto on Mt. Hiei
as part of the process to recover from her mental state of being confused in the face of the intense situation [of the
Genpei War].” Nakamura, 9.

222 Mc Nelly, 6-7.

22 SNKBZ, Ukyé no Daibu shii, 15.
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moment and trying to compel a reader to share that feeling was part of remembering. This goal
of literary affect defied the barrier between fiction and historical narrative, allowing links and
associations with tales such as Genji monogatari. It also created a shared affective space that was
not limited to an individual’s body,??* providing an emotive pathway for individual memories

and experiences to be shared collectively and transmitted through time.

Unconventional literary choices affecting reception

Unsurprisingly, the unusual circumstances of death referenced in the texts above lead to
unconventional rhetorical choices. Lady Daibu writes to and about her lover, who is at war: the
ontological existence of her poetic subject is unknown, which creates difficulties in following
traditional poetic categorizations. After her lover’s death in the final major battle—at the same
time as the death of the young emperor—her mourning is clouded not only by his individual
death but by that of his entire clan, who she had worked closely with at court. In short, her
mourning is for both an individual and a collective.

In the second text, the former female attendant to Retired Emperor Tsuchimikado writes
of his death in exile. This also doesn’t fit in with regulated poetic categories like love poetry,
parting (due to bureaucratic travel), or mourning (a physical body). This tension between lived
circumstances and formal literary considerations culminates in a poem near the end of the text at
the one-year anniversary of his death—a significant date for posthumous Buddhist rituals—with

confusion about the meaning of his absence: is he exiled, or is he dead? In both texts, we see

224 Or to their clothes and hair, which Pandey argues conveyed women’s emotion far more often in Heian literature
than their actual bodies. Rajyashree Pandey, Perfumed Sleeves and Tangled Hair: Body, Woman, and Desire in
Medieval Japanese Narratives (Honolulu: University of Hawai‘i Press, 2016), 45-46, 49-54.
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difficulties in composing poetry that both aligns with stylistic conventions and conveys the
ontologically problematic historical circumstances that caused their grief.

Furthermore, the repetition of the initial trauma through later remembrance resulted in
repetition—of words, of memories, of the confusion of grief both in settings that hold
sentimental space with the deceased and new locales far from the capital that have only tenuous
connections. Lady Daibu struggled to describe the moment of the initial trauma in the present of
narrating it, complaining about the lack of words and precedent, i.e. the requisite linguistic and
cultural frameworks to convey her experience. As she is later reminded of it, however, she is
better able to express the experience through words, even if the result is still unconventional.
These later repetitions of the trauma, the jolting out of her present moment into past memory of
the moment of loss, threaten to overwrite the original experience, but they are the only viable
path forward to narrate and process it. Narrating the later remembrances also provide a poetic
narrative of emotive progression through the process of grief.

The tension between poetic stylistics and rendering a traumatic historical narrative had a
direct impact on reception, both past and in present scholarship—the texts and poems do not look
like we expect them to, and their exceptionalism has historically relegated Lady Daibu’s memoir,
at least, to be seen as a lesser literary achievement than earlier Heian classics. We cannot know
exactly why Tsuchimikado’in’s female attendant’s poetic collection is no longer extant beyond
one sole copy in a private family collection, but we can safely presume it was never widely
circulated or deemed of sufficient poetic or cultural value to be included in an imperial
anthology. There are no known references to the text in other documents. The texts centered on
these same historic events that were written later, completely focusing on memorializing the past

or bolstering the political power of those who won for the future, bypassed the challenges these
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two women'’s texts faced in narrating a traumatic present moment. For these two authors, cultural
memory necessitated an emotive response, and their first-person witnessing attempts to
transmute individual/communicative into cultural memory was the best way for later readers to

look back and experience the emotional journey of those historic moments together.
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Chapter 3, Mythomotor Complications in Depictions of the Jokyn Disturbance

Both the Genpei War and Jokyt Disturbance presented a challenge to the main foundational
myth of the aristocracy, that of imperial descent from the sun goddess Amaterasu. From the
eighth century, the imperial court had sponsored the creation of texts and propagated myths of
divine descent as rationalization for the authority of the imperial lineage. High-ranked aristocrats
operated within this power structure even when the emperor was little more than a figurehead,
with agents such as regents guiding the court in the name of a child-emperor. This pattern of
derived authority was so well-established that even after the shogunate demonstrated its military
supremacy and established itself in Kamakura, bureaucratically speaking it still technically
obtained authority via a mandate from the emperor. Imperial inheritance of the title of emperor
thus remained a form of ritual reenacting the passing of power and legitimacy from Amaterasu
through each link in the mythological unbroken lineage. That the Genpei War ended with the
death of a young emperor and most of his immediate maternal clan along with the loss of one of
the three imperial regalia, a symbolic artefact of legitimacy, naturally caused concerns about
continued legitimacy of imperial power.??° The way the Jokyi Disturbance ended with the exile
of three former emperors raised similar concerns.

In this chapter, 1 will analyze how texts written in the immediate aftermath of the Jokya

Disturbance addressed the concern that the foundational myth of imperial inheritance of divine

225 Vyjayanthi Selinger has written extensively about rationalization of the loss of the “original” imperial regalia
sword through duplication within early medieval discourse, and how this doubling additionally served as a metaphor
for shogunal powers taking responsibility for matters formerly under imperial jurisdiction. Vyjayanthi R. Selinger,
Authorizing the Shogunate: Ritual and Material Symbolism in the Literary Construction of Warrior Order (Boston;
Brill, 2013), 107-40.
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authoritative power had been compromised. This was evident from the need to exile three former
emperors and—at least temporarily—remove their direct descendants from the chain of
inheritance, resulting in the installation of the former emperor’s first cousin once removed as the
new emperor. Michael McCarty has previously written about this, focusing on Chinese
precedent, Confucian rhetoric, and Buddhist ideologies. As was the case in Chapter Two, | will
again examine historical narrative portrayed in these texts through the lens of poetry, in this case
through the poetics of exile. | also highlight the roles aristocratic women take in forming these
narratives. Both of these perspectives are absent in McCarty’s arguments. [ draw on Jan
Assmann’s concept of the “mythomotor,” defined as a constitutive cultural narrative or myth that
gives a group purpose and “directional impetus,” here with a focus on the legitimacy of imperial
authority.??

I will primarily use evidence from Jokyiiki, which has three distinct variants, with
reference to Rokudai shojiki. In a historico-literary study on Jokyt Disturbance-related texts,
McCarty broadly classified the former texts as more warrior-focused narratives and the latter as a
more courtly or aristocratic-focused narrative.??’ | use sources from both of these different
perspectives to emphasize that the concern about disruption to imperial legitimacy in the
aftermath of the Jokyi Disturbance cut across geography as well as the newly differentiating
societal classes. | will also draw from various poetic collections and later gunki monogatari in a
narrow study of the literary use of the Mimosuso River—the river bordering Ise Shrine—in

relation to imperial legitimacy and power.

226 Assmann, 63.

227 McCarty, 33.
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Previous chapters have examined the effect of multiple temporalities coexisting in poetic
historical narration and questioned the contours of literary constraints in narrating trauma
through medieval poetics. This chapter will focus on one specific convergence of temporalities—
mythological and historical-and show that through allusion, poetry also created opportunities to
express the otherwise unspeakable. While Chapter Two examined narratives attempting to
convey the present moment of a traumatic event, this chapter will focus on depictions of the
aftermath, of how individuals and communities make sense of what happened and situate it

within existing worldviews.

Masukagami: A fourteenth century explanation
The following passage from Masukagami describes the problem of a political conflict that

resulted in the exile of three retired emperors and the deposition of the current emperor:

HSDRLNT, LITOREFOTEDOTEMRRDT-HOL, 20D
FEIZiZWeE HEEZLBZID D, SHUTEKEORM, KED

Sif. BERIORE. WShbLAEND TR LY, TEICIEHE
X0 X, RITICE RO AELY O LTSI, BB (A
W) AT T O BRSO LT, TR )
DRICTR L H LAK S, RIEROEEETY LT 5 W

HAD

ﬁ%@b@k% HE A& B L, E AR AT 1

g BRI ZEKREEBRRNLED L, <ﬂ}fﬂb%

MEREZEDIZE VITETHIT D, ﬂﬁ%mié@
k%%& H, MV EHLWHATH=ZE -5 EbERER
FTEBEO, W35 t&é%ﬁ)i%Eﬁ/éﬁ%%L<;
ZRALIZ, D NWEHRETDObIDOHTERADIL, Tt
—ODHIZHLHLILDEL, RODEBANR D E~ITIT
RN EHLL,

But very, very seldom in our country have subjects of no status
crushed an emperor, as happened in this case. Masakado in Shohei

228 Inoue, Masukagami 1, 145.
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[931-937], Sumitomo in Tengyo [938—946], and Yoshichika in
Kowa [1099-1103] were all courageous men, but not one of them
was able to prevail against an imperial edict. Furthermore, when
Retired Emperor Sutoku attempted a coup in the Hogen era, the
reigning emperor, Go-Shirakawa, brought him down to defeat, for
which reason the men of old said that even though a rebel might
belong to the imperial family, the sun goddess would apparently
protect the occupant of the throne. Although Gate Guards
Commander Nobuyori presumed to threaten Emperor Nijo, his
lifeless corpse lay abandoned by the roadside in the end. With
those incidents in mind, people considered it out of the question
that anyone might destroy a court consisting of three retired
emperors and reigning sovereign. We must look beyond this world
for an explanation of what happened—a truth incomprehensible to
those too ignorant to understand karmic law.?%®

While the bulk of this chapter will focus on thirteenth century sources, composed soon after the
Jokyt Disturbance, I highlight this passage from a later text for multiple purposes. First, to show
that over one hundred years later, the Jokyti Disturbance still posed a historical problem that
required explanation. This was an exceptional occurrence that even the most unsettling prior
imperial incidents couldn’t compare with. It is important that this event fit into alignment with
what came before, that it was not entirely a new phenomenon that could break contemporary

paradigms of logic.23°

229 George W. Perkins, The Clear Mirror: A Chronicle of the Japanese Court During the Kamakura Period (1185-
1333) (Stanford: Stanford University Press, 1998), 54.

230 One response to the Genpei War had been to show how such conflicts and imperial disruptions had occurred
previously, that there was precedent. The next major historical narrative (kagami-mono), completed just a decade
after the Genpei War, skipped back in time to focus on political conflicts and imperial disruption in ancient history.
See Brightwell, especially her second chapter, on how Mizukagami (The Water Mirror, 1195) sets an example of
how political unrest framed within historic precedent is actually a form of continuity in seeming discontinuity.
Brightwell, 84-137.
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Writing with purpose: mythomotor complications

With that in mind, before turning to literary precedent for the positioning of exiled high-ranked
aristocrats—the narrative basis into or against which Retired Emperors GoToba, Juntoku, and
Tsuchimikado were written—Ilet us first consider more specific cultural and religious reasons for
the creation of these narratives about the Jokyi Disturbance. There are two main ones: first, an
explanation of how the cultural identity of the imperial court changed due to the outcome, and
second, pre-pacification of the potentially extremely violent and vindictive spirits of the three
exiled former emperors.

Jan Assmann separates community-defining knowledge into two categories: “wisdom,”
or that which instructs on group values and norms, i.e. the way one within that group should act,
and “myth”; it is the latter of concern here. He discusses their function as:

...“formative,” and these texts—tribal myths, epic songs,

genealogies, and so forth—answer the question, “Who are we?”

They define and reinforce the group identity and motivate

communal action by narrating a shared history. These

foundational, motivational tales are what we subsumed under the

term “mythomotor.”?%!
While “wisdom” is transmitted primarily through communicative memory—anecdotes,
socialization, etc.—“myth” is circulated through ritual and written culture. Assmann argues that
these rituals help to instill order in the chaotic world we live in. Put another way, “Myths express

order, and rites produce it.”?32

231 Assmann, 122-23.

232 1hid., 124.
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As previously mentioned, the exile of three former emperors in the aftermath of the
Jokyi Disturbance rocked the foundation of faith in the myth of imperial legitimacy through
descent from Amaterasu. The rite (re)producing that myth was the continued passing of power in
the form of the title of emperor (tenno), chiefly through a direct line of descent of father to son,
although side-branch and sibling inheritance was not entirely uncommon. That the former
emperor’s first cousin once removed inherited the title of emperor in the aftermath of the Jokyt
Disturbance, however, was a sign of how badly awry the path of direct descent legitimacy had
been skewed. And while there was precedent for a former emperor being exiled, never before
had two been exiled at once, much less three, especially when all of the former emperors

involved in the conflict were all on the same side.

Writing with purpose: spirit pacification
The second motivating factor in creating these texts that I will examine here concerns religious
belief about the activities of wronged spirits after death. Literary scholars frequently cite chinkon
#8301 (spirit pacification) as a motivating factor in medieval literary production, from gunki
monogatari LR (war tales) to Noh theater. However, they rarely delve beyond a
translation of the term into the religious framework the practice ostensibly resides within. This
section examines how literary and religious scholars situate chinkon and questions if there can be
a more effective reconciliation between the two scholarly fields. I will focus primarily on
chinkon in relation to Heike monogatari, as it is the subject of the most scholarship.

Herbert Plutschow’s Chaos and Cosmos: Ritual in Early and Medieval Japanese
Literature is perhaps the best example to show that our understanding of the relationship

between chinkon and medieval literature needs to be reconfigured within modern scholarship.
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Plutschow’s study lacks both analytical and historical specificity. His definition of “ritual” as “an
activity with a religious purpose” is too vague to be of use, and he never defines what he means
by “magic.”?%® He also collapses numerous distinct practices and beliefs—including chinkon,
goryo-e (ceremony for an angry spirit), modern Shintd practices including Chinkasai $8{£4%
(Blossom appeasing festival), the “worship of evil animal spirits,” and Noh theater—into an
ahistorical Japanese cultural practice of “exorcism.”23*

The first and most fundamental issue of debate in re-approaching a discussion of chinkon
in relation to medieval Japanese literature is its definition. There are two main scholarly bodies
of work on premodern chinkon; one relates to chinkonsai (chinkon rite), an imperial event within
the Nara and Heian court’s calendar of rituals, and the second discusses a collection of more
diffuse practices and beliefs associated with spirit pacification that seem to arise out of
chinkonsai. While medieval literature is associated with the second definition, I will touch upon
chinkonsai as the basis from which general beliefs about chinkon emerge.

Matsumae Takeshi claims to trace elements of chinkonsai back to the fourth century, but

his earliest documented proof is in the Kogoshiii i #E+51E (808), a record of the Inbe clan.?®
This states the ceremony originated from the goddess Uzume’s dance that lured the sun goddess
Amaterasu out of her cave, as described in the Kojiki & 5+5C. (Record of ancient matters, 712)

and Nihon shoki. Matsumae cites Nihon shoki variants and the timing of the rite in the eleventh

lunar month as evidence for the cave story being a metaphoric rebirth of the sun at the winter

233 H.E. Plutschow, Chaos and Cosmos: Ritual in Early and Medieval Japanese Literature (Leiden: E.J. Brill, 1990),
ix, 7.

23 bid., 201-54.

235 Matsumae Takeshi, “The Heavenly Rock-Grotto Myth and the Chinkon Ceremony,” Asian Folklore Studies 39,
no. 2 (1980), 13.
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solstice.?*¢ As the emperor was considered a direct descendant of Amaterasu, his spirit was also

affected by the short days of winter; the law code commentary Ry no Gige 45 #&fi# (833)

explains that the chinkon rite was meant to call the emperor’s spirit fully back to his body.?’
Gary Ebersole agrees with this interpretation, also linking the chinkon rite to the myth of
Amaterasu’s emergence from the cave and the emperor’s well-being; he further claims the ritual
would ensure prosperity of the state.?38

Scholars have argued that the earliest recorded mention of a specific chinkonsai ritual is
described in the Nihon shoki and performed on an unwell Emperor Temmu.?% In a close reading
of the wording of the above texts, Bialock complicates this alongside Matsumae and Ebersole’s

interpretations, showing that Temmu’s rite was not actually termed ““chinkon” (£23#) but
“shokon” or “tamayobahi” ($#31). He argues that several separate practices influenced by

Chinese medicinal traditions have been collapsed into a single “chinkon ritual.”240
Let us now turn to the second, more diffuse definition of chinkon that does not
specifically refer to the chinkonsai imperial ritual. Like chinkonsai, the definition and

interpretation of chinkon is fluid across scholarship. The Buddhist scholar Kuroda Toshio posits

236 Matsumae, 10, 14.
237 Matsumae, 13.

238 Gary L. Ebersole, Ritual Poetry and the Politics of Death in Early Japan (Princeton: Princeton University Press,
1989), 160.

23 David T. Bialock, Eccentric Spaces, Hidden Histories: Narrative, Ritual, and Royal Authority from The
Chronicles of Japan to The Tale of the Heike (Stanford: Stanford University Press, 2007), 80. I am defining “ritual”
here as a non-mundane activity that creates meaning through but beyond its component elements. 1 also borrow from
Catherine Bell’s interpretation of ritual as a social and “strategic way of acting... [that] emerges as a particular
cultural strategy of differentiation linked to particular social effects and rooted in a distinctive interplay of a
socialized body and the environment it structures.” Catherine Bell, Ritual Theory, Ritual Practice (New York:
Oxford University Press, 2009), 7-8.

240 Bjalock, Eccentric Spaces, 80-81.
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chinkon as a phenomenon, religion, or category within which more specific beliefs, entities, and
rituals—such as goryé shinko IS5 (“beliefs in august [vengeful] spirits”)—fall.?** Goryo
are described as spirits of the dead whose circumstances of death “give rise to emotions in the
spirit that determine its fundamental attributes”; they are deified based on a “function,” such as
causing epidemics or famine.?* It is generally accepted that the higher the status of an
individual, the more bitter the spirit becomes after dying in unfavorable circumstances, and the
worse the possible destruction as a result of their wrath. Exiled former emperors, therefore, have
a very high probability of causing disturbances if left unpacified, and the Jokyt Disturbance
resulted in three of them.

The earliest documented case of a goryo e ##ISE<> (Goryo ceremony) took place in 863
within the imperial palace in response to an epidemic; sanctuaries with offerings were prepared
for the spirits of six individuals who had died “after being falsely accused of political intrigues,”
and lectures on two sutras believed to prevent disasters were given in front of them.?*3 Starting
with this specific event, Kuroda extensively analyzes the religious and social changes of goryo
shinko over time, including a complex integration into Buddhism with the emergence of

kenmitsu taisei P (A& (exoteric-esoteric system) and its associated doctrine of honji suijaku
A HFEEIR (essence and hypostasis).?** In short, to Kuroda, chinkon is a fluid association of

beliefs and practices which can be practiced alongside or as part of Buddhist rituals.

241 Kuroda Toshio, “The World of Spirit Pacification: Issues of State and Religion,” translated by Allan Grapard,
Japanese Journal of Religious Studies 23, no. 3-4 (1996): 322-23, 331.

242 Kuroda, 325-26.
243 |bid., 323-24.

244 1bid., 330-32.
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Unlike Kuroda’s wide-ranging historical survey of goryo beliefs and practices, religious
art historian Naoko Gunji limits her discussion of chinkon to the early Kamakura period in
examining pacification rituals for the spirits of those who had died in the Genpei War,
particularly the former child-emperor Antoku and the Heike clan. In this setting, chinkon
becomes interwoven into and nearly indistinguishable from Buddhist rituals. Gunji identifies the
goal of chinkon as twofold: to pacify vengeful spirits and “help them attain postmortem

enlightenment.”?*> She also compares chinkon to tsuizen 183 (memorialization, or merit

transfer rites), which she explains some scholars consider equivalent terms:

...in general, tsuizen was sponsored by the family of the deceased,
and its primary function was to memorialize the deceased and to
transfer merit to ensure their well-being in the next life; in contrast,
the primary function of chinkon was to placate a vengeful spirit
that negatively affected the living and the state and to transform it
into a benevolent one that would in turn bring peace to the living
and the state. In practice, however, every chinkon involved some
form of memorialization. Chinkon often consisted of the same
rituals (such as hokke hakko [15%E)\ 7], a series of eight lectures
on the Lotus Sutra) as tsuizen, with the only difference being the
purpose behind such rituals. In most cases, in fact, where the
rituals could be classified as chinkon, it is difficult to determine
whether a ritual was performed for the purpose of chinkon, tsuizen,
or both.24

From the eighth century, these merit transfer and pacification rites came to be implemented in

the seven days after an aristocrat’s death; from the mid-ninth century, more rites were added at

245 Naoko Gunji, “Horrified Victors: Spirit Pacification of Taira Losers,” in Lovable Losers: The Heike in Action
and Memory, edited by Mikael S. Adolphson and Anne Commons (Honolulu: University of Hawai‘i Press, 2015),
172.

246 Gunji, 173.
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forty-nine days after death; and later, it was not uncommon to build memorial temples near
gravesites of prominent individuals, starting with Fujiwara no Michinaga (966-1027).%4

Gunji further cements the relationship between chinkon and tsuizen rituals by citing an
example from the Nihon shoki that demonstrates how rites performed by descendants of the
vengeful spirits were more effective than others’ attempts; she extrapolates that this story
suggests a lack of familial prayers may be part of what gives rise to vengeful spirits.?*® Given the
large number of Heike who died in the Genpei War, this belief provided a strong precedent for
the Kamakura government to assemble surviving Heike members of the Buddhist clergy and
direct them to conduct rituals on behalf of their fallen family members.24°

Gunji’s overall argument contextualizes the re-designation of Amidaji [/ FE<F (a

Buddhist temple located on the coast of the last Heike sea battle at Dan-no-Ura) as a mortuary
site for former child-emperor Antoku within a larger set of spirit pacification practices for the
Heike clan, including the literary production and ritual performance of Heike monogatari. Her
thesis depends on a strong interconnection between Buddhism and chinkon, and she points to
many examples that support this reading. The linkages begin during the Genpei War, with
Retired Emperor Go-Shirakawa ordering esoteric Buddhist rituals hostile to the Heike, such as a

month-long Tenborinho ¥z A2 (Turning of the Dharma Wheel ritual) led by one of his sons

at Hojuji ;£{FF; this was later seen as one of the reasons why the Heike spirits needed

247 Jacqueline 1. Stone, Right Thoughts at the Last Moment: Buddhism and Deathbed Practices in Early Medievall
Japan (Hawai’i: University of Hawai’i Press, 2016), 30-31.

248 Gunji, 177-78, 184.

249 Gunji, 177-78, 180.
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placation.?® In addition, vengeful spirits were frequently identified by Buddhist clergy, and the

imperially sponsored Daisenbdin K255 was built in Kyoto in 1204 under the direction of

Jien “as a major center for placating vengeful spirits, especially of victims in the Hogen, Heiji,
and Genpei Wars.”?%!

Gunji further argues that while original authorship for Heike monogatari is uncertain,
many of the names put forth as possible authors have some connection to the construction of
Daisenbdin or re-designation of Amidaji as a mortuary site.?> Gomi Fumihiko further pushes
the connection between Daisenboin and literary production of Heike monogatari, showing that
Jien’s petition for the construction of Daisenbdin included requests for monks who could recite
religious stories or sutras with musical accompaniment; this could include the biwa-Aoshi (lute-
playing blind male clergy) with whom recitation of Heike monogatari is now so closely
associated.?>

Robert Jay Lifton and Eric Olson’s psychological approach may offer another
explanation for the employment of creative forces, such as literary production, in the efforts to
combat angry Heike spirits. They posit that universal belief in immortality is a response to both

a universal fear of death and a “need for a sense of historical connection beyond individual

250 Gunji describes the Tenborinhé ritual thus: “...a container enclosing a life-size portrait of Go-Shirakawa was
placed atop a sheet of paper inscribed with the names of various people [believed to be Heike nobles], symbolizing
Go-Shirakawa trampling on them, in the hopes of vanquishing them.” This rite is surprisingly well-documented by
the Juei ninen tenborinhé ki 75 7k — b5 AliAsD (Record of the Turning of the Dharma Wheel ritual held in the
second year of Juei [1183]). Gunji 173-74.

251 Gunji, 170-72, 178.
252 |id., p. 178-79.

253 Gomi Fumihiko, Heike monogatari: shi to setsuwa (Tokyo: Heibonsha, 1987), 27. Discussed in Gunji, 179-80.
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life.”?%* They offer five modes through which this immortality belief can productively operate,
only three of which are relevant to the discussion here: biological immortality, theological
immortality, and creative immortality.?%® Lifton and Olsen conceive of these modes as beliefs
which aid the living in carrying on with their lives, but they can also be applied to the vengeful
Heike spirits, which within early medieval beliefs were still considered ‘alive’ in the sense of
maintaining agency and still acting from human emotions. Biological immortality, or the
symbolic living on through one’s descendants (offspring or tribe), has been largely denied to the
Heike spirits as most their clan was killed in the Genpei War or forced into monastic (and
therefore non-sexually reproductive) life. Theological immortality, or a religious form of
immortality as is inherent to the idea of surviving in some manner after death including
reincarnation, is part of the problem of the vengeful Heike spirits, not a solution to them.

The final mode, creative immortality, thus seems the only option for “immortality” that
could potentially offer a solution to the problem of angry spirits. While the Heike spirits are not
themselves the force of creation, their story was creatively written and widely performed, which
could easily fill a need for “historical connection beyond individual life.”?°¢ Storytelling about

them becomes a form of memorialization. In other words, they were written into cultural

254 Robert Jay Lifton and Eric Olson, “Symbolic Immortality,” in Antonius C.G.M. Robben’s Death, Mourning, and
Burial: A Cross-cultural Reader (Massachusetts: Blackwell Publishing, 2004): 32, 34.

255 The remaining two modes, natural immortality and experiential immortality, do not apply here. Although Lifton
and Olsen take “traditional Japanese culture” as an excellent example of natural immortality because “nature has
been seen as a divine embodiment of the gods... The delicate beauty of Japanese gardens is an expression of this
cultural legacy,” their 1970s-era orientalist interpretation bears little meaning on premodern vengeful ghosts.
Experiential immortality is linked to modern drug-induced states. It could be argued that some medieval religious
experiences—such as specific Buddhist rituals requiring a lack of sleep—could induce a similar altered state of
consciousness, but this bodily experience does not apply to angry spirits. Lifton and Olsen, 34-36.

256 |_jfton and Olsen, 34.
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memory and thus pacified out of an otherwise violent reaction to death that occurred far from the

capital, during a state of political powerlessness.

Precedent and poetics of exile

Writing political exiles into Japanese cultural memory as a method of pacification did not start
with the Heike clan. | will briefly introduce three exiled figures in this section who strongly
impacted the Heian literary and cultural imagination—Sugawara no Michizane, Retired Emperor
Sutoku, and the literary protagonist, Geniji.

The most famous political exile in the premodern Japanese cultural imaginary was
Sugawara no Michizane (845-903). He was a scholar of Chinese poetry and classics and was
favored by Emperor Uda (866931, r. 887-897). After Uda’s retirement, however, Michizane’s
rival Fujiwara no Tokihira (871-909) conspired against him, which resulted in 901 in
Michizane’s exile via demotion to a post in Dazaifu, located in present-day Fukuoka Prefecture
in Kyushu. He died while still in exile, and a series of misfortunes shortly thereafter—including
lightning striking the palace, resulting in death and injury of those who had stood against him—
led to the belief that he had turned into a gorya. This led to him being enshrined as a god as part
of an effort to pacify him.

Retired Emperor Sutoku (1119-1164, r. 1123-1142) loomed even larger than Michizane
in the early medieval imaginary, as placation efforts were actively still underway.?%” When
Retired Emperor Sutoku’s father Toba (1103-1156, r. 1107-1123) passed away, he challenged

his younger brother and then-Emperor GoShirakawa (1127-1192, r. 1155-1158). This entirely

257 Kaoru Hayashi has written extensively on the figure of Retired Emperor Sutoku as an angry spirit. Hayashi, 157—
223.
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split the court, with high-ranked fathers and sons backing different sides. Sutoku’s forces were
defeated within a day of actual battle, and he was exiled to Sanuki, where he died in exile in
1164.2%8 He is portrayed at having felt exceedingly bitter while in exile, going so far as to write
an oath in his blood swearing vengeance. Over a decade later in 1177, after GoShirakawa
experienced a political setback and a quick succession of deaths of many close family members,
he began placating gestures towards Sutoku, including changing his official name from Sanuki-
in (“the retired emperor in exile”) to Sutoku (“reverent virtue™). This was followed by many
other gestures, including constructing multiple shrines and temple buildings, when he heard
about the blood-oath or at other vulnerable moments such as severe illness.?>° While
GoShirakawa never attempted to raise Sutoku to godhood as Michizane had been, his placatory
efforts were widespread and ongoing.

Finally, the portrayal of literary protagonist Genji’s exile within Genji monogatari set the
precedent for a poetics of exile. His depiction establishes poetic associations for Suma and
Akashi, the locations of his exile. In contrast to the depictions of the above two historical figures,
Jonathan Stockdale has argued that Genji is “not so much a reflection of Heian society as a
critique,” particularly in relation to Genji’s exile.?®® As he notes, while historical exiles such as
Michizane were never able to return to the capital, Genji not only returns but also rises in
political power. The way that Genji is narratively portrayed while in exile is sympathetic, but it is

also known as a temporary, transitory situation.

28 present-day Kagawa Prefecture.

259 Jonathan Stockdale, Imagining Exile in Heian Japan: Banishment in Law, Literature, and Cult (Honolulu:
University of Hawai‘i Press, 2015), 111.

260 Stockdale, 61.
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The three figures above were all well-known examples of exiles in the cultural imaginary
of early modern Japan. Authors of literary and historical narratives could draw on them as
shorthand for the archetypes they represented: Michizane, who was wrongfully accused but died
quietly in exile, only to return as a goryo after death and be elevated to godhood in response;
Retired Emperor Sutoku, who was guilty of the crimes that caused his exile, swore vengeance
even while still alive, and required placation as a goryo after death; and Genji, who spent a brief

time in exile but returned to the capital and gained even greater political power.

Jokyiki variants

Let us now turn to examining the depictions of exile in Jokyuki, which has three main variants:
the Jikoji-bon (Jikoji temple’s variant, ca. 1230s), Rufu-bon (“popular variant,” ca. 1240s), and
Maeda-bon (Maeda family variant, ca. 1272-1333).26 There is only a single copy of the Jikoji-
bon variant, which did not circulate—much like Tsuchimikado 'in nyobo nikki, discussed in the
previous chapter. The other two variants have multiple extant copies and did circulate.
Authorship is unknown for all variants, though there is speculation about a connection between
Jikoji-bon and the Miura bakufu family.?%> As McCarty notes, the latter two are very similar in
terms of content, with Jikoji-bon standing out as a markedly separate text. One way in which this

separation is apparent is the treatment of imperial exile, i.e. the stances taken in relation to the

261 Masuda and Kubota cite 1272 as the earliest date for the Maeda-bon’s completion as being after Retired Emperor
GoSaga’s death, which will be discussed later. While the title of the Rufu-bon, also known as the Kokatsuji-bon, is
linked to early printing, scholars have dated it using internal textual evidence to an earlier manuscript tradition. The
Rufu-bon uses GoToba’s posthumous name, putting completion after 1242, but does not use Juntoku’s posthumous
name, dating completion to before 1249. Masuda Takashi and Kubota Jun, ed., Hogen monogatari, Heiji
monogatari, Jokyiki, Shin Nihon koten bungaku taikei 43 (Tokyo: Iwanami Shoten, 1992), 604—6. Matsubayashi
details different editions of the Rufu-bon, including one from the Keicho era (1596-1615) and another dated to
Genna 4 (1618). Matsubayashi, Shintei Jokyiki, 33-38.

262 McCarty, 34-36.
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challenge to imperial authority inherent in the exile of former emperors. While both the Rufu-
bon and Maeda-bon write the exiled emperors into a historic poetics of exile, situating them
alongside famous former imperially affiliated exiles such as Sugawara no Michizane and Retired
Emperor Sutoku, Jikoji-bon actively resists this, particularly in the case of Tsuchimikado.

The way Tsuchimikado is positioned in the various texts—particularly the extent to
which he is seen as guilty or innocent of the crime of helping GoToba to incite conflict—has an
impact on this discussion about the imperial line. In Jikoji-bon, his exile is ordered by Kamakura
like that of his father and brothers and seen as something that saddens the gods. In both the Rufu-
bon and Maeda-bon versions, however, Tsuchimikado requests exile. In Rufu-bon, this is
because he feels unfilial remaining in the capital when his father has been exiled. In Maeda-bon,
he specifically requests to be exiled with his father (to Oki), but this is denied, and he is sent to

Tosa instead.

Rufu-bon, Maeda-bon, and the poetics of exile

In the Rufu-bon and Maeda-bon variants, then, we enter the narrative of the process of exile with
the knowledge that Tsuchimikado has not been deemed guilty or deserving of exile. Let us
briefly turn to how these texts situate the three exiled emperors.

Both variants include sequences detailing GoToba’s travel from the capital to Oki and
Tsuchimikado’s travel to Tosa, where they had been sent into exile. These passages do not
appear in the Jikkoji-bon version. Within these sections, there are some subtle differences
between the Rufu-bon and Maeda-bon versions, but | want to highlight that both situate the

former emperors within a historical poetics of exile. The emphasis here, however, is more on
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connection to past historic precedent than poetic precedent; their travels are mapped against
previous emperors and other famous exiled figures, but never the fictional Genji.

In the Rufu-bon, on the thirteenth day of the seventh month, immediately after receiving
news that he will be sent to Oki, GoToba wrote to Kujo Michiie—a high-ranked aristocrat who
had been loyal to him—asking him to “Become a post stuck in flowing water to stem the flow
and stop [me from being carried away].”2%% This is a reference to a poem in Okagami by

Sugawara no Michizane (845-903):

L < Now that | have become
LT AL< DI Drifting flotsam,

720X TH Will not Your Majesty
EFELNBRE Act as a weir

R TE NI To hold me back?2%5

As it is depicted in Okagami, Michizane sends this poem to Retired Emperor Uda just before
beginning his own journey into exile. By poetically nodding to Michizane in begging Michiie to
save him, GoToba is offering a comparison between their situations. He is effectively writing his
own narrative of exile within the framework of historical precedent for the political exile of high-
ranked aristocrats.

On a similar note, in the Maeda-bon, after describing the news of GoToba’s exile decree

on the thirteenth day, the narrator comments that it’s a little odd that GoToba is staying in the

65 [ELNLAERRT, B EWH7 <) Matsubayashi Yasuaki, ed. Shintei Jokyiiki, Koten bunko 68 (Tokyo:
Gendai shicho shinsha, 2006), 136.

264 Matsubayashi’s commentary on the Rufu-bon lists Fujiwara no Tokihira—Michizane’s political rival, who
caused him to be sent into exile—as the author of this poem, but that is incorrect.

265 Helen Craig McCullough, Okagami: The Great Mirror (Princeton: Princeton University Press, 1980), 96.
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Toba Palace, as this was the same location that his father, Retired Emperor GoShirakawa (1127—
1192, r. 1155-1158), had resided in during the Genpei War.?% GoShirakawa was never exiled,
although he may have been if the Genpei War had turned out differently. Here we see an overlay
in both personal and historical geographies.

In the actual description of GoToba’s travel, both the Rufu-bon and Maeda-bon include a
poetic exchange at Akashi in Harima (near present-day Kobe) with a shirabyoshi (female
entertainer) he travels with. This was one of the locations within Genji’s tale of exile, making it
part of the literary poetics of exile, but there is no explicit reference linking GoToba with Genji

in this section. Instead, in the Maeda-bon we have a reference to Retired Emperor Sutoku:

Wefroe D Tes LFBE OEEMN THRIEE~ES L SEHRL D
REMEEZVARETLEZEZTHEO LLIILLIY L%
ERIFLOT[ [T EMZ G LA 2 B SEFM[, &
FSIMTEL L TR L AT 2RKELMBEOTLZE S T
SICLeMODFEMED VWO ~INESEZ L LITERSIC
AL SHEEICTHEAS L IITT L BT

Hearing that long ago in the Hogen era, his fight lost, the newly-
retired emperor [Sutoku] was moved to Sanuki Province and came
through this way, [GoToba] pondered all the things he didn’t
know. These were things like explaining the reasons behind the
throne and the desire for court rank. And as he was thinking what
the hell it was all about, they were crossing the mountains between
Mimasaka?®” and Houki,?%® and he asked about the narrow path on
the opposite shore and where it led; hearing that it was an old road
to the capital that no one took anymore [GoToba composed]:

#BA Who was it
T SHE T from the capital who first trod it
MEONTTe and went to and fro?

266 Tanaka Naoko and Kusaka Tsutomu, ed., Maedakebon Jokyiiki (Tokyo: Kyiko shoin, 2004), 282.
267 |_ocated in present-day northern Okayama Prefecture.

268 |_ocated in present-day western Tottori Prefecture.
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TeMODIED does the old road
7RO L k260 yearn for them?270

As introduced above, Retired Emperor Sutoku is another famous exile and, like
Michizane, had also become a dissatisfied onryo spirit within the cultural imaginary. Having
GoToba’s travel through Akashi associated here with Sutoku—who never returned to the capital
and caused mischief after death—in lieu of Genji, who did return, acts counter to the effort of
pacification but does situate GoToba alongside the historical precedent of a former exiled retired
emperor. With this example from the Maeda-bon associating GoToba with Sutoku and the
example above from the Rufu-bon associating him with Michizane, we see GoToba being linked
with two of the most famous previously troublesome (onryo-to-be) high-ranked exiles. This
generates a historic geography and spatiality in the overlap of the paths he trod with those of the
past.

The poem that follows this mention of Sutoku, about the old road that people took to and
from the capital, places even more emphasis on the people who traversed the same spaces. Its
focus is on the movement of people of the past, not necessarily on the specific places themselves.
This runs counter to standard travel poetry, in which specific places have certain natural
associations. There is something of a conflict here in the description of GoToba’s exile to Oki
between standardized poetic conventions and the political associations of these places,

distinguished through their relative emphasis on the specific locales themselves or those that

269 pynctuation added in brackets for ease of comprehension. Tanaka and Kusaka, 283. This poem also appears in
the Rufu-bon, although the headnote/exposition around it is much simpler and does not mention Retired Emperor
Sutoku. Matsubayashi, Shintei Jokyiiki, 137.

270 My translation.
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traversed them in the past. Rather than being narrated into a poetics of (historic) exile, then,
GoToba is firmly situated within a (poetic) history of former exiles.

In contrast to the similar portrayals of GoToba’s journey, the Rufu-bon and Maeda-bon’s
narratives of Tsuchimikado’s travel into exile are markedly different in tone from each other.
This section is also missing entirely from the Jikoji-bon. The Maeda-bon narrative is short but
similar to GoToba’s travel in the Maeda-bon and Rufu-bon in linking him with former exiles but
with an emphasis on historicity and movement through a poetic landscape, not on the landscape

itself:

R BN OB D E A~ SRS BD ) bR
LU CHREREDE - & 2 BT O JIEOR LA 2
B R R O S BT UL ]

From Muro, he boarded a boat and crossed to Shikoku; seeing the
bay of Yashima, thoughts of Emperor Antoku rose to mind.
Viewing the mists at Matsuyama in Sanuki Province, thoughts of
Retired Emperor Sutoku also came to mind.
The above two examples both align with how Retired Emperor Sutoku’s exile is

described in Hogen monogatari frIt¥5E (A tale of the Hogen Disturbance, ca. 1320). Though

the events occurred earlier, this depiction was composed later. It even more strongly leans into
geographic historicism over poetics, going so far as to cite the historical inspiration for the
character of Geniji in lieu of the more famous Genji himself:

[Z ZI3EBORE] R LITE. ITERMS o sn
T, WrRDIFOHWNICRe, [EEEN-DOD] L3k AR
2] EELAL. I RREORE] & H LT,
[ KIKDFEF DB SN T, WL TEASEZENT
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NFTIZZZ] EHALET, ST —2ICB LETHLN
TR, 71

When they said ‘This is the Barrier of Suma,” he recalled ‘This is
the very place Yukihira Chiinagon was exiled and where he sang,
“dripping sea-weed brine.”” When he heard ‘Over there is the
province of Awaji,” he thought, ‘That is the very island where the
deposed Emperor Ooi was moved and, in constant grief, died soon
after.” Long ago he had heard such tales as matters of no concern
to him, but to think of them now as his own lot in life was
wretched.?72

Sutoku’s narrative continues after this to mention even earlier examples of deposed and exiled

rulers from China and Japan, concluding with the statement that no one, even the highest ruler,

can escape their karma.

The Rufu-bon depiction of Tsuchimikado’s exile emphasizes both historicity and poetics

of place. The text’s treatment of Tsuchimikado stretches boundaries of how the texts act as

potential agents of pacification, containing the wronged feelings of high-ranked and thus

powerful spirits.

ﬁ%-%ﬁ®ﬁ®ﬁ®%\%M'%L®%®@@§\Wﬂﬁ

+HOFELRNX, Kx DR - BB OER, %ﬁﬁﬂ@ﬁé
_\@W®L IRk 2 FE L CERR L, o /\IE 2% 3 h
LAERBE O 2 A M, RILAEE T CTiE, 2

F‘%O)ﬁﬁﬂ%ﬁﬁ% AT (T T b . A3y 18 o
FICEBILEERHRE R D, 23

The sound of the waves at night at Suma and Akashi, the cry of the
deer at dawn at Takasago and Onoe—when it came to the events
around the 10" day of the Godless [10™"] Month, with the tops of

211 SNKBZ, Hogen monogatari, 372—73.

272 William R. Wilson, Hogen monogatari: Tale of the Disorder in Hogen (New York: Cornell East Asian Program,
2001), 84. Originally published as a Monumenta Nipponica monograph by Sophia University in 1971.

273 Matsubayashi, Shintei Jokyiiki, 144-45.
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the trees and the thick grass of the fields turning withered colors,
autumn remained on his sleeves with the dew thick. Seeing
Yashima in Sanuki Province, thoughts of Emperor Antoku rose to
mind; seeing Matsuyama, he was overwhelmed with Retired
Emperor Sutoku’s incident, and no matter what, he was sunk into
thoughts that now he was alone in his situation.?’*

This is clearly a more poetic treatment of an exile narrative than we have seen above. It includes
classic poetic associations with the locations of Suma and Akashi (sound of the waves) and
Takasago and Onoe (crying deer). The Akashi references seen here are also included in the
description of Genji’s exile. In this example, we see Tsuchimikado’s situation being written
against both a past poetics of exile—the landscape itself being poetically linked to exile and
recalling Genji’s literary experiences— alongside past historic precedent, showing him
traversing parallel to the previous travels of two past emperors. This passage in the Rufu-bon is
believed to have been written in the 1240s, a few decades after the events. It bears remarkable
similarity, however, to a description of Tsuchimikado’s exile composed in the immediate
aftermath of the Jokyt Disturbance, found within Rokudai shojiki:>"™

TRAELVEZLICH Lo~THE CITETH L, 2B - H)

LOEE, ZO~Oha, KEOVE, LrOFE, T LOF

HEODILT, FORT 2, BFLOEO Ll s, i

MXOEVKOBZEZDODZ LT, LAHALWVSEEEDITVHLHET

Fh, STHBEOENLTESEH/ LD & RUE, B

TOWLDOSHLETEBLOLIGE~D, o o RLE - £

BRMEDS LY HOLELHEL, HEREDTOSHET ST

LRFELL, SFEroriic Lils b, [FF]oH~&
ZsAHH<ALED, 70

274 My translation.

215 Rokudai shojiki covers the six reigns from Emperor Takakura through Emperor GoHorikawa, or the events from
1168 through 1221. The author is unknown but believed to be a man in his sixties who retired from serving at court.
The tone of the text is pro-court though it criticizes GoToba’s individual decisions. McCarty, 39.

276 Yuge Shigeru, ed., Rokudai shojiki, Godai teié monogatari (Tokyo: Miyai shoten, 2000), 93. The characters in
brackets are not fully legible.
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Passing by Suma, Akashi Pass, the bells of Onoe; spending the

night in a strange place, the sound of deer braying and the chirping

of insects—everything around him sapped him of all strength. The

branches of the mountain trees and the grasses of the field were

dead and withered by wintry frost, but it was the dew of autumn

that lingered on his sleeves. They made their lodgings at a place

called Muro. As it happened, this was a place where Go-Toba had

passed on his way to Oki, and now Tsuchimikado understood all

too well how his father had longed for home... Tsuchimikado rode

by Yashima and Matsuyama, where the Taira and Hogen rebellions

had ended in a clamor. But as the days passed, he found himself

envious even of Antoku’s misery, and Sutoku’s reputation must

still be better than this, he thought miserably.?”’
The poetics of exile, i.e. the poetic associations with the passing landscape, are visible, as are
links with previous historic emperors in exile or fleeing a conflict. We also see Tsuchimikado’s
inner thoughts, comparing his situation with both former emperors—Antoku, a child who
drowned at sea at age six, and Sutoku, who died after living in exile for eight years. What is
unique here is that he deems his situation more terrible than theirs. The previous accounts all
reference the historic precedent of exiled former emperors without comparison, but here we also
have judgement. The passage suggests that the former examples of precedent don’t fully fit
Tsuchimikado’s situation. He is neither a child-emperor being manipulated by ambitious
relatives as Antoku was, nor [according to this text] did he actively participate in a rebellion as
Sutoku did. Mentioning them is simply the closest he or the narrator can get to a literary or
historical reference point that would resonate with readership.

In contrast to the above examples describing Tsuchimikado’s travel into exile, both the

Rufu-bon and Maeda-bon situate Retired Emperor Juntoku poetically but unlinked to former

exile narratives. There is no description of his journey to Sado beyond an account of various

277 McCarty, 248.
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attendants falling ill along the way and returning to the capital. After arriving to his destination,
he exchanges choka (long poems) with Kujo Michiie. While the choka only appear in the Jikkoji-

bon variant, the envoys (hanka Sk, waka that follow the choka) also appear in the Rufu-bon

and Maeda-bon. Juntoku writes:

fE~T Should I linger on

7o & ~ITERIC long enough to see again

fi % 3t where my life began,

I A D this world’s endless misery
#7202 would still be my only home.?

This sentiment—the idea that even should Juntoku be allowed to return to the capital, he would
still retain feelings of misery—runs counter to spirit pacification discourse discussed above,
which suggests an exile being brought back to the capital—even after death—would result in
mollification. Like GoToba’s journey being linked to two of the most powerful goryo, this is
another example that both shows the potentially dangerous power of these exiled emperors and
does little to write them into the containment of poetic precedent. The narrative framing itself is
not an attempt at pacification.

In addition to writing the exiled imperial figures into narratives of historical and/or poetic
exile, both the Rufu-bon and Maeda-bon directly comment on the nature of imperial succession
at the end of the text. The Rufu-bon version says that Amaterasu and Hachiman chose the

imperial line to rule, but actions taken by individuals within it can be deemed inappropriate. The

218 Matsubayashi, Shintei Jokyitki, 138. This citation is for the Rufu-bon variant; the Maeda-bon is the same.

279 Royall Tyler, Before Heike and After: Hogen, Heiji, Jokyiiki (2012; reis., Charley’s Forest NSW Australia: Blue-
Tongue Books, 2016), 266.
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Maeda-bon version suggests that GoToba’s rebellion and the resulting exiles were all part of the
gods’ plans—for even if Tsuchimikado was exiled, it resulted in his son acceding the throne. |

will return to this point in the discussion of the Jikoji-bon manuscript.

Jikoji-bon anti-poetics of exile

In contrast to this alignment of the Jokyt Disturbance imperial exiles with previous historical
representation of high-ranked exiles, the Jikoji-bon manuscript narrative actively resists this
classification of the events of the aftermath within the realm of precedent and pacification. First,
there is no writing GoToba, Juntoku, or Tsuchimikado into a historic poetics of exile during their
journeys in the Jikoji-bon as we see in the Rufu-bon and Maeda-bon. The logistics or progression
of the physical journey are barely addressed, except for a very brief account of GoToba’s travel,
which only reveals two details: one, that he left the capital in a carriage driven backwards—the
mark of a criminal—and two, the names of the officials who took charge of him at different
points of the journey.

A second way that the Jikoji-bon variant resists both an established poetics or political
geography of exile and overall pacification is its special treatment of Tsuchimikado. The Rufu-
bon and Maeda-bon variants describe all the imperial exiles chronologically: GoToba followed
by his sons in the order of Juntoku, Prince Masanari, Prince Yorihito, Tsuchimikado. The Jikoji-
bon variant, however, highlights Tsuchimikado by narrating his exile directly after the depiction
of GoToba’s before jumping back to chronological order with Juntoku:

Alas, in the capital he [GoToba] had never even heard of such
wind and waves, and he felt utterly miserable. Wringing the tears

from his sleeves, he made this poem:

#8=a Y From the capital
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RV EE not a single breath of wind

FTHE/ T ever blows my way;
oy and yet | have visitors:
w=Rr the forever pounding waves.

Then Yoshimochi:

A SHE I, just as | am,

A== must have changed into a duck—
%X T A S0 it seems to me—

W/ b=7 for now I spend all my life

T 2 I 2k tossing on the ocean waves.

Go-Toba sent these poems to his mother, Shichijo’in, who replied:

iR O wind of the gods,

A —JEN | beg you: just one more time
WA~ blow him back to me:
JERAY ) the Mimosuso River

it 42~ K 280 surely has not ceased to run.

On the 10™ of the 10™ month the second retired emperor,
Tsuchimikado, was banished to Hata in the province of Tosa. Four
gentlewoman accompanied him, together with the privy gentlemen
Minamoto no Masatoshi, a lieutenant, and Minamoto no Toshihira,
a consultant. All of this was too dreadful to describe. The eventual
accession of Tsuchimikado’s son may suggest how deeply it
affected the divinities Amaterasu and Hachiman. 28!

In fact, while all the other exiles occur in the seventh month of 1221, Tsuchimikado didn’t leave
the capital until the tenth month.28? This structural placement of his exile after GoToba’s is a
deliberate choice, which serves two purposes. First, it highlights Tsuchimikado’s exile, marking

it as exceptional within the otherwise chronological account of Jokyiiki. Matsubayashi points out

280 SNKBT, Jokyitki, 356.
281 Tyler, Before Heike and After, 263.

282 This is partially due to how Tsuchimikado’s participation and fault in the Jokyi Disturbance was somewhat in
question, as seen in various sources. Refer back to a discussion of that in Chapter Two.
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this disordered spotlight on Tsuchimikado, arguing that it was a deliberate narratorial decision,
though perhaps enacted by a copyist sometime after the initial composition.?® The choice to
mark Tsuchimikado as special in the description of imperial exiles may have occurred shortly
after his death, when his son GoSaga became emperor. We will return to a discussion of this
possibility later.

The second effect of inserting Tsuchimikado’s exile narrative non-chronologically into
the text is that it comes directly after and juxtaposes it alongside Shichijo’in’s poem to her son,
GoToba. This poem does not appear in the Rufu-bon or Maeda-bon variants. She references the
Mimosuso River, which runs alongside Ise Shrine, a site dedicated to Amaterasu and thus
holding a special position in relation to the mythic origins of imperial power. Before considering
the full import of this reference, however, we must first contextualize the larger realm of Ise

Shrine references in relation to imperial power within early medieval poetic discourse.

Waka discourse on Ise Shrine, Mimosuso River, and imperial legitimacy

Given the number of political crises the Japanese imperial line faced during the early medieval
period and the traditional role of waka composition in negotiating political authority, the lack of
research into the roles Ise Shrine played in early medieval waka is surprising. Shigeru Toyo’oka
has addressed the role of Ise Shrine in relation to medieval waka production such as uta-awase,
and waka poetry scholar Yoshino Tomomi has discussed GoToba’s changing use of kamikaze —
linked to Ise Shrine—in waka poetry before and after his failed Jokyu Disturbance and exile to

Oki.?* However, these arguments have not adequately addressed the issue of how Ise Shrine

283 Matsubayashi Yasuaki, Chiisei no senran to bungaku (Osaka: Izumi shoten, 2018): 235-37.

284 Shigeru Toyo’oka, Jingika: Chiisei kajin no kamigami e no inori (Tokyo: Ebisu kdshd shuppan, 2007), 169-80.
Tomomi Yoshino, GoTobain to Sono Jidai (Tokyo: Kasama shoin, 2015), 384.
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imagery is used metaphorically to represent the imperial line as a whole—and the question of its
continuation or suspension— within early medieval waka.
According to Nihon shoki, Amaterasu originally chose Ise as a residence because of the

spiritual resonances between the human realm and an eternally-unchanging realm (tokoyo % 1)

at that location. She described both the influence and effect in the human realm through wave

imagery:

A IS E R A i IR BRI E A, G E T, AR s
~SEE -, ERE - ORI N A OYEME - RIEL e T
FAEe)l b JERHRRE ., RERIRRthAR B R Z AL,

W RE A+ HAEZHA
DEofpROFEAEIL, IS E o oEKIFRT2ER Y,
FEEIORBERY, BOEIELTERS, | EDES,

B KIOHOBEIC. Ko i 2 FEEIC T, ] 0 TR
= WEDHR

EHEANO LICBTE 5, B B E L35, b RR

KA DIEDTRE VD £3 iy, 26

Entry from Emperor Suinin’s reign, 25" year [54 A.D.], 3@ month
“This Ise Province that has the divine wind is the land where
waves from the unchanging realm (tokoyo) surge. It’s secluded and
beautiful. This is where I want to live,” she said. Then, just as
Amaterasu had instructed, the shrine was built in Ise Province, and
a palace for the Ise Priestess was built on the bank of the Isuzu
River. This was called the Iso Palace. And that is why Ise Province
is where Amaterasu first descended from heaven. 28

The Isuzu River mentioned here has overlap in meaning with the Mimosuso River. As

previous scholarship has shown, the exact location and range of what is meant by “Mimosuso

285 Kojima Noriyuki et al., Nihon shoki, Shinpen Nihon koten bungaku zenshii 2 (Tokyo: Shogakukan, 1994), 319.

286 My translation.
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River” can vary slightly by time period and author.?®” All references are specific to Ise Shrine,
however, which is bordered on two sides by water. A river flowing from east to west, known

today as the Shimamichi River (/#)11), borders the southern side of Ise Shrine. This comes to a

T-section at the southwest corner of the shrine with a river flowing south to north, the Isuzu
River. Some definitions of “Mimosuso River” only include the modern-day Shimamichi River
portion, which is closest to Ise’s Inner Shrine and, as will be discussed later, played a role in Ise
Priestess purification rituals which gave the river the “mimosuso” name. Other definitions of
“Mimosuso River” include the entire waterway section that borders both the southern and
western sides of shrine, including part of the Shimamichi River and part of the Isuzu River.

The earliest extant mention of the Mimosuso River by that name appears in the Engi shiki

%t =2 (Procedures of the Engi Era, ca. 927). This appears within the fifth volume, which

describes the duties of the Ise Priestess, who was an unmarried imperial princess sent to Ise to

pray on behalf of the emperor:

+ARAH, BEESEIZS D, o o o JESWITRET,
+tH., [FEIRMEICSD, , , HETCmRT, 288

Sixteenth Day: The Ise Priestess visits the Watarai no Miya [Outer
Shrine]. She purifies herself in the Watai [Miya] River.
Seventeenth Day: The Ise Priestess visits the Daijingii [Inner
Shrine]. She purifies herself in the Mimosuso River.?3°

287 Nishimiya Kazutami, “The Isuzu River and Mimosuso River,” Kogakukan Daigaku Bungakubu kiyé 43 (March
2005): 1-12. Nishimiya Kazutami, “The Isuzu River and waka poetry,” Tamagaki no. 61 (Sept 1963): 7-25. Yagi
Ichio, “The Mimosuso River and Isuzu River,” Shintoshi kenkyi, Shintoshi kenkyitikai 29, no.1 (January 1981): 31—
47.

28 Torao Toshiya, ed., Engishiki 1 (Tokyo: Shiieisha, 2000), 316-17.

289 My translation.
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The Mimosuso River is depicted here in counterpoint to the Watai River (Watakaikawa J&<31i),
known in the present day as the Miya River (Miyagawa = )11), which is roughly four kilometers

to the west. This served as an initial purification point for approaching the outer parts of the

shrine. The Mimosuso River is clearly associated with the Ise Priestess’ purification before
visiting the Inner Shrine, where Amaterasu was enshrined. The “Mimosuso” fH1Z£%E name itself

reflects this, roughly translating to “honorable one’s train-washing river,” referring to an
anecdote about the dirty train of an Ise Priestess’ robes being washed during the purification
process.?®

Yagi argues that through this association with purification, the Mimosuso River functions
as a symbol of worship.?* I would clarify this point further for its use in waka. If in these ancient
texts the Isuzu River is used to locate the point of worship—the location of Amaterasu’s
enshrinement, Ise Shrine—then the Mimosuso River represents the human effort of worship at
that site. It is both a barrier that must be passed to enter the sacred space through the work of
purification as well as a link between the human and godly residential realms. In a broad sense, it
represents a point of human agency through which divine powers can be accessed. This is the
point where connection to the divine and two-way, cross-realm conversation can happen, with
divine waves emanating from the other world and prayers being sent to it. While the clear
demarcation of divine residence vs. location of purification between Isuzu and Mimosuso Rivers
became poetically blurred over time, the understanding of the power of purification in the rivers

remained.

29 Kashiwagi Yoshio, “Mimosusogawa,” in Utakotoba utamakura daijiten, ed. Katagiri Yoichi (Tokyo: Kadokawa
Shoten, 1983). Accessed via Nihon bungaku web toshokan.

21 Yagi, 37.
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This ongoing association of purification with the Isuzu/Mimosuso Rivers can be seen in a
poem by Fujiwara no Shunzei composed in 1190, poem 35 in an “Ise Shrine One Hundred poem

waka sequence” (G KA ET 15 & Fn3K) that is part of a larger Five Shrine One Hundred Poem

(Gosha hyakushu F.4E 5 &) collection:

N Hik

Purification in the Sixth Month

FSbTh who today
WD) will also purify
R L C in the Isuzu River?
bHHSLAE even violent gods
LD B A are calmed by it?%

This is not to say that there were not changes in poetic associations over time. From the
late Heian period, the wave imagery was made even more politically overt in waka to mean that
if the waves from the unchanging realm (tokoyo) continue, then Amaterasu’s heavenly influence
in favor of the imperial line continues. In other words, waves symbolize an active connection.
This can be seen in this poem from the record of the Minister of the Right, Fujiwara no

Kanezane’s, one-hundred poem contest of the second year of Jisho [1178] (Jisho ninen udaijin-

ke hyakushu {67& —4F 45 KEZ E 1H):

PR T R R

On the gods Morikata

AR in the upper reaches
HHTENID of the Mimosuso River,

292 Taniyama, Tanaka, et al. Accessed via Nihon bungaku Web toshokan. Emphasis added.

298 My translation. Emphasis added. This poem has a double entendre of “nagoshi,” which can mean calm or quiet
but here is also a contraction of the Nagoshi no harae (B & L @D \) purification ritual, which occurs in the sixth
month, half-way through the year. The ritual has its origins in a story told about the violent younger brother of
Amaterasu, Susand no Mikoto, showing benevolence to someone who welcomed him charitably, without any
expectations for recompense.
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FRTRINIRT [powered by] the winds of the gods,
XD HD echoes of the waves
BEENIOL? from the unchanging realm traverse%®

The poem is by Fujiwara no Morikata, who served Kanezane. It is classified as a poem

about the gods (#7iX). It details the relationship between disturbances in the world and the poetic
inscriptions of the Ise Shrine—the kamikaze and the “upper reaches” (minakami 4 73 7> #4) of

the Mimosuso River. Here we see reverberations from the heavenly realm traversing through
both natural symbols. This poem centers on the heavenly realms and the imperial lincage’s
patron ancestor of Amaterasu, enshrined in the upper reaches of the Mimosuso River.

| diverge from previous scholarship on early medieval waka with my translation here in
establishing a causational link between the Mimosuso River and the “winds of the gods”
(kamikaze). Japanese scholarship dismisses kamikaze as a makura-kotoba (pillow-word) linked
in Heian poetry to the Mimosuso River but without any real meaning, just as “winds of the gods”
was inextricably linked with the province of Ise in the Nihon shoki in reference to waves echoing
from another realm. | think this building of associations we see in these early sources of poetic
layering—kamikaze, tokoyo, and waves—naturally coalesces if we take the small step of
considering those Nihon shoki otherworldly waves to be generated or carried by the divine wind,
and for them to manifest in our world in the form of the water’s forward movement in the

Mimosuso River.

2% Taniyama, Tanaka, et al. Accessed via Nihon bungaku Web toshokan. Emphasis added.

2% My translation. Emphasis added.

152



To turn back to early medieval sources, a poem from the poet-monk Saigyd’s (1118—

1190) self-poetry matching contest Go-Mimosusogawa uta-awase %742 ] &k A& from 1189

affirms this potential causal relationship between the wind and the wave imagery:

ALTe 2 82 is it the unceasing, flowing
VANl i Y waves that calm

B the world?

FRES S L the divine wind is cool:
TS D 290 the shore of the Mimosuso

The implication that the waves are calming is followed immediately by a comment about a
temperate wind—something that could cool the fires of anger or violence. The poem emphasizes
the waves’ ability to exert power beyond the river’s physical boundaries, showing these are not
just waves made of water but emerging from the other world of tokoyo. It suggests that the waves
have the power to subdue the human realm, which relates the waves back to imperial rule. The
waves and wind here are linked, and geographic placement alongside the Mimosuso River
encourages the reader to connect the visual of moving water with the metaphoric calming waves
of imperial power.

The most frequently referenced Mimosuso River poem from the Heian Period is
undoubtedly that by Minamoto no Tsunenobu, which appears in the Goshiziwakashii (Later
Collections of Gleanings of Japanese Poems, 1086) imperial anthology, in the seventh section on

Felicitations, poem 450:

2% This is Saigyd’s poem for the Right side, which appears as poem 12 in the thirty-sixth match. Hirata Hideo, ed.,
Mimosusogawa utaawase, Miyagawa utaawase shinchii, Shinchi waka bungaku sosho 11 (Tokyo: Seikansha,
2012), 88. One variant of Saigyd’s poetic collection includes a variation of this poem ending with “river” (JI1)
instead of “shore” (5%): poem 378 in the /=) |17 M EEEZEIE = EE (Ishikawa kenritsu toshokan rikatei
bunkogura) variant of Saigyé shonin shi (P517_ - A£E). Taniyama, Tanaka, et al. Accessed via Nihon bungaku Web
toshokan.
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KB ZFENERGICEAIIRNIT L REBIIRE
Imperial poetry contest in the second year of Joryaku [1178]
Minister of Civil Affairs [Minamoto no] Tsunenobu

FEYI AN Your reign

Rz LEEES will surely not end

Ao iR <> as long as the Mimosuso River,

Ko b TE

ENEE) 1 oD [driven by] the winds of the gods,
BELNE X clearly flows

This firmly establishes links among the flow of the Mimosuso River, the legitimacy of current
sovereign from divine favor, and the length of one’s reign.

The concepts from Tsunenobu’s poem are frequently cited during the early medieval
period, particularly in poems of felicitations. We can see one example of this directed towards
GoToba in a collection of poems recorded at the Retired Emperor’s first one-hundred poem

contest in the second year of Shoji [1E1A 4EFE#]EE | &, 1200], poem 11 by Jien:

iSO [spurred by] divine wind,
RN in the Mimosuso River
FHWD there is no limit to the number
IR 7 & of gathering waves:

RS
B D E Rk 298 this is your reign

Jien’s poem draws upon Tsunenobu’s famous poem to praise GoToba, suggesting that his

era, supported by the presence of unceasing waves, will go on as long as the imperial connection

297 Kubota Jun and Hirata Yoshinobu, Goshiii wakashii, Shinpen Nihon koten bungaku taikei 8 (Tokyo: lwanami
shoten, 1994), 145.

2% Kubota Jun, Nakamura Aya, Watanabe Yumiko, Ienaga Kaori, Kinoshita Hanako, and Takayanagi Yiko, Shdji
ninen In shodo hyakushu, Waka bungaku taikei 49 (Tokyo: Meiji shoin, 2016), 124.
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to Amaterasu is maintained (i.e., forever). While the implication of excessive and possibly

eternal long life is not dissimilar to other typical felicitous/celebratory poetry (ga no uta 2 #X),

the use of the Mimosuso River here additionally highlights GoToba’s imperial standing and

authority.

Two relevant Ise Shrine-related poems appear in Shinkokinshii as well, poems 1871 and

1872 within the section of “Shinto” or god-related poems:

REHZFED T D0, RIS TR EITE 9 TTEARF

UEDRS!

FBUOKBUR R

Composed during the time when he was a Major Captain and
visited the Grand Shrine [of Ise] as imperial messenger
[Fujiwara no Yoshitsune] Regent and Chancellor

oS
HbHTEFOD
T DhF &
BLZLED

T 2% TN

B UK, HEICTEAFD TS

ah  divine winds of
the distant headwaters of
Mimosuso Stream
do not let your past promise of
protection ever change course

R IFUE 527 R

Composed on the same occasion at the Outer Shrine

0T

T 5 B RO D
DS B
EEIETYH
DN TR E AP

Fujiwara no Teika

a bond exists so
I’ll rely on its lasting
for a time as long
as linen hair ribbons |
see today by Miya River3®

As Rodd notes, in addition to Ise Priestesses, emperors sometimes sent Noble Messengers (kugyo

chokushi) to Ise to pray on their behalf. Yoshitsune was given this task in 1195. Having been

29 SNKBT, Shinkokinshii, 545-46. Emphasis added.

300 Rodd, Shinkokinshii, 760. Emphasis added.
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sent on this mission, we can read his poem as a rhetorical reminder to the gods, including
Amaterasu, of their dedication to supporting the imperial line.

As we have seen, poetic convention links the Mimosuso River’s ceaseless flow to both
the descent of the imperial line from the gods (the flow forward) and ongoing imperial authority

(the continuing/ceaseless nature). To turn back to Shichijo’in’s poem—

Go-Toba sent these poems to his mother, Shichijo’in, who replied:

iR O wind of the gods,

A —JEN | beg you: just one more time
WA~ blow him back to me:
JERAYV ) the Mimosuso River

it A2~ K 301 surely has not ceased to run.32

This obviously cuts against conventional grain, stating that if the river truly continues to flow—if
imperial authority still holds—then the divinities should intervene and send GoToba back from
exile to her in the capital. Her words rhetorically but essentially challenge the current status of
the legitimacy of the imperial line: if her son, a former emperor, can be exiled, then the whole

lineage falls into question.

Tsuchimikado and the Mimosuso River
Shichijo’in’s Mimosuso River poem thus leaves an uncertain tone at the beginning of the
description of Tsuchimikado’s departure into exile—which, again, was deliberately chosen to

appear here, non-chronologically in this otherwise chronology-centered text. The passage is

301 SNKBT, Jokyiiki, 356.

302 Tyler, Before Heike and After, 263.
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short, focusing on the small number of attendants accompanying him. The final statement is the
most relevant here, referencing the divinities directly. As Tyler translates it: “The eventual
accession of Tsuchimikado’s son may suggest how deeply it affected the divinities Amaterasu
and Hachiman.” Amaterasu, as previously stated, was of particular importance to the imperial
line. Hachiman was worshipped by the Minamoto, including the first shogunal leader Minamoto
no Yoritomo, as a protector of their ancestral clan, and also came to popularity among other
warriors. Including them both in the statement marks the sentiment as cross-factional.

The beginning part of the final sentence describing Tsuchimikado’s exile, however, is a

TAEITEVWLA LX)

BAT 2
little more ambiguous. The original texts reads: L3 /K / Bk A V=, KBEKHM - 1E

EhEA

JWEEA T =A Z 7 JIFsHka/7 >, | One of Tsuchimikado’s sons did eventually become

Emperor GoSaga (1220-1272, r.1242-1246), though this occurred after his father
Tsuchimikado’s early death in 1231 at age 35. If this statement does refer to Emperor GoSaga,
then either it was a later addition or the text was compiled later than is normally credited. 3

There is another possible interpretation, however, in which {1k refers not to

Tsuchimikado’s son but the end of his own life.3** In this case, the quote would read: “Looking
at how his life ended, what deep pity Amaterasu and Hachiman must have felt observing it.”
How this line is interpreted, then, can have ramifications for determining a date for the

composition of the original Jikkoji-bon variant manuscript.

308 Tyler notes the primary reason for its current dating of the compilation to the 1230s is a statement that an
individual who died in 1240 is still alive. But he also notes it likely that other parts of the text, such as the opening
passage, were likely added later. Tyler, Before Heike and After, 212.

304 SNKBT, Jokyitki, 356, note 11.
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In a discussion about these complications, Matsubayashi outlines previous scholarship on
this issue. There are competing theories about if the manuscript was completed later than the
1230s or if there was an earlier ur-text to which narratorial interjections were later added as more
events unfolded. Sugiyama Tsugiko and Masuda Jun both argue that the text was completed all
at once, though Masuda argues for a later completion date with the interpretation of the line
referring to GoSaga while Sugiyama defends the interpretation of it referring to Tsuchimikado
himself. Murakami Mitsunori argues for an earlier ur-text.3%° Matsubayashi sides on the ur-test

side, arguing that narratorial interjections (marked by [~/ >~ ) show clear signs of a later
hand, and that the comment about 11K | refers to Tsuchimikado’s line, starting with GoSaga,

regaining power,3%

Following this moment of uncertainty raised by Shichijo’in’s poem, which questions if
the Mimosuso River still runs—if imperial authority is still valid while her son GoToba remains
in exile—we have an affirmation from a later interjecting narratorial voice that even if the gods
allowed that to happen, they did not abandon GoToba’s descendants entirely. Because GoSaga—
Tsuchimikado’s son and GoToba’s grandson—eventually became emperor, the validity of
imperial power carrying through lineage is reaffirmed.

We can see this same interpretation about Tsuchimikado’s line regaining power even less
ambiguously expressed in the later Maeda-bon variant. This text ends with a more explicit

explanation that his exile was part of Amaterasu and Hachiman’s plan:

RSO BB RE D b O L PEALO I LI
LI D T 5 KA E EOMEIEN ORI ]
FE T 5 X KR AT & T TR o B A

305 Matsubayashi, Chiisei no senran, 236-37.

3% 1bid., 238-39.
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KDOAETOIL T OE - B&x REE 2R, S H%E Ui 5
EFERDMLBEDIFI TS EH/ U E L NUEBEOE KT 2 L
IXRRIEI , B AEN N0 THBE & B EIPBE 072 0 [ ]
D BATALRNLEATICR NI TRE, HEEZMHED O
T LOKONT DIZRHRD T2 LTS OHICE S F Tz
DR T 7 LA ORI ZZM O R E & s Lo

307

What kind of era was Jokyt, anyway? —to have all these emperors
vanishing into the northwestern winds, all these high-ranked
aristocrats on the edge of eastern Ebisu barbarian territory—it was
Amaterasu and Hachiman’s plan. Imperial law was in decline
during this time; was the lineage that should have been ruling in
the east [the shogunate]? While the treasonous plan [of the Jokyt
Disturbance] began with [GoToba] hearing about a dream
involving seeing a black dog leaping over himself, did Retired
Emperor Shijo’s lineage really end if the former Retired Emperor
Tsuchimikado’s son, GoToba, inherited the throne? While he was
holding resentment, Tsuchimikado went into exile. This sentiment
entered the gods’ hearts, and they showered his descendants with
such favor that to this very day, Tsuchimikado’s lineage is favored,
perhaps retaining the pathos of that autumn of the third year of
Jokyt (1221).

The Maeda-bon links the situation of imperial exiles within divine provenance to justify and
authenticate GoSaga’s ascension and the fact that his descendants continued to rule. It suggests
that the gods may have made a mistake in Tsuchimikado’s exile, but this solidifies and even
further supports the legitimacy of the ongoing rule of his descendants. The Maeda-bon was the
latest variant, composed during the late thirteenth or early fourteenth century when political
power had shifted even further away from the aristocratic court, from the shogunate to powerful
families such as the Hojo clan surrounding them. Its perspective on events is informed by this

intervening history while still formally accepting imperial legitimacy as a source of ongoing,

divinely ordained political continuity.

307 Tanaka and Kusaka, 288-89.
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The Jikoji-bon variant of Jokyiki is not the only text in which Tsuchimikado is poetically

described in terms of an aberration or loss of imperial power in relation to Mimosuso River

imagery. There is another reference within the choka (long poem) that concludes

Tsuchimikado 'in nyobo nikki:

From the beginning of spring to the close of the year, from then to
now and from now onward, remembering and feeling without a

moment’s rest (from grief)—

(B EeIYD)
+HHEVIZ

< b

2oL 9ARTL
ESOVIV Al

WO LT 7ENL
L&Y
HFEHEH 5L
B\ 72 &
YA SRS

At the beginning of spring
just after the tenth day3°8

a pine seed

was transplanted to

the mountainous throne,3%
and from the time when

it had gotten tall,

even the wind

blowing from the heavens
didn’t rustle the branches,31°

308 This date correlates with his ascension to the throne, referred to in poem 1.

309 Tabuchi et al. note this as an unusual phrase. Other poems such as Shinkokinshii poem 729 reference the tradition
of plucking and transplanting pine seedlings on the first Day of the Rat each year and wishing the Emperor the long
life associated with the trees, but there are no direct comparisons of transplantation and the Emperor’s ascension to

the rank. Tabuchi et al., 399.

310 This is a reference to a trope in Chinese texts which links a sovereign’s peaceful reign with the image of wind not
rustling tree branches. Yamazaki cites the Seikeizakki 7552 E=r. (Miscellaneous Notes from the Western Capitol,
here meaning Chang’an), a Chinese history of anecdotes from the early Han period: " A2t ~ AJEARIES | .
Yamasaki, 207. The same analogy is used by other waka poets including Lady Daibu. This appears as poem 1098 in

the Shinchokusenshii:

In the time of Emperor Takakura, this was tied to some fake leaves and dispatched to
someone who said they wanted to see the autumn leaves from the Wisteria Hall:

< A

Floo iz
A Wi
D ALIED
tEZZF RN

Such is this age

That even rushing winds

Are tranquil in the boughs:

Gaze, then, upon the colors

Of maple leaves that shall not fall.

Lady Daibu Poem 111. SNKBZ, Ukyé no Daibu shii, 61; Itoga, Ukyo no Daibu shii, 55. Nakagawa Hird, ed.,
Shinchokusen wakashii, Waka bungaku taikei 6 (Tokyo: Meiji shoin, 2005), 207.
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7o D I3 57382

there were none

Ab7eL who did not rely on him.

DU D 72 P2 T Even the waves of the seas
L3I T in the four directions calmed,
pE NS SN even the boats coming and going
BErhe< were not in danger,
TeHhDONEES even the people’s cooking stoves
oY abiRvAL)) were abundant.3!

Fix= A Spring: the palace attendants

2 bl T gathering together en masse,
DOETESFHD and as it’s his

iy gl peaceful reign,

BIEHIHLRLED viewing the Ouchiyama

1% B % cherry blossoms.312

Saionji Saneuji (1194-1269), who sided with Emperor GoToba in the Jokyu Disturbance and was briefly held in
captivity afterwards before being released, has this poem appear as #28 in the same imperial anthology:

Composed in the eleventh month of the first year of Kangi [1229] at the folding screen
[poetry contest] at Her Majesty’s entrance into court, on the topic of “a willow outside of
a dwelling near a river and the mountains.”

2 HIEA~T unchanging

ITFELRL L as if springtime lingers in the world
< even the rushing winds

HEeb S don’t howl in the branches

HID % of the strands of the willow tree

Shinchokusenshii poem 28. Nakagawa, Shinchokusenshii, 12. My translation.

311 This is yet another reference to the goodness of the Emperor, and echoes a poem by Emperor Nintoku,
Shinkokinshii poem 707:

e EREIC climbing the highest

DIF N THRAUL tower | gaze about me

JE D and see the thick smoke
ED)-{ 5 rising from the cook stoves of
IZEIFMNTT D my people  what happiness

SNKBT, Shinkokinshu, 209. Rodd, Shinkokinshii, 291.

312 Ouchiyama AN L] is another name for the imperial palace, but this doesn’t fit with the above lines. If the author
is emphasizing the peacefulness of the reign, then the location for cherry blossom viewing could be outside of the
palace walls. Ouchiyama is also the mountain-name for Ninna-ji, a temple in western Kyoto. Ouchiyama could also
refer to a specific type of cherry blossom, thought to be named such due to growing in abundance around Ninna-ji. It
is likely that the author is talking about viewing this particular type of cherry blossom, possibly at or near Ninna-ji
temple.
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BlIkz

Summer: the clothes

7B ~T changed out,

IIE=IEN continuing to wait for
EFHzxO the mountain hototogisu,
bSO el and since we exchange words
VARVl RN with the same intention,
HUMNE L et is it the short nights

IBHR L that deepen our resentment?

I S S Autumn: even the insects
<Ly that cry all night long

D EMNIRHRE raise their voices

ENLE spreading the word
Z2507Ts of his reign

TRV that should be tranquil.
ZixbLED Winter: even the little grebes3!3
WZIEED % in a gap of the reeds

EbD LI cross wings

Ev AV =YD on their nest of water-weeds;
BEASTLEYD there is no sight

S HITh & more surprising.

bbb Hbh Gazing at

H &b the cherry blossoms and the maple leaves,
0 ET ST and the moon and the snow
AL SRR which didn’t miss one moment,
+iRY =250 ten-and-three

FKIX springs and autumns
ZSDNITTE had gone past

TEZLE in the palace, 314

B b T EFBIED and (even) the flow

RV IE of the Mimosuso River
NEVDVITS has limits

SHEHENT in its transient shallows and depths

313 Yamasaki notes that (2 |¥ & ¥ is an old term for 77 1 7 1), the little grebe or dabchick water bird with a
distinctive red neck.

314 Tsuchimikado’in ruled for twelve years and ten months, then abdicated at age sixteen under intense pressure from
his father GoToba in favor of his brother Emperor Juntoku. Yamazaki, 210.
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RIZE AT
FronlL &3
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315 Emphasis added (italics and bold).

316 Emphasis added (italics and bold).

and in the end

(he) abdicated

And during the time

when | was happy

with the quiet

as | looked up to him,

he was caught up in

the large net of the world’s happenings
and traveled

to Tosa, to Awa,36

and the women (divers)3Y
were left behind

to stream tears

and continue on

and though he’s distant,

while we grieved

at the very least

he was still in this world

we thought

but even that was lost

and in the end

with his death like an empty boat—
how should we respond to that?—
even while grieving,

only the months and days

pile up

and there is nothing

to which this can be compared.
Thinking over and over,

“How on earth

could we have thought

spring happy?”

817 This references poem 17; the author is included in this group.

318 This references the headnote to poem 42; see Chapter Two.

319 This refers to the spring of Tsuchimikado’s accension; see the headnote of this chéoka, referencing #]%&

(hatsuharu).
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T TEIN7e L& The end is sad [of spring drawing nearer to]
7 H k320 the godless month32

As Tabuchi et al. note, this is the only known poetic occurrence of the use of “depths and
shallows” (5> H) in relation to the Mimosuso River, though that is a poetic term used with the
Asuka River to symbolize a transformation.?? The concept of depths and shallows is

concerningly associated with disruption in flow, as seen in Kokinshii poem 836, in a section of

grief poetry:

W, FENVITIT AR, Kb (FAEE)
Written after the death of his elder sister Mibu no Tadamine

?%E’a?%ﬁ 1% if one stems the flow

55

W& Th of the rapids the waters form

L&

TEAT 0 deep pools still and

itz 1bie s unchanging et there is no

LN BHRE 70 &3 weir that would hold you with me3

Therefore this discussion of the Mimosuso River’s varying depths within Tsuchimikado’s former

female attendant’s choka is unusual in itself, but the explicit statement that the Mimosuso has

320 Tabuchi et al., 204-9. Emphasis and lineation added.

321 My translation. Emphasis added. The “godless month” refers to the 10" month, the anniversary of
Tsuchimikado’s death; see also poem 40, discussed in Chapter Two.

322 For example, in Kokinshii poem 933. Tabuchi et al., 208.

323 K ojima Noriyuki and Arai Eizo, ed., Kokinwakashi, Shin Nihon koten bungaku taikei 5 (Tokyo: lwanami shoten,
1989), 251.

324 Rodd, Kokinshii, 289.
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limits ( [ Rz mE 0 H it 5) ) is even more shocking.3?® As we have seen above, it is

always characterized in poetic writing as ceaseless and unending due to the resonances between
the flow of the river and imperial genealogy and legitimacy. Diverging from this precedent is an
expression of doubt in the mythomotor that defined the aristocratic court as a political body
coalescing around the divinely appointed figure of the emperor.

The mention of Tsuchimikado being “caught up in a large net of the world’s happenings”

( TEDOB[S1HAIZOMNID > | )—i.e., the repercussions he faced after his father and

brother’s actions in the Jokyi Disturbance—immediately following the discussion of shallows
and depths resonates with this river imagery. One can imagine Tsuchimikado as a fish,
accidentally trapped in the shallows and thus outside of the flow of the deeper parts of the
river—Iess steeped in or affected by the otherworldly powers of the gods that resonate at Ise,
particularly Amaterasu, which translates to less political influential power at court. In that
exposed position, unable to escape from the limiting shallows, it is more difficult for him to
avoid the turbulence and random happenings of the world.

The net imagery also links the river’s shallow/depths section of the poem to the following

discussion of the female divers (ama & %). This is a standard poetic trope used in relation to a

woman’s heartbrokenness, relational sadness, and crying, although it is usually employed in love
poems. As | have argued elsewhere, love poetry was one of the ways that early medieval
aristocratic women poetically expressed their situations after the sudden loss of loved ones from

war or political conflicts, even though that use of love poetry didn’t entirely align with standard

325 Tabuchi et al. note these two phrases in particular are exceedingly exceptional usages. Tabuchi et al, 402.
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conventions.®?® This is another example of bending poetic convention to express extraordinary
historical circumstances.

We see in these texts written in the near-aftermath of the Jokyu Disturbance—the Jikoji-
bon variant of Jokyiki and Tsuchimikado 'in nyobo nikki—expressions of doubt about imperial
legitimacy. These are poetically coded through aberrant employment of Mimosuso River
imagery. While the examples in these two texts are the earliest extant examples of this heretofore
extraordinary expression of doubt using Ise Shrine references, they were not the last, as we shall

see in the next section.

Mimosuso River depictions in later gunki monogatari

Gunki monogatari dating after the 1240s include a smattering of references to the Mimosuso
River, using it as a symbol through which questions about imperial legitimacy could be raised.
For example, in the Enkyo-bon of Heike monogatari, this quote appears in reference to Emperor
Antoku: T ~NIE S EIEE) 7 #5E. 0~ b= Y | 327 Literally translating to something
like “Was [he] truly of the Mimosuso’s flow?” a looser translation would be, “Was he really part
of the imperial line?” This statement does not question all of imperial legitimacy as the examples
above did, but it does question it in relation to an individual who had been an emperor.

We can see another example in Taiheiki /-5t (Chronicle of Great Peace, late

fourteenth century), which details the mid-fourteenth century conflict between the Northern and

Southern courts (1336-1392). This situation of two courts arose after an attempt by Emperor

326 Mc Nelly, 38-51.

327 Kitahara Yasuo and Ogawa Eiichi, ed., Enkyobon heike monogatari, honbun hen 2 (Tokyo: Benseisha, 1990),
408-9. Referenced in Bialock David T., “Outcasts, Emperorship, and Dragon Cults in The Tale of the Heike.”
Cabhiers d'Extréme-Asie, vol. 13 (2002), 275. Emphasis added.
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GoDaigo (1228-1339, r. 1318-1339) to reclaim imperial authority from the shogunate; he and
his descendants ruled the Southern court while the Ashikaga shogunate controlled those

enthroned in the Northern court.

LiEs

KFALL B CHNA S X 5HE, KEORBRE L
TSI LT, M - RIEL D EOR, T g SomIL -
ROBIHHS XY UniE, e 70 < bR —7- OB, FEff
BIOE DAL % B H b U L IBREO LIS, B
BB LT, 4 HEBERI DA 62 8T, Sk
DECHED A7 T K F Bk AR 2 i X i b
R L., L

When the world has long been in disorder and without peace, for a
time there’s no end to people talking about it being the way of the
latter days of Buddhist law [mappao]. From the Engi and Tenryaku
eras until now,3?° there hasn’t been an emperor as talented and
gifted as this [Emperor GoDaigo], and though nothing changed it
was as if [imperial] virtue blossomed, and there wasn’t an instance
of those serving loyally and diligently not achieving success, but
but because the emperor passed away [people think], “Now the
Mimosuso’s end [=imperial lineage] has come to an end, and those
who counted on imperial favor are also gone, it’s degenerated into
a world where demons are in control.”33°

As we can see from this later example, literary expressions of doubt about the strength and
legitimacy of the imperial lineage and power in gunki monogatari grow parallel with the political

disruption and chaos they describe.

328 Tadashi Hasegawa, Taiheiki 3, Shin Nihon koten bungaku zenshii 56, 4th printing (Tokyo: Shogakukan, 2008),
31. Emphasis added.

329 This is a reference to Emperors Daigo and Murakami.

330 My translation. Emphasis added.
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River imagery and non-imperial family lineages
The imperial family is not the only lineage to link itself to the Mimosuso River, nor is it the only
river to be depicted as a symbol for familial lineage. This section will analyze some examples of
non-imperial figures poetically forming ties with the Mimosuso River as well as introducing
other rivers associated with family lines.

The earliest example of a poem using Ise Shrine-related river imagery related to praise or
prayer for a non-imperial familial line dates to the late Heian period. It occurs in the Kytian

hyakushu AZ2 5 & (Kytian One-Hundred Poem Sequence, 1150)2%! in poem 181:

PR

Two Shinto poems

FOINE winds of [my] house,
xTEblh never cease but continue!
Ao R K2 in the divine wind
HbT I and Mimosuso River

L E T E™ [our] heart is steeped333

The author, Tokudaiji Kinyoshi oK <7/ e (1115-1161), was a member of one of the

branches of the Northern Fujiwara lines and Shunzei’s brother-in-law. The “house wind” (ie no

kaze ZZ D7) here refers to a house’s traditions—customs and artistic styles that a house
passes down through its patrilineal line. The “continuing” or “crossing” (#> 7= 41, watare) builds

on a desire for the family’s line to continue, crossing through the ages. However, the 4> 7z 41 also

331 This is also known as the Kytian Sixth Year [1150] One-Hundred Poem Sequence, or the Retired Emperor
Sutoku One Hundred Poem Sequence.

332 Taniyama, Tanaka, et al. Accessed via Nihon bungaku web toshokan. Emphasis added.

333 My translation. Emphasis added.
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links to the Mimosuso River in the latter half of the poem, echoing back to associations of the Ise

Priestess’ crossing of the Mimosuso River to worship at the shrine. Thus the latter half of the
poem, [HHIJE A E 3 FJI20%F 8 T = | (kamikaze ya mimosuso gawa ni kokoro someteki)
also links the author’s familial line with the imperial line and expresses that their two lineages

are deeply entwined. Two variant manuscripts, the 475 T/ B SE 0785 A™ (Imabari shi Kono
bijutsukan bon) and %% [LI/¥ XA (Yozan Shige shizo bon), even replace “divine wind”
(kamikaze 7> 7)) with “shrine boundary fence” (kamigaki 7> 7% &), further strengthening

the spatial metaphor relating to Ise Shrine. This reading is not out of place when considering
northern Fujiwara/sekkanke marriage politics, through which the Fujiwara and imperial lines
were closely intertwined.

To give a pre-Jokyt Disturbance early medieval example of the ongoing link between the
Fujiwara family and Mimosuso River imagery in waka, we turn to the Buddhist monk-poet
Saigyo. Late in life when Saigyo was living near Ise Shrine, he completed a self-matching poetry

contest called the Mimosuso River Poetry-Matching Contest (Go-Mimosusogawa uta-awase 7l
FE A AY) in 1187 and asked Fujiwara no Shunzei to judge the matches and provide

comments on them.33 After reading one of Saigyd’s poems in the thirty-sixth pairing related to

the Mimosuso River and providing a response, Shunzei further wrote his own poem in response:

T Waves of wisteria
HbHTEINC divert the flow

HE AT of the Mimosuso River;
HH X OMIT let it flow to

334 The base manuscript for Kyiian hyakushu zenshaku ‘A 25 & 2.

335 Kiyoko Takagi, “Saigyo: A Search for Religion,” Japanese Journal of Religious Studies 4, no.1 (March 1977),
57.
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T L& FRS the hundreds of pines

Shunzei’s response:

SBhrAHYL If the waves of wisteria
HHTER O are at the end

Kz of the Mimosuso River,
LOZbEMT & let it flow to the lower branches
RO E B AT of the hundreds of pines3?’

The “waves of wisteria” (fuji nami) are a reference to the Fujiwara family lineage. The literal
meaning of the pines mentioned here are the pine forests that surround Ise Shrine. The
metaphoric meaning, however, is that the highest-ranked Fujiwara family members, who Saigyo
notes have diverted some imperial power to themselves, should share more with others. As a
member of the Fujiwara family himself, Shunzei’s response is self-denigrating; as someone on a
lower or less high-status branch (of the family tree), he does not have enough status to receive
such imperial power or change the situation for others.

Lady Nijo’s Towazugatari & %9237 ¥ (An Unrequested Tale, ca. 1306) offers a later

medieval example from after the Jokyii Disturbance. Discussing the 1289 deposition of the

imperial prince Koreyasu’s appointment as shogun, she writes:

SThH, BELETEL. B ARBREN. BONOMEITE
0T, 7SR AR LI THBIELE ST, % ObiRE

B DR L HT AR, ROTEEEIICIEE LD
DIRERLIHES VST, EOMTRESIMC LA, +

B EACHAR 0 EEIHE, RBRE bR E S

FR0 LnE ., FHEROETED BT TOREEOL
b REICT RO EEO LSS, PR TIEBE LE &

3%6Taniyama, Tanaka, et al. Accessed via Nihon bungaku web toshokan. Emphasis added. Both of these poems also
appear in the Fiigawakashii imperial poetry anthology.

337 My translation. Emphasis added.
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RPN E

T, PBEOBELH LI LENLL, TOMB IR,
Aok, MERESEHEOERERT b E D,

LHbALon

BB O LY BT E0E, WASHcoTTh, +
L b D AR B X T3 LE S L OS5 B
ITh. ESET b OLERY Y,

Although Prince Koreyasu held the title of shogun, this did not
mean that he had engaged in great military exploits. His father
Prince Munetaka, was known as the second son of Emperor
GoSaga, but I understand that Munetaka was actually born a few
months or a year before GoFukakusa, which would have made him
the eldest son. If Munetaka had become emperor, Koreyasu would
probably have succeeded him; but the lowly position of
Munetaka’s mother prevented this. And although Munetaka went
to Kamakura to became shogun, he remained a member of the
imperial family, being known as the prince of the general affairs
ministry. Hence Munetaka’s son Koreyasu was a nobleman beyond
all cavil, and rumors of his illegitimacy were unfounded: His
mother was a Fujiwara of the highest standing. Recalling the purity
of Koreyasu’s lineage on both sides, I could only weep.3%

[Lady Nijd’s poem]

T A-85)1 Mimosuso River,

[A Ltz do not forget

BILTIE those swept up in your flow!

W H I & what kind of pathos
it 5 530" the gods must feel looking on34°

The subject of interest here—Koreyasu—is of the imperial line, and Lady Nijo’s poem expresses
similar sentiments to those we saw above in relation to the gods feeling regret about abandoning

Tsuchimikado to his fate. What | want to highlight here, however, is Koreyasu’s lincage,

338 Karen Brazell, The Confessions of Lady Nijé (Stanford: Stanford University Press, 1973), 191. Emphasis added.

339 SNKBZ, Towazugatari, 438-39. Emphasis added.

340 poem is my translation as Brazell’s translation eliminates the Mimosuso River reference. Emphasis added.
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LobA
particularly the emphasis on his mother’s lineage.®** She is of the Fujiwara regental line (%[

%a

), which like a river is discussed in terms of a “flow” (i7it4V). The tragedy of Koreyasu’s

Mz

shogunal deposition is multiplied by the fact that his “lineage on both sides” (V-2 512217 Q)

is of a high caliber.
A second example from Towazugatari focuses on Lady Nijo’s own familial connections

to the divine:

+HEOF, NTEEL E LD, SHITEOBESDHIZT
IR, W EOHS5] EHRLEYD L,

On the morning of the fifteenth | received a letter from Lady
Komachi: “Today is the day of the Hojoe festival at the
Iwashimizu Hachiman Shrine in Kyoto. What memories does it
bring to mind?” | replied with a poem:

BOHS% Useless memories!
NOZZRTh Though of Iwashimizu lineage
FRK No water from its stream
[ U jiidr Flows through to me now.
Kbiex g
L,
She responded:
T2 T2HHD
L ®»
LD VEH D342 Yet have faith, for the gods
iz
FI< FITHd Weave their compassion

341 The underlined portions above highlight the subject (Koreyasu) and discuss his lineage.

Lo
342 13 is a boundary that designates land or a place as one’s own, like ropes strung between trees, and is
associated with the gods.
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Bl = %34 Round those who draw near.344

This poem exchange with Lady Nijo demonstrates a few things. First, we see an example
of lineage being used with water imagery—a forward-moving flow (nagare i7ii41) that
culminates in an end (sue >&)—and linked to an ancestral shrine, in this case the Seiwa
Minamoto, Lady Nijo’s line.3* Lady Komachi’s question is based on the presumption that Lady
Nij0 should have positive associations with the festival and shrine, given her lineage. However,
Lady Nijo instead expresses her frustration at a perceived lack of positive divine intervention in
her life from Hachiman. Although his favor should flow to her—the “end” of her current lineage,
i.e., its current living descendants—she and that flow are spatially misaligned. Lady Komachi’s

response—that Lady Nijo needs only ask for divine assistance—is also compounded in spatial
L
terms, i.e., the god will enfold Lady Nijo within the boundary of its purview (shime {E3&#). As

such, in Lady Komachi’s interpretation, divine favor is geographically inscribed not only as
linked to lineage and river imagery, but also in the symbolic location of where one is in relation
to it. This poetic exchange is followed, however, by a disappointing account of Lady Nijo’s
viewing of the Ho6joe Festival at the Tsurugaoka Hachiman Shrine. Visiting the shrine did not

change her experience or connection to her familial patron god.

343 SNKBZ, Towazugatari, 435-36.
344 Brazell, 189.

345 Twashimizu (Hachimangu) was also designated one of the “two ancestral mausoleum” (nisho sobyo —-Fir5=EH)
along with Ise Shrine in the medieval period.
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Summary

I have shown in this chapter how texts about the Jokya Disturbance reacted to and explained the
exile of three former emperors, a heretofore inconceivable situation. The chapter contextualized
why it was important to carefully narrate these exiles, including describing historical practices of
spirit pacification (chinkon), the danger of the spirits of high-ranked aristocrats who died in the
political impotency of exile, and the need to rationalize the exiles to retain a sense of aristocratic
cohesion as the mythomotor of imperial legitimacy was endangered.

Later depictions of the exiles, such as the mid-thirteenth century Rufu-bon and late
thirteenth to early fourteenth century Maeda-bon variants of Jokyiiki, represent GoToba and
Tsuchimikado as written against historic precedent for imperial exiles in the cultural imaginary.
GoToba is linked with Sugawara no Michizane and Retired Emperor Sutoku, respectively; none
of the descriptions of his exile include a more literary poetics of place. In these texts and also
Rokudai shojiki, Tsuchimikado’s exile is linked with Emperor Antoku and Retired Emperor
Sutoku, but we also see more literary references that link him to a poetics of exile that was
standardized in Genji monogatari; this seems more of a direct effort at spirit pacification and/or
softening his position within the exile narrative. The texts composed immediately following the
events of the Jokyt Disturbance, however, including the Jikoji-bon variant of Jokyiiki and
Tsuchimikado’in nyobaé nikki, poetically express doubt about imperial legitimacy through
ancestrally linked Mimosuso River imagery in reaction to the exiles. Before the disturbance,
poets had tried to link their familial lines to the Mimosuso River as a symbolic association with
imperial authority and power. Afterwards, however, we see increasing doubts about the efficacy

of prayer and the power of the gods to intervene.
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Conclusion

This project began as an attempt to understand what a newly discovered poetry-based historical
narrative about the aftermath of the Jokyt Disturbance could tell us about the interconnections of
cultural memory, textual circulation, literary conventions, and political power. Who are the
dominant protagonists in the historical narratives that form the basis of cultural memory, and
who tells their stories? How does our conception of a historical period change when a new voice
is added to its larger narrative—both in terms of what that voice says but also what we can
interpret about its exclusion? What falls into the gaps of communicative and cultural memory
and why? What effect do literary conventions have on what is said and the degree to which it is
valued?

My first chapter set the stage by arguing that waka poetry is a medium for historical
narrative, particularly for the court aristocracy in the early medieval period. At a moment when
the main protagonists of dominant historical narratives shift from emperors and high-ranked
Kyoto aristocrats to the newly-developing shogunate in Kamakura, we still see voices of the
court woven through the fabric of a spectrum of literary works in the form of poetry embedded
within other genres. In particular, we see representations of aristocratic women, who appear only
marginally in earlier kagami vernacular histories inspired by Chinese classics. Chapter One also
begins to explicate the complications of waka as a medium for historical narrative by addressing
the multiple temporalities coexisting within it. Over the course of the chapter, | demonstrated a
shift in early medieval poetry towards relativistic poetic temporalities by (a) showing

increasingly individuated geographies of time in a comparison of the opening spring poems in
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Kokinshii and Shinkokinshii and (b) comparing the seasonal progression of a year of mourning in
Genji monogatari with the early medieval individual timeless year of mourning.

Chapter Two examined cultural and linguistic barriers between experience and literary
narration as well as the gap between what is written and what is remembered. | argued that
omniscient dominant narratives about “turning points” of early medieval Japanese history are
written with an emphasis on the past (pacifying the losers) and the future (securing the power of
those who won), but that we see multiple narrative challenges in texts written from the
perspective of confusion during the present moment of the event. Drawing on trauma theory and
memory studies theory, I showed how these difficulties range from logistics, such as lack of
information outside of what one witnessed, to the challenge of narrating traumatic experience.
After composition, these narratives also faced problems in reception, as they neither supported
the post-war dominant powers nor were they fully able to articulate experiences within standard
literary conventions. Narrating the extraordinary, in these cases, required pushing the boundaries
of literary expectations.

I argued that the “deep memory” of eyewitnesses holds a special value within cultural
memory, even these memories were not widely disseminated through literary works. This value
may lie more in how the event was experienced than content about the event itself. Accounts
such as those | analyze in this chapter, Kenreimon’in Ukyé no Daibu shii and Tsuchimikado’in
nyobao nikki, offer perspectives on historical experiential moments through revealing how it felt
to live through such tumultuous times. The narrators’ inner worlds convey the gravity of the
events with the affect of the experience, impressing on the reader what it was like in a way that
third-person narration could not capture. Drawing on trauma theory which proposes that the

nature of traumatic experience destabilizes the division between individual and collective
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experience, | further asserted that even eyewitness wartime narratives are never solely speaking
only for themselves; even if a text was never disseminated widely, it is still part of the cultural
memory of that moment.

My last chapter investigated literary expressions of concern about the legitimacy of the
imperial family’s power in the aftermath of the Jokyi Disturbance. I analyzed how three variants
of Jokyuki portrayed the exile of three former emperors, reading these passages through the
literary-religious lense of using of literature as part of spirit pacification (chinkon); the historical
lens of comparison to the precedent of former high-ranked historical exiles such as Sugawara no
Michizane and Retired Emperor Sutoku; and the literary lens of comparison with a poetics of
exile established in Genji monogatari.

| determined that the depiction of Tsuchimikado is consistently an outlier among all the
textual variants—resisting pacification, historical comparison, or a standard poetics of exile. |
argued how the passage describing his exile is colored by a poem immediately preceding it by
GoToba’s mother, Shichijo’in, in which she directly questions the legitimacy of the imperial line
if the gods allow these men to remain in exile through a metaphor about the Mimosuso River. |
contextualized this poem within larger discourse about the Mimosuso River, linked to Ise Shrine,
within early medieval waka poetics, showing the unusual nature of this usage. Drawing on
another example of a similar Mimosuso River reference from Tsuchimikado’in nyobo nikki, |
argued that this poetic narration of Tsuchimikado’s exile was another extraordinary circumstance
that required pushing the boundaries of standard waka composition. | then showed later
examples from gunki monogatari that used similar language to express the same unbelievable
circumstance—the idea that a former emperor had lost divine favor. In this and other poems

linking aristocratic lineage to rivers associated with aristocratic family shrines, | argued that we
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see increasing disbelief in the early medieval period in divine power to save those ostensibly
under their protection.

While my research offers an initial approach to reading early medieval poetics as cultural
memory and representation of the aristocratic court, further work could be done on other poetry
found within dominant historical narratives of early medieval Japan. | have analyzed a few
poems and depictions in the Jikoji-bon variant of Jokyiiki, but there is more to be gleaned from
poems in Rokudai shojiki as well as Heike monogatari about the narrative representation of the

aristocratic court’s loss of political power.
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Appendix I: First 20 poems in Kokinshi and Shinkokinshii

Kokinshii

(1) IHEIZERLBITHH, LDd
Written when the first day came within the old year

FEONIZ spring is here before

FIzI2Ty year’send when New Year’s Day has
OE sH % not yet come around

z

B LW what should we call it s it

LR LRV T A still last year or is it this

2 BFNBITHH, LD
Written on the first day of spring

OB T today long-awaited
LT OLAKD day when spring begins  will
ZiEns % the breeze melt icebound
ERVA YN waters in which we once dipped
JAC L < B cupped hands ~ drenching summer robes
@} ELoT
Topic unknown

Bl where is it that the
2THRNSZ warm mists of spring are rising—

XL o
I B D here on the slopes
X Loolic of lovely Mount Yoshino
EAECNURSRS the snows continue to fall

BiEte o 72
@) RO, FEOHDO H K
Composed by the Nijo Consort on the beginning of spring

E2la ] spring has come amidst
FixxlciFy the icy lingering snows
10 of winter  surely
NN EV PN now the frozen tears of the
5
NWERELE mountain thrush will melt away
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Ariwara no Motokata

FeEZ
Ki no Tsurayuki

FHALET
Anonymous

(Anonymous)



Gy ~ELoT
Topic unknown

HEDSEZ LT
Eh5HI<SOT
FTT

BT EbWER
EAESN/ESRS

he cries on and on
the mountain thrush perched on
branches of the plum
long-awaited spring has come
still the snows of winter fall

6) ZFoOKRZELVHEHNDEZ, LDD

Snow on the trees

H-TiE
e BT
HED

AN ANAY e
BD7<

(7y HELo7
Topic unknown

DEL

S gEDTL
B IFIUL
HAH~RED
B HBDE A

has he come to see

if those are not spring’s blossoms—
white snow clusters rest

heavily on bare branches

where now the mountain thrush cries

so longingly have |
awaited the fresh flowers

of spring  that they have
dyed my soul and I see snow
as clustered blooms on branches

HHNDOHL , BIKEIRE O

Some say this poem was composed by the former Chancellor.

8) =4F0. BEOWMBF LB B8, I
AZHEBNCA LT, MESbomic, HiZ
W0 2D, EOEICKEY Y T5%E, LE

AR5

MALLT
Anonymous

SR AR
Sosei

LHANLDLT
Anonymous

SRS

Ordered by the Nijo Consort (who was then known as Lady of the Bedchamber)

to compose a poem about the snow falling on his head in the sunshine,

as he stood in audience before her on the third of January

FEOHD
Yz b

though I bask in the
comforting warmth of spring’s light
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FrenE
SO L
RBHEPUL&E

9 FoOELITLE,
On falling snow

Brb
ARKOFEHFED
FE 5L
B < H
LB ITD

(10) FHoOHMDIZ, LD

how melancholy
to think that my hair now
wears a crown of winter snow

LHD

when the warm mists veil
all and buds swell while yet
spring snows drift downward
even in the hibernal
village crystal blossoms fall

At the beginning of spring

FoL X
fERortx b

il & 3 )
EEITh

L= VINCRRSY SR AWIRVAN

(11) FEOHDDHK

has spring come early—
or are the plum blossoms late—
I would like to know
but not even the song of
the mountain thrush trills the answer

A poem on the beginning of spring

X5 & ¥tk
NiFn~EH

I <OT D
RN E DX
HoH U EFE

already they say
spring is here  but as for me
while yet there is no
song from the mountain thrush |
cannot believe spring has come

(12) R E G DK
A poem from the poetry contest held at the residence
of the Consort in the Kanpy®o era (889-898)

AR

< HKD
ODFE LI
FHWISHHER

warm breezes blowing

down the valley slopes melt the
winter’s ice  at each

crack a foamy wave bubbles
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Fujiwara no Kotonao

TR A
Mibu no Tadamine
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FEDILOAE

(13)

upward spring’s first showy blossoms

(from the same contest)

LD %
JEDT= iz
72 ~TE
RGN
LAXRIZIIRD

(14)

on the wings of the
wind I’ll send the fragrant scent
of plum blossoms
a summons of spring to guide
that longed-for mountain thrush to me

(from the same contest)

7 <OT D
HEOWSD
e <
356< 52 &%
HENLDLEL

(15)

were it not for the
song of the mountain thrush that
rises from the glen
who would even suspect that
spring has at long last arrived

(from the same contest)

KTk
AN EIES A
(X &0
HDOFENDEIT
BE<

(16) ML b7
Topic unknown

B0 H 7)<
Fla LEhiE
2 <OT D
D Z 2%
i 7paf 70 & <

no flowers show their

beauties in the lonely mountain
villages though spring

has come the very notes of

the mountain thrush are cheerless

because | make my

home near the fields and meadows
each and every

morning | hear the song of

the mountain thrush trilling spring
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KITTH
Oe no Chisato

FERIR G

Ariwara no Muneyana

MALLT
Anonymous



(17)  (topic unknown)

HHEIX
FSRBEEZ
DELD
SFLZHIY
EHLZbHno

(18)  (topic unknown)

Bz
LINGE Yl la
Tz 7l
B ZAXE RO
DINROIT Y

(19) (topic unknown)

FEHEO
&K D BFST
WTTHRE
SR HD T
DO DOHTA

(20)  (topic unknown)

FES

L CHN

T 5D ¥
I S ~FEHIX
HD T AHE

not today do not
burn the Kasuga Meadows

now for here amidst
the soft spring-green grasses hide
my gentle sweetheart and |

deep in the lovely

mountains lingering snow weighs
the pine boughs  while in

the fields of the capital

already they pluck young herbs

oh guardian of
the fields at Tobuhi

on Kasuga Plain
go out to look how many
days before we pluck new herbs

like arrows shot from

a catalpa bow raindrops
stream down today

even should it rain tomorrow

I will pluck the young spring herbs®#’

36 SNKBT, Kokinshii, 19-24.

347 Rodd, Kokinshii, 49-55.

183

(Anonymous)

(Anonymous)

(Anonymous)

(Anonymous)



Shinkokinshii

(1) EFloLx EIHfEVITD

Imagining ‘the beginning of spring’

I B IS
(H 23 AT
HED

S0 LHEIZ
FlXzl2T

Q)  EOIZLDHORK

lovely Yoshino

mists hide the mountains from view
but to the ancient

village where but yesterday

the white snows fell  spring has come

On the beginning of spring

IZDIFED &
FZxZEC
6L
ROFEL
NGRS A O R

indistinctly yet
it seems a new spring has come
to the sky  across
Kagu mountain of the heavens
trail wispy banners of mist

3) HERETEDSY LEE, FEORK
A spring poem composed when she was presenting
a hundred-poem sequence

(1.5 73T
FEHLboh
NGy
RTINS D
EDEK

so deep the mountains
waiting unaware that spring
has come sporadic
taps on my pine bough door are
jeweled drops of melting snow

@)  HTEHETEDSY LI
Composed when she was presenting a fifty-poem sequence

MmMEIBL
ehESDHHED
FED I HIT
) Nl o
FIXEI2TD

the sky darkens and
in the untouched snow that falls

still on the village
where | once lived | see no
footprints yet still spring has come
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Fujiwara no Yoshitsune,
Regent and Chancellor

K ERE:
Emperor GoToba

AT
Princess Shokushi

P
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(5) AERBIABOKRE., AREICFHT D, B
HRELEERFT DI, LFEOLE
Imagining ‘the beginning of spring” when asked to compose
a hundred-poem sequence during the time the Lay Monk and
former Regent and Chancellor was Minister of the Right

F5E VAR
HEAZLETH
(R g
DI &
BHONT B0

6) MELoT
Topic unknown

F- AN ¢

N AT Y 7
EDSET
TR R 2 L
R IS5 1L

(1)

(topic unknown)

mEEBL
Kb S
ETFEDHT
BDLI=HD
BbHEebA

(8)

(topic unknown)

ESc e

EAESNUESEN
L3I
BN
X2

today this special day
| thought of spring as something
that comes only to
our capital though we know it
journeys even to far Cathay

because they say it’s
spring mists veil the landscape till
yesterday they were
visible between the waves
mountains of Awaji Isle

this morning it seems
it’s begun to melt ice that
clogged the spillways through
the crags water now seeping
beneath the moss seeks release

although the chilly
winds carry whirling snowflakes
even now we still know
spring has arrived at last
trailing its banners of mist
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BREERKERK
Fujiwara no Shunzei,
Master of the Palace
Quiarters of the
Empress Dowager

(V3RREA

Shun’e

VAT RN
Saigyo

FHAL BT
Anonymous



9) (topic unknown) (anonymous)

BV FE I this is the time of year
BTk when spring arrives they say as
HES5ED banners of mist trail

-3 1 IEN e across distant mountainsides

EE RO N where lovely white snow falls

(10) HETBEEF E E - TE 2D T 51T, RV O

TDLx XA T D M E [ER
Composed while imagining ‘lingering snow’ when Minamoto no Kunisada,
he was presenting a hundred-poem sequence Supernumerary Middle Counselor

during the reign of Retired Emperor Horikawa

FHEO beneath the surface

L7cb 2D of Kasuga field new buds

DRIz of grass push upward

DN P D eager as my love through

FEOHITE a thick blanket of spring snow

(11) MELbs7 LR A
Topic unknown Yamabe no Akahito

HIT NI in fields I roped off

EHXROFED L I’d thought to pick the young shoots

L& LEFIC from tomorrow on

MEHHITS5H but yesterday and today

EAEG NSRS snow has continued to fall

(12)  RJETHIRE 5 R AR AR
A screen poem composed in the Ten’ryaku Era (947-957) Mibu no Tadami

KRB already the grass

XA E DI that covers Kasuga field

7202 Y has turned a spring green

HROFEL L who has marked these fields as his

T LdiT who will come to pluck these shoots
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(13) ZPticHEKIZTEDOVIT DR, FOHK GIE =285

A spring poem composed when he was presenting Fujiwara no Norinaga,
a hundred-poem sequence to Retired Emperor Sutoku former Consultant

FiXOLe like white sleeves of girls

fheERDD plucking young herbs on the plain

EHEFO of Kasuga on

ESUVDERD Tobuhi field are scattered

EOLHLER patches of unmelted snow

(14)  JEEAERF O BERIC FLHEZ
From a screen painted in the Engi Era (901-923) Ki no Tsurayuki

X THA even those who don’t

AbLO~E come to see them must yearn so

HFEOED as a memento

INTCIRTDO D of spring fields I pluck young herbs

HEIRVITY and pile them in my basket

(15) MEEERKEIALRT DT, HXK BREERKERK
On ‘young herbs,” when he was composing Fujiwara no Shunzei, Master of the
a hundred-poem sequence on grievances Palace Quarters of the Empress Dowager

RIZEBSD it is not because

EHXRLebhaLY | have been plucking young herbs

WD BIZ growing in marshy

Frotellh waters for in vain the years

il avaN ) pile up and my sleeves grow damp

(16) HEHIZEIATETESY TS THDOEK

A poem on the Day of the Rat (Fujiwara no Shunzei, Master of the
presented to the Hiyoshi Shrine Palace Quarters of the Empress Dowager)
S N the pines on Shiga
EEOER shores where the small waves roll in
BB YR have grown old in whose
TENHEIZONT B reign might the seedlings have
FDOHBRD O A been plucked on which Day of the Rat
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(17) HBHHEEZTEDOD LK F i [ ]

When presenting a hundred-poem sequence Fujiwara no letaka
BT D even icy waves
IHWNDDLHEE D surging through floes in valley
ZA2To rills raise happy cries—
B3I summon the mountain thrush
FROLER spring wind from the high peaks
(18) fnHATIC T, BKELVWSZ L% KEXRE
Composed at the Poetry Bureau on the topic
‘mountain thrush at the barrier’ Emperor GoToba
‘o a mountain thrush calls
T EBWETL but still the snow flakes fall on
55HEIC cryptomeria
HOELAZX needles silvery white
EP DL mountains of Osaka

(19) WPt EERIZTEDD T LHF, KD DF

D% LHRET 5 e e 2 A
Composed imagining ‘lingering snow’ for a hundred-poem Fujiwara no Nakazane

sequence presented to Retired Emperor Horikawa

FEXx X so that we may see

fEEbRLE blossoms signs that spring has come

Janiil; delicate snow falls

FAD 5 I3 sheathing the upper branches

HITELSD of pines on Kataoka

(200 EMLH7T TN E FK i
Topic unknown Otomo no Yakamochi, Middle Counselor

B D at Makimuku

R DOWE TS there are as yet no clouds to

<HbhalE hide the cypress plains

/NIRRT delicate snow falls to film
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HITEL 553 the meadow of little pines®*

348 SNKBT, Shinkokinshii, 20-25.

349 Rodd, Shinkokinshii, 3-12.
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Appendix I1: A Translation of Tsuchimikado 'in nyobo nikki
(1) 350

At four years old [Tsuchimikado] gained the rank of Emperor and then (protected the realm) for
twelve years [1198-1210]. After that, he was (in the capital) for ten (and one) years (as Retired
Emperor).%! Then, although he humbly spoke of his hope (to remain there), (it was decided that)
he move. Surely those [servants] from the previous reign [in the capital/at court] would be taken
with him, but as we heard it... and with that. .. [there was] his departure.®>? With those who were
to live with him decided... anxiety, people.... those left behind suffered, but there was nothing to
be done about it.

I T even if I switch places....
Bbiz(¥) _Lb although I wasn’t thinking to stay,
REHD_ there’s no helping it:
LEDHFTELE staying here is
WO(HLDRDIFY my unfortunate lot in life

(2)

In the (tenth) month on the Retired Emperor’s journey out [to Tosa], they stayed for short awhile
at the Horikawa Temple,®2 and as I went along to accompany him [that far], I realized, “I only
have now to see him (for the last time),” and all I could think was, “I want to die [here],”:

350 poem numbers have been added for easier reference. Significant insect damage, particularly in the initial portions
of the text, has created some textual gaps. | consulted both Tabuchi et al. and Yamasaki’s annotations for the
unmodified transcription of the poems and use the following shorthand symbols:

() = content inferred from unreadable or missing text; | follow Tabuchi et al. and/or Yamasaki’s suggestions

(?) = content inferred from unreadable/missing text for which Tabuchi et al. and/or Yamasaki have a low level of
certainty

a blank underlined area = missing text that has no single logical reading

[ 1 = extradiegetic information, added to make the English translation more accessible

Finally, a note about the title and genre. The difference between (prose-heavy) vernacular wabun memoirs (nikki)
and (poetry-focused) personal poetic collections (shikashit) is contentious due to the debatable degree of emphasis
on one or the other, but we can see clues from the manuscript itself. In imperial poetry anthologies—which set
standards for poetry collections—the headnotes prefacing a poem are indented, and the poems are not. The reverse is
true for memaoirs, where the prose takes precedence and poetry is indented. Despite the relatively small amount of
text we see here and the title which was added later, for this manuscript—the only extant version of this text—the
poems are indented, indicating an emphasis on prose narration. | formatted by translation to follow this visual layout
of the original manuscript.

31 Retired Emperor Tsuchimikado was in the capital for eleven years. Three characters are missing after " 4% |
(jyiinen), and Yamasaki suggests this included something like "% /) —4E | (amari ichinen) . Yamasaki, 154.

352 Retired Emperor Tsuchimikado left the capital on the tenth day of the tenth month of 1221 for Tosa province.

33 T3 D DE | (Horikawa no D6) is an unclear reference. It could refer to the place mentioned in the tenth
scroll of the Kakuichi version of Heike monogatari as the place where Taira no Shigehira is held after being
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WT S WD e while I see his figure now

T ATH departing and heading off,
W what can | do about it?
I&o Ah, if only (my) life

WDH & (D37R7) went before (his)

3

Dawn (and his departure) approached, and because | was feeling out of sorts,
WobE not even knowing
B D) which way (he has gone)
HIFIFDIZ as day breaks—
WINTZ2 I (12)D how is it that these tears
I X obt somehow lead the way?

(4)

Hearing the crying of those who came to present themselves as the
imperial palanquin approached near dawn, | was of course

saddened3%4—

HHLIZH Even just thinking

HOHR( R PE L how this trip

JES NS is not like any that came before,
26 (& )ETIE the sleeves of those lined up are
SZERDHLHDD so drenched through

captured alive (Hachijo Horikawa Hall), but this would place it in an unexpected direction for someone traveling to
Tosa. Yamasaki, 155.

354 «Yoru” here refers to both “night” (close to dawn) and the palanquin drawing physically near. This is a pun with
“dew” and “koshi” as the night finishes its circuit.
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On returning to the Tsuchimikado Palace,3 as | was doing things like removing cushions from
the sovereign’s noontime resting place and dusting them off, [ was overcome with emotion and
choked on tears.

LY oD I hadn’t thought of it
MmODOLEZD even as much as
H0EN0 the dust that replaces him
Bbidksh & on the bed of this temporary world:
MmSDH~L EIX that something like this would happen.3%¢
(6)
As the imperial trip is to Tosa,
N9z although like everybody else
F5TP<ED | went today,
HOO ST this anguish
MLk is of thinking

3% Yamasaki explains the complicated living arrangements. In 1214, then-Emperor Tsuchimikado’s imperial palace
burned. It had been called various names by different resident emperors—in Tsuchimikado’s time, it was known as
the Kydgoku Imperial Palace (K XRHIPH mUREz), but previous emperors Shirakawa, Toba, and GoToba had also
lived there. After the palace burned, Tsuchimikado moved in with his mother Shomeimon’in (ZXKFAFH[E), the wife
of Emperor GoToba. Yamasaki, 161. This imperial “temporary residence” (sato-dairi H.PN2E) had already been
known as the Tsuchimikado Palace as it was located on Tsuchimikado Avenue (-9 K ).

36 As Yamasaki notes, the motifs of a lonely woman and dust on an (unused) pillow for her lover are taken up in
The Tale of Genji and by Lady Daibu, when she exchanges poems with Taira no Shigemori’s widow after his death
in1179:

Lady Daibu:

Lx5580 My thoughts are with you

&R As the dust lies thick

BEIX AT On his old pillow,

EINECAY R Where it surely still remains
Bozzehn On a bed that is unswept.

Reply from Shigemori’s widow:

EXZL Piled high, the dust lies

EDIRKIZ On that bed of ours, which once
EEfE A T We kept as bright as a polished gem,
& ME And there lies his pillow as of old—
RLZEhal & To see it brings such misery!

SNKBZ, Ukyé no daibu, 58-59. Harries, 135.

192



BHiLE LZ if only my return was also to Tosa®*’

(7)

It was thought the emperor should move to a place nearby (the capital), so on hearing that he was
expected to move to Awa3%8—

A (R4 why, again,

2D E DD is his move to beyond

V=Y eyl the strait of Naruto?
HITN72UZD how wretched, and for what
L ORDB A is this in retaliation to?

(8)

Lying down and gazing out at the bamboo growing in the eastern-facing interior garden, I can’t
even handle the poignancy of the wind blowing.

KALID Companion of

Lz o~L a thousand ages!

T2 oIz in the leaves of the grown bamboo
OE DR LE | hear the solitary sadness

BT 5720 of the wind moving.3%°

357 This contains two references to Lady Daibu’s poems and one to a poem in the Senzaiwakashii. The Lady Daibu
poems are:

(1) Poem 280, from the fifth section of Tanabata poems:

A&z Today, like everybody else,
SHIZES 2L I would lend the Weaving Maid
FEK My Chinese robe,

RICFT B YA But for the moldering of its sleeves
e e From the dampness of my tears.

SNKBZ, Ukyd no Daibu, 139; Harries, 247.

(2) Poem 151, when Sukemori had not been in contact with Lady Daibu for some time:

HUDDIL It was in my dejection

H LD That | broke off this orange blossom,

B 0EIZ For it brought to mind

BOLFEAT The scent with which my sleeves were steeped,
moLisiEn When they were piled on yours in sleep.

SNKBZ, Ukyé no Daibu, 78. Harries, 159.
38 present-day Tokushima Prefecture.

359 This poem is discussing how the author thought that Tsuchimikado’in would remain with her, in the capital, for a
long time; in other words, how his departure is as unnatural as the bamboo’s leaves turning color. There is a lot of

193



(9)

Unable to sleep, | gaze at the cloudless moon at dawn with the entrance to my partitioned room
not entirely closed. The Tsuchimikado Major Counsellor [Sadamichi]®° had gone to Her
Highness’ sleeping quarters,®®! staying until it was close to dawn. Perhaps it because he was
leaving that there was the sound of her sliding doors opening, and when he walked toward a
middle gate3®? with no one accompanying him, he leaned against [a pillar and sat down], gazing
up at the dawn moon.

LIS Bl The ancient revels of Emperor Yiian of Liang!

FEZ AW —Again, the moon of Spring Prince Terrace
slowly sinks.

JERS = A modern gathering of King Mu of Choul!

PaREZ ER R —The clouds of the Queen Mother of the West

are now about to leave.363

On hearing him recite this,

IR L just how truly deep is

word-play in this poem; Yamasaki points out word-associations (engo) among “a thousand ages/worlds” (yorozu
y0), “bamboo” (take), and “lie down” (fushi). The “thousand ages” connection stems from the bamboo’s ever-green
leaves. “Companion” (tomo) is a reference to poem 432 in the Wakan Réeishii by Bai Juyi in which he uses the
phrase &/ ] (ware tomo, “my friend”) for bamboo. Yamasaki, 166.

360 Minamoto or Tsuchimikado Sadamichi (1188-1247). He began the Tsuchimikado line. His father was Minamoto
no Michichika (1149-1202), who served at court during the reigns of seven emperors. Michichika wrote
Takakura’in Itsukushima Gokoki (1180, The Record of Retired Emperor Takakura’s Imperial Trip to Itsukushima,
R P S E=E5), and Takakura'in Shokaki (1181, The Record of Retired Emperor Takakura’s Death, /5 &5
#%75C). The two documents are collectively called Minamoto no Michichika Nikki (Minamoto no Michichika’s
Memoirs, JiiE# H 7). Both Yamasaki and Tabuchi et al. note many similarities between these records and
Tsuchimikado ’in Nyobo Nikki. Sadamichi was the fourth son of Fujiwara no Hanshi (j#)5#i1-). She adopted
Minamoto no Zaishi (1171-1257, JE{{£7-), who would be later known as Shomeimon’in (7 BH FA 5% )—the wife of
Emperor GoToba and mother of Emperor Tsuchimikado—making Sadamichi the maternal half-sister of the retired
Empress.

361 Referring to Shomeimon’in, Sadamichi’s maternal half-sister.

362 There was one western and one eastern “middle gate,” in the middle of covered corridors running perpendicular
to the sleeping quarters. Someone sneaking in would ride an ox-cart to the gate, dismount, take off their shoes, and
tiptoe in from there.

363 Sadamichi is quoting Wakan Roeishii poem 659, a kanshi by Sugawara no Funtoki. Translation from J. Thomas

Rimer and Jonathan Chaves, Japanese and Chinese Poems to Sing: The Wakan roei shii (New York: Columbia
University Press. 1997), 196-7.
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TORBHNTD

even the longing for

WL that familiar face
WNZEZ &S I had grown accustomed to,
HHITDOAH the dawn moon

(10)

Because | was feeling out of sorts, | looked out through the south-facing gate middle gate®¢* and
saw the unchanged state of the place where the imperial small bow had been.36°

H S IRL (meaning unclear)

Lo 0720 L (meaning unclear)

bHOZ DR has it become a world

72 O AD without the person

nREXRDLBA who drew the catalpa bow?3%
(11)

DT L attached only to

BHTIEINY the visage

FRZE X T I can’t forget

D BN LE even gazing (alone) is sad

H D7 ke ah, the light of the moon

364 The author is facing into the south garden that was in front of the main hall. Yamasaki, 169. This “south-facing
middle gate” doesn’t appear to exist in standard drawings of the type of palace architecture popular at the time
(shinden-zukuri). However, it’s possible that as this is a temporary imperial residence, the construction is a bit
different.

365 The “small bow” (Z D 4) is not a real bow but a toy-like version used in aristocratic contests of skill, which
frequently occurred in spring. Yamasaki notes a possible relation between this memory and the one in poem 25,
which involves cherry-blossom viewing near the middle gate.

366 To restate more directly, has this person died. Bows were commonly made from the soft wood of catalpa trees
(HDX).

367 Yamasaki lists a few poems preceding and following this which also include 3 & 23 (visage, face, image) and
B 2R Z 4 (to attach to oneself). Predecessors include Shinkokinshii poem 837, a poem by Saigyd in the grief
poetry section and Lady Daibu poem 225:

REDHED kept company now

[HI 5 & D A only by memories of
FIZRAT the image of one

SZZIFEAD no longer here such is the depth
BLn550 which human love may reach

SNKBT, Shinkokinshii, 251. Rodd, Shinkokinshii, 345.
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(12)

Her Highness’ grief surpassed even reason, so on seeing and expressing that sadness—

7R T INE in the river of tears
TCLVzE2% falling from her sleeves

To&E oI in rapids—

9 XTI & oh, the sorrow at seeing

I B E 7R | X368 only the reflection [of her son]

(13)

Consumed by the feeling that there was no one on whom I could rely, I lamented, “What should I
do?”

MY T while I’d thought myself

B AS- a so insignificant

BHOLIZ as to not be counted [among the attendants],
WEIT LD now there is no place in my heart
hE LT ARE to put [more grief]

(14)

Even when an acquaintance dispatched a message to me asking, “What is the extent of your
grief?7%%9 | felt it.

ML D if this sadness

TDHMHD remained the same as during

reHLE Cruel, cruel,

AVIAYSY oVAY (NS That despite this parting,

x5 Such that we shall never see its like,
G, The specter of his face

BILEITDE Clings to me yet!

SNKBZ, Ukyo no Daibu, 113. Harries, 207.

368 Tabuchi et al. note two poems related to Retired Emperor Takakura’s death that may have influenced this one,
from Lady Daibu’s memoir and Takakura'in shokaki.

369 This could be a reference to part of the headnote of Izumi Shikibu shii poem 162: (72 F < FEH Y L X T, A
DWW HHFZE L L2 5HIZ) (“A time when I had grief came, and what things people have asked!”)
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ESJRRASSY S that approaching dawn,
TS ETAIZ would I still today
I E LRI be asked/checked in on by others?37

(15)

Reminded of the impending dawn when he left the capital, I remembered thinking “It’s over
now,” %"t but somehow I spent my days and lived on and emotionlessly thought,3"?

WEiZET it’s the ‘now’

BbOa< L that I’d thought (would be the end),
HIFIED > how does the me

LOWNDNT of that dawn

REDIZIT A still remain?

(16)

When there’s something delightful I can’t help but smile, but think to myself, “What happened to
this?” surprising even myself.

H Y S as time passes

<& LY even when

mith e b it isn’t an amusing moment,
IR T=DONED I’m sad at
bHENRLE the lack of tears

(17)

370 Yamasaki points out that the “approaching dawn” (% 7> H, akatsuki) refers back to the author’s separation from
Tsuchimikado’in in poems 2—4. This poem rhetorically asks if she would have lived this long if her grief had
remained the same as that day (indicating that it has lessened in intensity). Yamasaki, 173.

371 Literally, “the limit” of her life.

372 Yamasaki notes " D417 < | (tsurenaku)—literally, “without feeling” —indicates a separation or disconnect

between the author’s mind/thoughts/feelings and physical body. I suggest that “emotionlessly” could be used
interchangably here with “numbly.” Lady Daibu poem 230 also includes this phrase:

INEN DD enduring

BMZNT this much feeling

BF (RS so numb

IFRNE 3% and still indifferent even to
EDEEEL the lengthening thread of my life

SNKBZ, Ukyo no Daibu, 116. My translation.
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Day and night, there is no end to the falling tears.

LNt Tx to what shall I compare

A (N RO S my sleeves?

HEAND those of female divers,
NONBROFE T | have heard,

bz &< dry out when not diving®”®

(18)

Looking at the cloudless moon and thinking perhaps [Retired Emperor Tsuchimikado was also
viewing] the same moon, my mood brightened—

BHUORDH thinking of him
LRPE T my heart travels there—
HAHEBIZ are we now together
LODZEBIRD looking at the moon
AaHhobhi from his perspective?

(19)

[Rain] spilled in to my sleeping area, and asked if I’d seen it [I replied]—

ZDZAD these days

el = VA S N el my bed is so

eHiFENn T drenched with tears,
HODHHITH even if it was wet with rain
MANESDITY I wouldn’t flip the bedding

(20)

Contemplating the [female attendants] serving [Retired Emperor Tsuchimikado] who think, “My
[feelings of grief] aren’t inferior to anyone else’s” is very sad.

TeoRERe I"d like to pay a visit;
b pib & % we all gather our grief
ZDoHT like firewood, but
LRl < kD to compare the flame
ZD%E L b% blazing in our chests

373 The implication is that the narrator’s never dry out because of her constant tears, so this is not an appropriate
comparison.
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(21)

Hearing of others’ grief at having lost someone, [those left behind] think, “How do I go on
living?”

bHFELL how wretched

BH SIS for life to be

WD H D78 so different than expected
WESHARNL to have taken care and lengthened it
BLOEHRL and even then to have lost it

(22)

At or in the vicinity of [Tsuchimikado’in’s] palace, there was no way to find consolation as even
now | felt I might see him [there], so | left my room there. There was even less comfort
elsewhere—

&~ T even changing my lodging
BbsSbiLl is sad to consider

W A what should | do

% HlT R nda with his shadow
THPBH T that I can’t part from?

(23)

From me, who was [so insignificant as] to not be counted [among Retired Emperor
Tsuchimikado’s attendants], there was no hope for my respectfully prayers [for his return], but
on [today], the third day of the month, I humbly asked, “If only I could see [him] again...”

—HO XX on the evening of the third day
MW TT AT & | prayed to see him

VWONE b just by the light of that day’s
moon, 374

LR L TOH but it came to naught:

b HITDH the dawn moon

(24)

374 With the days being determined by a lunar calendar, the first day of the month was a new moon and the fifteenth
day of the month was a full moon. In this scheme, the moon on the third day of a month would have little light.
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From then to now and from now onward,”®> my feelings of anguish somehow continued,
interfering with my sleep and piling up the number of days I stayed up all night—

F L ADIL if 1 fall asleep
PDOIZHE % I could maybe see

Hob D% his highness again...
QBRI NY there’s nothing more painful
IEHDITARL painful than lack of sleep

(25)

Grieving, grieving, [in this way] it became the first month.

S/ S even saying that
FORBRE I hadn’t been waiting
EL7IZh for this year,

ML BT INAND could it not be spring
FIREH b that always returns®7

(26)

As it’s become spring, on seeing the blossoms at the middle gate [of Tsuchimikado’s former
residence]®”’ blooming beautifully—

THEIN with the owner [Tsuchimikado] gone

RLiziFeic e why do the blossoms

=< BlE [still bloom]?

INASHRIE DT in this spring without [his] return,

2122 H 6T they do not hide on the branches®"
(27)

Bomns< if the blossoms know

226 L oI it’s spring when they bloom,

LT show some care [for the grieving],

375 This phrase is echoed in the headnote for the final chdka (long poem). The “then” it refers to includes the Jokyii
Disturbance and Retired Emperor Tsuchimikado’s departure from the capital into exile.

376 The narrator here is conflating the “return” of spring with the “return” of Retired Emperor Tsuchimikado from
exile. While spring has returned again, she wishes for it to have been her former patron.

377 This is the same middle gate referenced in the headnote to poem 9.

378 This poem suggests that the blossoms should not bloom until Retired Emperor Tsuchimikado’s return.
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Z & LIFED what if they didn’t
A EYESYI A bloom this year

| enviously remembered [the line from the poem], “the thing called flowers...”3"®

(28)

Because | had long served in the palace, there was someone who invited me to return to service
in the rear palace, but first the tears overflowed:

S HIZX to once again
BlEI>HRED view the moon

HbHL from the palace—

IR I T DONED if there’s a break [in his] tears,
HHILIZZEHLD then there really is no break3&

(29)

Seeing that in the eaves of the old palace, a grass called shinobu was growing thickly,38!

DI in the eaves

DTHSHED though there is something
oD% that has forgotten [grief],

L DOSEND X why is it that

RIZLITDHBA only the grass called endure thrives

(30)

The kerria (in the garden) in front of my room had bloomed beautifully, but on a morning when |
could see it had wilted with dew—

<BHB7e LIz though its orange-yellow
W) Z T is the color of
WAZRRLE speechlessness,

379 This is a reference to poem 524 in the fifth imperially commissioned waka poetry anthology, Kin 'yé wakashii
(Collection of Golden Leaves, ca. 1120s), which describes blossoms as things that don’t know sadness. Tabuchi et
al., 374.

380 Recalling poem 18, this is another instance of the narrator conflating her view of the moon with Retired Emperor
Tsuchimikado’s view. If there is a break in his tears to see the moon (from exile), then he’ll see it isn’t a view from
the moon from the palace, which will reignite the tears. Tabuchi et al. note that other female aristocratic court
attendants have narrated sadness at returning to the palace to serve after losing a former patron, notably
Kenreimon’in Ukyd no Daibu and Sanuki no Suke. Tabuchi etal., 376.

381 “Shinobu” can mean “to remember/recall” ({f.3%) or “to endure” (72.3%).
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FIZHLLDHL the dew makes clear (its grief)—
RESTDOIE kerria flowers

(31)

In the sixth month, though | wanted today to be the end of my grief, my mood didn’t change—

9 EHIT though everyone thinks
I HITo & gloom ends

BHOLIZ at the end of the sixth month,
Hizo>HZ % even at the start of autumn
Nz LiTh I’m still sad

(32)

My feelings of grief [for his exile] have reached three years. At the end of that [third] year—

T5EbN counting up,

T b diTdad today has ended

ME~ET and tomorrow hasn’t yet dawned—
R HEED sadness at the end

ITTENRLE of three years of grief

(33)

Without end, the tears not pausing day or night—

N ALY is there anything

NS EL more grievous than this?

HMHD if only |

TL X had expired before
TZRFELNZ the dew on that dawn [he departed]

(34)

It became autumn again. In the midst of listening to the insect cries, | heard a pine cricket—

NN ZEe listening to

xHhESTLLD the cry of the pine cricket
ZA2ETIE thinking to welcome [him] home—
P SUREyN | thought there could be
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I LEIERL nothing happier than autumn382
(39)

When | heard that he had died, it felt like | was seeing a dream within a dream; it absolutely did
not feel real.

BOOMND we’d thought perhaps
ZELRLTE he’d row back

BOLz but in the end

RN T/ L& there’s only the sadness of
SRENRLE an empty boat38

(36)

After he died, seeing the people from Awa [who had served him there] return to the capital—

WA ND seeing the figures of those
P ADM iRyl who had [worn robes like]
HLbHD% multicolored flowers
—WARRD now all wear the same:
TIHREDHDZET black-dyed sleeves

(37)

After hearing that he had passed into Amida’s Pure Land, I couldn’t get it out of my head what
he used to always say—

HDOHD “think of a lotus

RSN R SRS on a summer day”384—
IsAHZXE the meaning here

WEITT > L& now [on his crossing] sitting on
2T s 5 bie a cool lotus platform

(38)

382 Tabuchi et al. note there were multiple periods when rumors circulated of Retired Emperor Tsuchimikado’s
possible return to the capital, including from 1225-1227. They suggest this poem was composed during an autumn
in that period of a possible hopeful return. Tabuchi et al., 383.

383 The empty boat here being a euphemism for the former emperor’s death.
384 This is a quote from the kanshi poem 711 in Wakan réeishii that Retired Emperor Tsuchimikado was apparently

fond of. As Tabuchi et al. note, however, the author’s use of it does not align with the original context. Tabuchi et
al., 388.
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Feeling like even now, | can hear his voice reciting the kanshi poetic line, “On an autumn night,
awaiting the moon”3%—

bEDOLDL remembering

BT s® the sky

et b is he now looking or reciting?
bEDXILEHLL on an autumn night, waiting for

Lo IXDH the moon to peek over the mountain’s crest

(39)

Thinking that today was the [anniversary of the] day that [Tsuchimikado’in] departed the capital,
| was saddened.

N ST if I was to count,

IMY LTSI we’ve come back around
WY ET to this grief-filled day, and
I HIZ7e L& isn’t the sky at dusk
<NDOZEHE even sadder

(40)

On the eleventh day of the tenth month, [ Tsuchimikado’in] passed away. Gazing at the sky at
nightfall on the last day of the month [at the absent moon] with bitter regret—

+rdHED Feeling sad

0EDTL<DH that the tenth day

ML &I has already passed by,
oI~ L& ah, the bitterness also of the end of
72 A D the godless month

(41)

On the day when mourning ended, after hearing [Buddhist rituals] and leaving [the temple],

M5 ST On the way back
W sz x somehow growing even
Mg LiTh sadder,

385 This is a reference to the same Wakan roeishii poem as referenced in poem 37.
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72 EOIFTE the end of grief
&I ITY isn’t here yet
(42)

Now not able to think about the reality (that he is dead), and thinking he’s just on a journey away
from the capital:

DTN T Forgetting
BLXiZdHs and feeling like

LBHLT we’re in the same world—
SFsZEMNLE the sadness at realizing
Ee L s he’s gone3®

(43)

From the beginning of spring to the close of the year, from then to
now and from now onward, remembering and feeling without a
moment’s rest (from grief)—

(ESOY =YD, At the beginning of spring
+HHEVIZ just after the tenth day3%7
< bh a pine seed

2oL H9~TL was transplanted to
Foho the mountainous throne,3%
WD L Z 72 < and from the time when

38 Yamasaki notes an influence here from Kenreimon’in Ukyo no Daibu shii poem 218, which Lady Daibu sends to
Sukemori as he is fighting in the west, just after his brother Koremori’s death:

BT E How wretched it is
RIEESZE To think that this is still
M LiTh The same world as before,
HLBHDHITH A world where life itself
Ho5 I DHIZ No longer counts as life.

Yamasaki, 204. SNKBZ, Ukyo no Daibu shii, 109. Itoga, Ukyo no Daibu shii, 107. Harries, 203.

387 This date correlates with his ascension to the throne, referred to in poem 1.

388 Tabuchi et al. note this as an unusual phrase. Other poems such as Shinkokinshii poem 729 reference the tradition
of plucking and transplanting pine seedlings on the first Day of the Rat each year and wishing the Emperor the long

life associated with the trees, but there are no preexisting extant examples in waka of direct comparisons of
transplantation and the Emperor’s ascension to the rank. Tabuchi et al., 399.
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e L&Y it had gotten tall,

HEDOEHSL even the wind

Az & blowing from the heavens
Tebrb 3T didn’t rustle the branches
< T and made no sound3%°—

1o DIr & 5D 82 there were none

Ab7eL who did not rely on him.

PUED 72 T Even the waves of the seas
L2 T in the four directions calmed,
pE NS SN even the boats coming and going
BEne< were not in danger,

1 SOYIRE Wl even the people’s cooking stoves

389 This is a reference to a trope in Chinese texts which links a sovereign’s peaceful reign with the image of wind not
rustling tree branches. This indicates a lack of disturbance to the peace. Yamasaki cites the original source of this
imagery from Seikeizakki (75 52 4E2C, Miscellaneous Notes from the Western Capitol, here meaning Chang’an), a
Chinese history of anecdotes from the early Han period: " 432> 1« RIJERIE (K | (taihei no yo, sunawachi kaze
ha eda wo narazu). Yamasaki, 207. The same analogy is used by other waka poets including Lady Daibu. This
appears as poem 1098 in the Shinchokusenshii:

In the time of Emperor Takakura, this was tied to some fake leaves and dispatched to
someone who said they wanted to see the autumn leaves from the Wisteria Hall:

<A Such is this age

HIZD LT & That even rushing winds

QA N Avre tranquil in the boughs:

D WALHED Gaze, then, upon the colors
mEZ R Of maple leaves that shall not fall.

Lady Daibu Poem 111. SNKBZ, Ukyé no Daibu shii, 61; Itoga, Ukyo no Daibu shii, 55. Nakagawa Hird, ed.,
Shinchokusen wakashii, Waka bungaku taikei 6 (Tokyo: Meiji shoin, 2005), 207.

Saionji Saneuji (1194-1269), who sided with Emperor GoToba in the Jokya Disturbance and was briefly held in
captivity afterwards before being released, has this poem appear as #28 in the same imperial anthology:

Composed in the eleventh month of the first year of Kangi [1229] at the folding screen
[poetry contest] at Her Majesty’s entrance into court,® on the topic of “a willow outside
of a dwelling near a river and the mountains.”

2 HIFEA~T unchanging

fiIHFERL L as if springtime lingers in the world
< even the rushing winds

A7 b S¥a don’t howl in the branches

HHID % of the strands of the willow tree

Shinchokusenshii poem 28. Nakagawa, Shinchokusenshii, 12. My translation.
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D=2

were abundant.3%

EIEY=PN Spring: the palace attendants
2 bl T gathering together en masse,
DETESHD and as it’s his

X peaceful reign,
BIZHIHRLED viewing the Ouchiyama
{ExHD cherry blossoms.3%
B34z Summer: the clothes

7B ~T changed out,

TEIT/N continuing to wait for
FbxoN the mountain hototogisu,
PSYA DY IN e and since we exchange words
ARVl SEaN with the same intention,
HLNELEE is it the short nights
IBHHIL that deepen our resentment?
X L3056 Autumn: even the insects
<Ly that cry all night long

D EMNIgH~E raise their voices

Binkz spreading the word
250 Ts of his reign

TR0 that should be tranquil.

3% This is yet another reference to the goodness of the Emperor and echoes a poem by Emperor Nintoku,

Shinkokinshii poem 707:

e EREIC climbing the highest

DIF N THRAUL tower | gaze about me

JE D and see the thick smoke
ED)-{ 5 rising from the cook stoves of

(TN D

my people  what happiness

SNKBT, Shinkokinshu, 209. Rodd, Shinkokinshii, 291.

391 Quchiyama (AN LLI) is another name for the imperial palace, but this doesn’t fit with the above lines. If the
author is emphasizing the peacefulness of the reign, then the location for cherry blossom viewing could be outside of
the palace walls. Ouchiyama is also the mountain name for Ninna-ji, a temple in western Kyoto. Ouchiyama could
also refer to a specific type of cherry blossom, thought to be named such due to growing in abundance around
Ninna-ji. It is likely that the author is talking about viewing this particular type of cherry blossom, possibly at or
near Ninna-ji temple.
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392 Yamasaki notes that (Z (¥ £ V) is an old term for 77 7 1), the little grebe or dabchick water bird with a

distinctive red neck.

393 Tsuchimikado’in ruled for twelve years and ten months, then abdicated at age sixteen under intense pressure from

Winter: even the little grebes3??
in a gap of the reeds

Cross wings

on their nest of water-weeds;
there is no sight

more surprising.

Gazing at

the cherry blossoms and the maple leaves,

and the moon and the snow
which didn’t miss one moment,
ten-and-three

springs and autumns

had gone past

in the palace, 3%

and (even) the flow

of the Mimosuso River

has limits

in its transient shallows and depths
and in the end

(he) abdicated

And during the time

when | was happy

with the quiet

as | looked up to him,

he was caught up in

the large net of the world’s happenings
and traveled

to Tosa, to Awa,

and the women (divers)3%4
were left behind

to stream tears

and continue on

and though he’s distant,

his father GoToba in favor of his brother Emperor Juntoku. Yamasaki, 210.

3% This references poem 17; the author is included in this group.

3% This references the headnote to poem 42; see Chapter Two for a discussion.
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while we grieved

at the very least

he was still in this world

we thought

but even that was lost

and in the end

with his death like an empty boat—
how should we respond to that?—
even while grieving,

only the months and days

pile up

and there is nothing

to which this can be compared.
Thinking over and over,

“How on earth

could we have thought

spring happy?”

The end is sad [of spring drawing nearer to]
the godless month3%’

3% This refers to the spring of Tsuchimikado’s accension; see the headnote of this chdka, referencing #)%&

(hatsuharu).

397 This refers to the tenth month, i.e., the anniversary of Tsuchimikado’s death.
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