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Matgorzata Karolina Citko

Reconsidering ‘Izumi Shikibu’

ABSTRACT

The paper is devoted to the legendary figure ofidhieian poet named Izumi
Shikibu, based on the analysis of pieces of poatirjouted to her and on its
reception. The author concentrates on the analykisonventionality and
uniqueness in the Izumi Shikibu poetry, as welloasBuddhist traces in her
works, giving an account on different representetiof the poet figure in the
Izumi Shikibu Nikki On the basis of presented analysis of facts #mdr t
interpretations, the figure ‘Izumi Shikibu’ is vied as an important subject for
the study of the medievalisation and legendaringtimcesses.

KEYWORDS: lzumi Shikibu, mid-Heian poetry, legendarisation,
medievalisation.

Introduction

A mid-Heian % Period (8-12th c.) woman poet named ‘lzumi Shikibu
iR A remains, to date, one of the most legendary fgjofeclassical
Japanese literature. She is in fact one of thengmgapoets whose fame
extended beyond their own lifetime, cf. Ono no Kehal \&/\HT (early
Heian Period) Ariwara Narihirafe 513 F (825-880§, SemimaruiiiiiL

L *Izumi Shikibu’ is the pen-name of a mid-Heian iBdrwoman poet whose real name remains
unknown. There are various theories and explamatfon the existence of the name ‘lzumi
Shikibu’, although most scholars agree that whii&iBu comes from her father'©®é Masamune
KITHEE [dates unknown]) position held in tt@hikibusid 44 (Ministry of Ceremony),
lzumi was added later, since her first husbandhibama Michisadai& i (?-1016), was a
governor in the province of Izumfili&. Specifically regarding the name of Izumi Shikibu,
Yoshida Koichi i H == — argues that ‘lzumi Shikibu’ was coined by anotiesman poet
contemporary to Izumi Shikibu — Akazome Emidj-{#iF (956?-after 1041) (Yoshida 1977: 20-
31). Ohashi Kiyohidek#%iE 75, indicates that Izumi Shikibu was first named wiir pen-name

in the diaryMurasaki Shikibu Nikki(the diary of Murasaki Shikibu, 1008-1010) by drest
contemporary woman poet named Murasaki Shikbe 4 (9872 — ca. 1016)0hashi 1994: 20-
21).

2 0no no Komachi (early Heian Period) is one of st famous Japanese poets. She is counted
asone of therokkasen Skl (six poetic immortals). There are ca. 100 poertribated to her,
most of whichare about unhappy or unrequited love, separatiotheninfidelity of men. She is
the subject of many romantic leger{tipponica2012).

3 Ariwara Narihira (825-880) was a poet of the e&tian Periodcounted as one of thiekkasen
Due to apocryphal attributions, it is difficult &scertain the exact number of his poems in imperial
anthologies. The fictionalised “Ariwara Narihira’s iconsidered to be the hero of thse
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(early Heian Period)etc. She is a legendary figure that we know utiter
name of Izumi Shikibu, whose dates of birth andtiie®e unknown She
became known in numerous literary works of manys.ert only as an
excellent female poet affdmme fatale- as in her own poetry and alleged
diary Izumi Shikibu Nikkifn g 258 B 5 (diary of Izumi Shikibu,
unknown? - but also as a courtesan and bodhisattvas in the medieval
secular taleotogizshi 1 #1- entitled Izumi Shikibufi R = (Izumi
Shikibu, MuromachEs T [1336-1573] Period), aneb §E play Seiganjiz
JiEi=F (Seigan Temple, 1464).

Likely due to the ambiguity of her biography anduadance of legends
about her, Izumi Shikibu has been very extensivetgarched in Japan and
the West. There are, in fact, numerous works dgalith her legendarised
representations. Thus, Futamura Fumitd 3 A\ explained similarities
and differences between the reception of Izumi iBhiland therokkasen
ANHAL (six poetic immortal§)during the EdaT.= Period (1600-1868)
(Futamura 1979: 13-23). Ishikawa Jun’iehifa)!1#fi—ER dealt with the
development of secular tales about Izumi Shikilshikawa 1980: 29-45),
whilst Matsubara Kazuyoshix/ii—#% examined the transformation of
lzumi Shikibu's figure and legendarisation procéssed on her poetry
included in imperial and private collections (Mdiata 1992: 22-36). Saij
Shizuo P 4: & < traced the geographical locations of Izumi Shildbu
legends in his three-volume study (8&iP92) in a very similar manner to

MonogatariftZ#zE (tales of Ise, mid-10c.) (Nipponica2012).

4 Semimaru (early Heian Period) wasegdndary blind lute player and poet, the subjesevtral
pre-modern works of poetry, fiction, and drargpponica2012).

® Her lifespan is usually estimated as ca. 970820 Carter 1993: 119, Marra 1993b: 96).

® The authorship of the diary, sometimes entitlaami Shikibu Monogatarfii i X EE¥EE (the
tale of Izumi Shikibu) has been questioned manesirny numerous scholars, including Kawase
KazumaJll#f— % (1906-1999) (Kawase 1953: 21-52), Imai Takiij = (Imai 1975: 11-18),
Yamagishi Tokuheijli /7 (1893-1987) (Yamagishi 1975: 31-38) and many athBespite this,

it has been frequently acknowledged that a leggmfigure named Izumi Shikibu is the author of
Izumi Shikibu Nikki

"In the Matayana Buddhist tradition, which prevails in Japan, tisdttva is a being of great
spiritual attainment destined for Buddhahood bug tiawed not to become a Buddha until all
other beings have been helped to attain this stagbodhisattva is ranked just below the Buddha
and is a pivotal concept in the Mafina tradition, which emphasizes the possibility lbbaings
attaining Buddhahood. In popular belief, bodhissgtare viewed as divine beings with boundless
compassion that intercedes on behalf of living teres in distressNipponica2012).

8 Rokkaser(six poetic immortals) were named in the prefackdkin Wakash w4 Fli s KKS
(collection of ancient and modern times, ca. 92@)wara Narihira, Fun’ya Yasuhide /2575 (d.
8857), the monk KiserE {5 (early Heian Period), the monk Hanjgl (816-890), Ono no
Komachi anddtomo Kuronushik & 53 (NaraZs L [710-794] Period). (Ariyoshi 1982: 704).
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Yoshida Koichi & H==— as presented in a series of his scholarly papers
published in 1965-1987 Subsequent studies were carried out by Aoki
Machiko & KE.%17-, who dealt with legends about Izumi Shikibu (Aoki
1999: 234-223) and dba Akiyoshi = H & E , who traced the
transformation of Izumi Shikibu’s images in secukles (Toda 2003: 119-
140). Finally, scholars like Kikuchi Hitoshg{— have located Izumi
Shikibu as an object of the legendarisation pro@sseen within the
whole realm of Japanese literature (Kikuchi 20@673)".

The legendarised image of lzumi Shikibu has alsenbeeceived and
appropriated by Western scholars. Some of them blaweed, e.g. Edwin
Cranston, that ‘lzumi Shikibu’s life was one longasdal or so it must
have seemed to her contemporariés'which is itself quite a biased
statement emphasizing héemme fataleimage which had allegedly
already been created during her lifetime. Cransteatly work from 1969
failed to acknowledge that extremely diverse arebdently mutually
contradictive representations of Izumi Shikibu apdnese literature may
have been a result of the notion of ‘the histoyicif texts’, coined by the
American New Historicist Louis Montrose, which imfias us that the
reception of any literary work in the following danes is affected by the
social, political and cultural processes of thosas&. Even though
Cranston did not deconstruct Izumi Shikibu in hisrky he admitted that
her image is often vulgarised in medieval literargrks (Cranston 1969:
20).

9 Yoshida deals with legends related to Izumi Shilsitalleged places of death and possible graves
(Yoshida 1965: 35-45), legends about Izumi Shikibbdhe San’iniLifZ region of Honsh A
(Yoshida 1976: 2-16), along the Nakasend|Li3& route connecting Kato 5U#R and Tokyd HA{
(Yoshida 1978: 2-14), in the town of Tsuwatbf¥} in the Shimane&1R prefecture (Yoshida
1979b: 126-134), in the province of Hizfihiij in Kyashi LN (Yoshida 1979a: 165-172), along
the Kumandig®; pilgrimage route (Yoshida 1980b: 153-160), on thajima ik 5 Island in the
province of Bingdjiif% on southern Honsh(Yoshida 1980a: 85-93), in the province of Mukgu

H. on northern Hongh (Yoshida 1985: 147-154), and in Iwaki-Ishika#&yi )1l on central
Honshi (Yoshida 1986a: 120-129, Yoshida 1986b: 47-58,hids 1987: 76-58). In addition,
Nakajima Miyoko # /& 3£ X ¥ also researched legends about Izumi Shikibu onmsKy
(Nakajima 2003: 13-20).

0 Kikuchi wrote about Izumi Shikibu's poetry and éegls about her. There are also numerous
studies indicating at similarities betweleumi Shikibu Nikkand other fictional works of classical
Japanese literature, e.Genji MonogatariJi X #55 (the tale of Genji, ca. 1008), by Chiba
Chizuko T3 T#57- (Chiba 1984: 1-15) and Sawada Mas#k&! i 7- (Sawada 1997: 533-559).
 Cf. Cranston 1969: 3.

2 ouis Montrose is a specialist in RenaissanceigmdEnglish Renaissance theatre and Elizabeth
| (1533-1603). See Barry (2002:172-191) on New ¢tistsm and the notion of ‘historicity of
texts’.
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In addition to Cranston, there have been numerthey studies conducted
about Izumi Shikibu in the West. Some of them halready partially
deconstructed Izumi Shikibu's created represematioFor instance,
Randle Keller Kimbrough traced the fictional andeydo-biographical
images of Izumi Shikibu in the literature and arfsthe Kamakurdii &
(1185-1336) and Muromachi Periods (Kimbrough 1999%a Millay
researched subjectivity in lzumi Shikibu's poetrMillay 2000).
Additionally, Janet A. Walker wrote about the poedtieal and fictional
reality inlzumi Shikibu Nikk{Walker 1977: 135-182), and John R. Wallace
— about the rhetoric of seduction in the sameditework (Wallace 1998:
481-512). The figure of Izumi Shikibu also becamenhject of interest in
the area of gender studies. For example, Kimbraugttysed the influence
of some stories about Izumi Shikibu disseminatednduthe Kamakura
and Muromachi Periods on the position of Buddhianthie medieval era
(Kimbrough 2001: 59-78). Also, Bernard Faure attedpto locate the
significance of sexuality in Buddhism by studyirgmong other things,
numerous representations of Izumi Shikibu in Japarerature (Faure
2003: 1-20). Michele Marra, on the other hand, aix@d the significance
of Buddhist mythmaking on Izumi Shikibu's transfation from a
courtesan into a religious guide (Marra 1993a: 8P-Rajyashree Pandey
emphasised that by reconsidering Izumi Shikibu @thér women poets as
yijo 7z (medieval female entertainers who practiced batstjiution
and storytelling), medieval texts were able to agésthem and their poetry
(Pandey 2004: 61-79). Finally, Randle Keller Kimhbgb explored how
and why Izumi Shikibu became a prevalent characiestories used by
Buddhist fundraisers, the influence of these Busldhiales on her
appearance in later, secular tatésgizshi, and the role of gender in the
writing and telling of stories about her (Kimbroug?008). Despite their
undeniable academic value, the majority of the ipabbns mentioned
above overestimate the role of Buddhism in the gge®f Izumi Shikibu’s
legendarisation and simultaneously underestimagerdte of significant
changes that Japanese literature underwent dimingras following Izumi
Shikibu’s lifespan. In fact, none of them explaiospible reasons, even
tentatively, as to why this mid-Heian Period womamet might have
become an object of the legendarisation proceseifirst place.

Thus, | do not intend to question or criticize es@ntations of Izumi
Shikibu in Japanese literature as well as its sapmand opponents in
Japan and the West. | also do not intend to firtctloes ‘truth’ about Izumi
Shikibu, since, as emphasised by Joshua Mostow,talube reception
phenomenon, no scholar can be objective and abileddhe ‘truth’ about

14
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authors’ intent and texts However, | would like to deconstruct numerous
representations of Izumi Shikibu created over #uries, by asking what
determines the creation of such legends and whyil&hikibu became the
object of so many of them. Was it her poetic talatieged beauty and
charm, Buddhist devotion, or some other personalitigs and features
attributed to her that had determined Izumi Shikkifame and numerous
distorted representations? Or were there any osiigmificant factors
completely detached from her and characteristi¢herhistory of Japanese
literature, e.g. the reception and appropriatioen@mena that became
crucial factors for the process of her legend&adsat The results of this
study hopefully clarify possible reasons why Izughikibu became an
object of legendarisation and mythmaking, as wslltlaose processes’
universality in the whole realm of Japanese litmeat

Methodology

Perhaps the most important fact that should be keptind while
analyzing Izumi Shikibu or any other figure of disl Japanese literature
who has undergone a similar process of reconfiguratand
legendarisation is that the historical Izumi Shiktband the constructed
Izumi Shikibu are two completely different figureBhe historical Izumi
Shikibu is the one who really lived in the mid-Hei®eriod and about
whom we, in fact, do not know that much, whilst genstructed Izumi
Shikibu is the one that never really existed butglvhom we know much
more. In order to demonstrate this difference, plaphe deconstruction
analysis derived mainly from the work of the Fremdhlosopher Jacques
Derrida (1930-2004). Deconstruction is a form ofmgsic analysis that
overturns all binary oppositiohs which allows us to demonstrate the
incoherence of numerous representations of Izunikitldh Japanese
literature.

Besides deconstruction analysis and the notiorhef historicity of texts’
represented by New Historicism, another crucialcepn for this study is

3 Mostow also implies that reception influences station and that the text is not ‘the self-same
over time’ (Mostow 1996: 1-10).

14 The historical Izumi Shikibu is also the subjebe tsubject of extensive researdbhashi
Kiyohide X#&i57 made an attempt to establish her biography baseall @vailable historical
and literary sources, paying special attentiofztoni Shikibu Nikk{Ohashi 1994). His scholarly
approach is reminiscent of Shioya Satok@§: 1% 1 series of articles published in 1984-1988.
Shioya dealt with certain issues of Izumi Shikiblifs, e.g. the identity of her mother (Shioya
1984: 147-153). & Hiroshi Jti%fd researched her poetry and life whilst paying seatitention

to Izumi Shikibu’s poetic style and her relatioqshwith other historical figures §l2010).

** On deconstruction and deconstructive criticisre, Galler 2007: 85-279.
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intertextuality developed first by Mikhail Bakht{i895-1975) and then by
Julia Kristeva. Kristeva claims that ‘a text canesist as a hermetic or
self-sufficient whole, and so does not functioraadosed system’ (Worton
and Still 1990: 1), since writers are first of edaders of other texts that
influence them during their activity of writing. BoKristeva and Mikhail
Bakhtin argue that even discursive practices thiaseare intertextual,
since they also influence the texts. Based on sachefinition of
intertextuality we may conclude that authors arabees ought to accept
and recognize the inevitable intertextuality ofithectivities of writing,
reading and participating in the discourse.

Moreover, there are studies on Japanese literaigeMostow’s reception
theory mentioned in the introduction, that | rety and revise in this study
and that explain in detail the phenomena of legesation and
mythmaking as characteristic of Japanese mediggahture. Thus, based
on Susan Matisoff's research on Semimaru’s legeedobserve that in the
medieval era people learned about ‘high’ aristacretilture, that is court
life and literature, through ‘low’ literature andagina, that isetsuwaii ik
(didactic tales)ptogizzshi and né (Matisoff 2006: XI-XIX). This closely
corresponds to Barbara Ruch’s work, which emphagize significance of
blind biwa % players biwa hoshi FEEJ4HT) in the popularisation of
court culture and literature in the medieval peri@dch claims that a new
type of literature developed aroubdva hoshi — the one that was created
by people of various social classes; the one tlzt popular and thus not
exclusive to any particular social class; the dra tvas audience-oriented
and not practitioner-oriented, as well as the tia¢ was actually ‘national’
for the first time in its history, since it combthéhemes and heroes that are
uniqgue to a nation and were not a product of omgcpéar class or literary
group (Ruch 1977: 279-310). Based on works of Mé#tiand Ruch, we
observe that legends about poets from earlier figsloperiods developed
with time, and while some facts about them areohistl, much
information is added to attract the attention oé tmedieval and later
audiences. Ruch’s work is particularly significast it raised the issue of
nuns affiliated with the Kumano religious compleXwmano Bikunfg
te itJE, who were entertainers travelling across the aguand raising
money at various Shinto shrines and Buddhist tesnpletelling stories
and also offering sexual services. Ruch emphagfsgdhey significantly
contributed to the inclusion of love themes in dafeom the medieval
period, which was taken up as a separate subjetiaoy Western scholars
later on. Also, Ruch explained why courtesans aadots became
significant for the popularisation of Buddhist thangs in the medieval era.

16
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Thus, taking into consideration previous scholgrsin Izumi Shikibu and
her representations in Japanese literature, as aglithe theoretical
framework outlined above, in this study | analyepresentations of Izumi
Shikibu in her poetry included ithokusen wakashifh#%F1# 4 (imperial
collections of Japanese poetry) and private caiest—Izumi Shikibusia
iR A4 (collection of poems of Izumi Shikibu, before 12)Cand
Izumi Shikibuzokush iR = #Ki 5% (continued collection of poems of
Izumi Shikibu, before 1200’'s), both created aftemhi Shikibu's death by
(an) unknown compiler(s) — and her alleged dlagmi Shikibu Nikkias
well as works in which Izumi Shikibu appears aseoine, e.g. the secular
tale otogizshi entitled Izumi Shikiby and theno play Seiganji The
analysis aims to deconstruct numerous created sepiaions of lzumi
Shikibu and determine possible reasons why lzumki®h became a
subject of legendarisation.

I. Excellent Poet and Buddhist Devotee: Constructio of ‘lzumi
Shikibu’ Based on Her Poetry and Its Reception

In this article |1 argue that Izumi Shikibu becanige tobject of a
legendarisation process, above all because ofypattibuted to her, often
interpreted and described as very personal andbiagtaphicaf*® .
However, there is no ultimate evidence that Izuimki®u's poems have
any basis in her biography, even though we knownfhistorical sources
that she was involved in relationships with quitea men during her life,
the most significant of whom were Tachibana Mictisad & 5 (d.
1016)"", Prince Tametaka% 2 (977-1002), Prince Atsumichifk
(981-1007) and Fujiwara Yasumasi&/5i %5 (c. 958-1036Y. There are
only two ways to approach the notion of allegedbiatgraphism of poetry
attributed to her — either we assume that lzumkiBhidid in fact compose
poetry based on her personal experiences, or grghdems were created

® For example, Richard Bowring describlesmi Shikibu Nikkiand other similar works of the
mid-Heian Period as ‘some of the earliest exampfethe attempt by women living in a male
dominated society to define the self in textuaim®r(Bowring 1982: 11). | believe it is a
misinterpretation that does not take into consiitmmathat the ‘self’ created in any society,
dominated by males or not, may have been stilltcoc®d due to a number of reasons unknown
to us and may not represent reality.

1 Tachibana Michisada (d. 1016) was a governor whizand Mutsu provinces and a close friend
of Izumi Shikibu’s father.

'8 Prince Tametaka (977-1002) was the third son gb&or Reizes J# (949-1011).

9 Prince Atsumichi (981-1007) was the fourth soEnfperor Reizei.

2 Fujiwara Yasumasa (c. 958-1036) was a retaindfujifvara Michinagaté/5iE & (966-1028)
and the governor of Hizen, Yamashitoi, Tangos}-#%, and Settsd&Ht provinces.
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according to already established poetic conventitinge ask what would
cause anybody to conclude that Izumi Shikibu mighte composed
autobiographical poems, it must have been the stbryer unfortunate
love affair with Prince Atsumichi, which is the masubject oflzumi
Shikibu Nikkj along with the reception of poetry attributed ter — a
process that had already started during her ligetiBy ‘reception’ —
brought up as a significant issue for the caseapldese literature by
Joshua Mostow (Mostow 1996: 2) — | mean an actioftperception of a
literary figure or work characteristic for a givéistorical period, society
or group, which ‘receives’ (perceives or sees)ousiliterary figures and
works and processes them in a manner that besttheit worldly views,
religious and political ideals and needs. Thus.djects of the ‘reception’
activity are subject to change, transformation, ondiguration,
reconsideration etc., according to the standarda given society that
receives them. | understand ‘reception’, which Uguzccurs in the form
of literary criticism, as a comparatively passiviaty in comparison to
‘appropriation’, which | define as the process of aware and active
engagement or usage of given literary figures antksvin newly created
literature. This distinction is significant for nmgsearch, even though it is
still underestimated even among proponents of temegheory. Thus, let
us examine a few poems attributed to lzumi Shikénd attempt to
determine some basic features of her poetic séyld,then have a closer
look at her poetry’s reception.

1.1.Some Remarks on Poetry Attributed to Izumi Shikibu

The extant poetic corpus attributed to lzumi Shikitonstitutes around
1,500 poems, the main sources of which are twaf@icollections kzumi
Shikibustkr andlzumi Shikibuzokush- compiled within the two centuries
following her death by various compilétsher alleged diarizumi Shikibu
Nikki and poems in various imperial collecti6hsThe titles of her two
private collections do not necessarily correspamdhe time they were
compiled. Many poems appear in both collectionsl e authorship of
some of them is questionable. Around 150 poems femmi Shikibu Nikki
appear in thdzumi Shikibu Sh but very few appear itzumi Shikibu
Zokuskk. The second collection is usually considered to lbss

% The first part surely already existed in the trith century, as some of its manuscripts are
marked with colophons by Fujiwara Teil@/f 5 (1162-1241) and his daughter Go-Horikawa-
in Minbukyo no Sukef 3 i [ EEERIE 87 (1195-?), who copied many literary works from
earlier eras (Cranston 1969: 53).

22 Among all women poets in the history of Japanesgrtcpoetry, Izumi Shikibu authored the
largest number of poems included in imperial coitets.
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distinguished poetically, but it may also be a lesii the reception
phenomenon

1.1.1 Nature and Love Poetry: Conventionality and Uniquermss

By lzumi Shikibu’s lifetime, certain conventions Japanese court poetry
(waka f#k) had already been established. The codificatiarcgss of
Japanese poetics had begun with the compilatiotheffirst imperial
collection, entitledKokin Wakasii 7 4 fll #k £ KKS (collection of
Japanese poems from ancient and modern times, 2%, @nd two
subsequentchokusensh - Gosen Wakash #% 5 fn # #£ GSS (later
collection of Japanese poetry, 951) &loii Wakash 5 iEfi#E SIS
(collection of gleanings, 1005-1007), commonly kmomssandaisiy = 1%
££ (collections of three generations). KKS very qlydiecame a paragon
of poetic excellence, followed and emulated by gatiens of Japanese
poets, and, as pointed out by Lisa Nelson (Nel€d®©246), Izumi Shikibu
was one of the followers of the KKS style. Thusmposing in the so-
calledsandaish style had become one of the requirements for qmetry
to be considered excellent. Thandaish style may be briefly defined by
the following criteria: set themes, e.g. four seasdove, felicitations,
travel, etc., and vocabulary codified in KKS; thilisation of rhetorical
guestions; the progressive rather than associatheracter of poems
(Konishi, Brower and Miner 1958: 67-127); the apation of themitate
L7 technique, in which two things are visually coteth and which
implies course of reason vs. speculation; thesatilon ofkakarimusubitk

D % O%, which is a discontinuous correlation between igag and
endings; and the application of the following poetiropes: 1)
makurakotobaiF# (pillow word) — most frequently a five-syllablegfire
modifying the following word, i.efisakata no/A /5 @ (eternal and strong)
that precedes and modifies words ltk&i H (moon),sora 22 (sky), ame
[ (rain), etc.; 2kakekotoba#hzil (pivot word) — a pun that allows reading,
and possibly translating, a homonym included iroanp, e.gmatut? (to
wait, pine tree); 3gngoixat (associated word) — an expression that helps
to unify certain images in a poem through connotegithat are obvious for
Japanese poetic conventions, éugimifR . (lying down and seeing) is
associated witjume#®* (dream); 4utamakurafiti (a poetic place name)
— a word that involves a specific place name iroenp, e.g. Tatsutagawa
# H)Il (Tatsuta River) is associated with crimson leaws,in waka
colourful leaves float on it in autumn; % /& (introductory phrase)
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usually consisting of twelve or more syllablesradiuces a word or a
certain idea to a poem, e.g. the prefagm no to o wataru funabito kaji o
tae FH O % 5 /it AR Z#s 2 (a fisherman crossing the Yura sea
barrier loses his oar) introducingukue mo shirand7 75 % %1 5 ¥ (not
knowing the destination).

| argue that the skilful application of the rulestbe sandaisk style in
poetry attributed to Izumi Shikibu, not autobiodregm, was in fact the
reason why lzumi Shikibu began to be regarded asxasllent poet. As
much as her seasonal poems are conventional, er poems are
believable. In order to confirm this, let us havéoak at a few seasonal
poems from various imperial and private collections

1) Spring
(ERAY N RS
TeoRvBE &L
1Y)
WEFEEZL<D
BLEZWW

Subject unknown
farugasumi ‘The spring haze
tatu ya osoki to Ascends belatedly’ -
yamagafa no Unveiling the sound of
ifama wo kuguru The mountain stream
oto kikoyu naf® Passing through the rocks.
SIS: 13

% The poems and prose are presented in their otifpna in Classical Japanese, transliterated
and translated into English. | decided not to tcabse but to transliterate the poems based on a
system of Heian Japanese codified by Prof. JohBeRtley. Transliteration, which is mapping
from one system of writing into another, word byrdioor ideally letter by letter with an attempt to
enable the reader to reconstruct the original isgedf unknown transliterated words, as opposed
to the transcription — mapping the sounds of onguage to the best matching script of another
language — reveals consonant repetitions that #mbtitn system obscures and puts us closer to
the phonological qualities of Classical Japanese. mot apply this system to Japanese names and
titles of poetry collections, as their transcripidn the Hepburn system are widely acknowledged
in academia. Translations are mine unless indicatieerwise. Regarding the original versions of
the poems, | consulteBhinpen Kokka Taika7#[E @k K#l (a new compendium of Japanese
poems, 2003), which is a standard authority andngntioe most widely cited and readily available
editions. In regard to the original versions ofestlworks, | consulted their various subsequently
cited annotations.
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2) Summer
WHSWEHEDOH LD S
I HBWNAIZ
THOLIAL%E
WDE NPT
HE e & x4
SHEVEED

Composed on the first day of the fourth month
sakura iro ni From today
somesi koromo wo | remove a garment
nugikafete Dyed in the colour of cherry blossoms
yamahototogisu And await
kefu yori zo matu The mountain cuckoo.
Goshii Wakast**: 165

3) Autumn
ANB D72
HAELENED
DAL
LA MNTFD
OMHLDZ 2

fito mogana If only there was someone

mise mo kikase mo Whom | could show and have listen to

fagi no fana The flowers of bush clover,

saku yufukage no Blooming in the evening light

figurasi no kowe Among the sounds of the cicadas...
Senzai Wakash®: 247

2 Goshii Wakash % 15 fi 4 GSIS (a later collection of gleanings, 1086) is flourth
imperial anthology of Japanese poetry. It was @didsy Emperor Shirakawg ] (1053-1129)
and compiled by Fujiwara Michitosi/FliE % (1047-1099). It contains 1,220 poems and it is
known for containing a large number of poems coragddsy women (Ariyoshi 1982: 217-218).

% Senzai WakashT-# ke SZS (collection of a thousand years, 1183) isstheenth imperial
anthology of Japanese poetry compiled by Fujiwdman@eifk /5 (2% (1114-1204) at the order of
Emperor Go-Shirakawé {7l (1127-1192). It has been emphasised that manytgrigoetry
collections were sources for this imperial collentiand that the poetry of contemporary poets was
given special attention (Ariyoshi 1982: 377-378).
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4) Winter
—H, DEDOTHNL, WEZETHLABIZ, BOWVWEL
AIBETZNL, ZRICHOTTHLED
HABHEEY
ELAIZHED
BT T
ZLDOLBRE
BORb 5%

One day when | looked out early in the morning,atibe white frost
on strongly colored leaves

momidiba mo On the morning when
masiro ni simo no Even the coloured leaves
okeru asa fa Are covered with white frost,
kosi no sirane zo | am longing for
omofiyararuru The white peak of Kosffi

Izumi Shikibuzokusgh 620

All four poems are clearly reminiscent of the KK&ls. Images and
vocabulary likefarugasumi tatu(the spring haze rises), which is also a
makurakotobayamagafa(mountain stream) arithma wo kugurypassing
through a gap between the rocks), found in thenggroem cited above are
traditionally characteristic for early spring poestarting with KKS. Even
the fact that the spring arrives later than exgkderery t}/pical for KKS,
where the spring conventionally does not arrivetiore®’. The summer
poem contains &igo Z=i% (seasonal word) yamahototogisymountain
cuckoo) symbolizing summer, which, even thoughad lalready occurred
in Man'yoshi 5 %54 MYS (collection of ten thousand leaves, 759-785)
it became codified only in KKS. The autumn poemtaors the following
vocabulary:fagi no fana(flowers of bush clover) anfigurasi (cicada),
which are seasonal words for autumn and even ththaghalso appear in
MYS, they were codified as seasonal words in KKibaly, the winter

% Kosi no sirangwhite peak of Koshi) is another name for Mt. Hséa[1 (LI, Koshi, which was
divided into the provinces of Echizé#ifiij, Etchi i+ and Echigoi#% corresponds to modern
Fukuif&#, Ishikawafi )1l and Gifull & prefecturestakotoba Utamakura Daijite@001).

" The four seasons in Japanese court poetry aacsetding to the lunar calendar, used in Japan
up till the Meiji B75 Restoration in 1868. It is based solely on thatwycle.

% Man'yoshi (collection of ten thousand leaves, 759-785) is ¢adiest extant collection of
Japanese poetry. It contains many different typesfarms of Japanese poems, compiled probably
by Otomo Yakamochik f£:5 £ (717?2-785) (Ariyoshi 1982: 598-600).
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poem contains vocabulary typical for its seaso@asiro ni(white), simo
(frost) andsirane (white peak), emphasizing features of winter Hratalso
found in KKS. Moreover, even though during lzumilkitu’s lifetime the
practice ofhonkadoriA kI (allusive variation) — referring to or quoting
lines from earlier poems — was not yet codifiechgsoetic trope and it is
rather difficult to point out a direct referencetlive case of the spring poem,
three other pieces clearly play off earlier poemmnf KKS. Thus, the
summer poem alludes tanka%Z ik (a short poem) by Ki no Aritomé &

i (2-880%° included in KKS as no. 68 the autumn poem contains a
reference to KKS: 244 by the monk Sosei&f: (844?7-9107F, and the
winter poem is an allusion to a piece by Ki no &suki &~ (872-
945)*% included in KKS as no. 980 Perhaps it is difficult to make a
definitive conclusion based on only a few exampliegoems but it may be
assumed that, at least in the seasonal poetrigwtid to Izumi Shikibu, we
see a lot of inspiration from the KKS style. Let esamine if her love
poems confirm this tendency.

1) HEHOFIZ

onohk
2 Ki no Aritomo (?-880) was an uncle to Ki no Tsurkiy#t &~ (872-945), one of the KKS
compilers.
VXL BWABEKITS L ZDTERIEDH Y 22te DB DM T HIC
sakurairo ni | will wear the garment
koromo fa fukaku Dyed in the deep shade
somete kimu Of cherry blossoms.
fana no tirinamu It will become a token
noti no katami ni Of the fallen flower.
BROBRDHITNEBHITLE N VTR PEPTORELRTLD
ware nomi ya Isitonly I,
afare to omofamu Who considers touching them?
kirigirisu - Pink carnations
naku yufukage no Blooming in the evening light
yamatonadesiko Of singing crickets.

%2 Sosei (844?-9107) was a monk and poet, whoser fatieHenj — one of thaokkasen/s &l
‘six poetic immortals’ (Ariyoshi 1982: 386-387).

33 Ki no Tsurayuki (872-945) was a poet and literaijic of the Heian Period. He is known as a
compiler of the first imperial anthology, KKS, atite author of the first diary in the history of
Japanese literatur&psa Nikki1-{% H il (Tosa diary, 935-936) (Ariyoshi 1982: 456-458).
FERORHZLOANLLREL D ER LI M I T E

omofiyaru I am not familiar with

kos no sirayama The white mountain of Koshi
siranedomo That dwells in my thoughts.
fitoyo mo yume ni But there has not been a night
koenu yo zo naki | would not cross it in my dreams.
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XD DD
BHSA
HELEY 2T
H DR BRI

In a hundred poem sequence

turedure to | am gazing idly

sora zo miraruru At the sky.

omofu fito Even though the man

ama kudarikomu I long for

mono naranaku ni Will not descend from the heavens.

Gyokuy Wakash®: 1467

2) yiN
W= 3 5H 1z
BEZHETOS
NxeEBbs5
RSN E
RERD B

Love
itadura ni In vain | have
mi wo zo suteturu Cast my body away.
fito wo omofu Will my heart
kokoro ya fukaki That longs for my beloved
tani to naruramu Become a deep valley?
Izumi Shikibusix 80

3) HODWIEL SDORHRTEDHDDETIZ/R EVWDTZ 5D
Lz
HLOEIZ
bToHhnTSD
FTlZZ*

% Gyokuy Wakashh EIEFIFHE GYS (collection of jeweled leaves, 1313) is tharfeenth
imperial collection of Japanese poetry. It was medeby Retired Emperor Fushirffi 7, (1265-
1317) and compiled by Kgoku Tamekang{ i % 3 (1254-1332), who descended from Fujiwara
Teika. It contains 2,796 poems and is one of tleitperial anthologies compiled by the liberal
Kyogoku 5## school (Ariyoshi 1982: 148-149).
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4)

5)

HELDHDIT
WO HERER

ILGA IAPONICARUM XXXVII

To the one who on a day of heavy rain composedeanfmbout the
‘rainy sleeves of tears’

misi fito ni
wasurarete furu
sode ni koso

mi wo siru ame fa
itumo wo yamane

L 5T
ELBHEIZ
LoRidvwit
RLEFIZ
Bl n7e &
LoD EDPD

Subject unknown
makura dani
siraneba ifazi

misi mama ni

kimi kataru na yo
faru no yo no yume

< ANBHD
AN LHT
PRSP a e
FOMELD L
ANZEZOLE

Onto my aged sleeves
Forgotten by the one | knew
Falls the rain
That knows my fate,
And never abandons me.
GSIS: 703

Since not even my pillow

Knows, do not reveal

What you saw.

Do not speak

Of our dream on a spring night.
Shinkokin Wakasi® 1160

% Shinkokin Wakagh# 4 ik SKKS (new collection of Japanese poems from aneied
modern times, 1205) is the eighth imperial anthplofjclassical Japanese poetry. It was ordered
in 1201 by Retired Emperor Go-Tol#a/s (1180-1239) and completed in 1205 but underwent
numerous revisions. It was compiled by Fujiwarek@gFujiwara Ariie fEFA % (1155—1216),
Fujiwara letakaifi 52/ (1158-1237), the priest Jakur@®# (?-1202), Minamoto Michitomo
P (1171-1237), and Asukai Masatsufigs; F-HER% (1170-1221). It consists of 20 books and
contains 1,981 poems (Ariyoshi 1982: 346-348).
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kurokami no When | lie down

midare mo sirazu Unaware of the disorder
utifuseba Of my black hair,

madu kakiyarisi Above all I long for the one
fito zo kofisiki Who brushed it gently.

GSIS: 755

All five poems are clearly reminiscent of the KKigls. Thus, even though
we do not find any poetic devices in the first poémsetting is typical for
love poetry.Turedure(idleness, boredom) emphasizes the lonelinedseof t
speaker, who is the ‘waiting womé&h: awaiting her beloved's return, a
fixed concept in Heian Period love poetry. Moreovitle poem likely
refers to two KKS poems — no. 484y an anonymous author and no.
743" — the only poem in KKS by Sakai no Hitozaiiel: A\ EL (?-917),
governor of Tosal-% province (?-917). The second poem is composed in
the form of a rhetorical question, which very viyighortrays the depth of
the speaker’s feelings by metaphorically compaiing a valley and thus
visually creating a space. We find similar vocabplkand images in KKS:
1061%° by an anonymous author. In the third poem we sepum
(kakekotob@on furu, which in this case means ‘to rain’ and ‘to grol’ .o

3" The ‘waiting woman’ is a fixed poetic motif symibmihg a wife or female lover who stays at
home while her husband or male lover leaves foipaot on business. It is probably derived from
mainland Asian ancient culture and poetry, sincengdes of the ‘waiting woman’ are found
already inShi Jing##f€ (the book of songs, before 6th c. BC) - the oldadsting collection of
Chinese poetry.

BY SHTEOT TP TREHE LR IAESHET

yufugure fa At twilight

kumo no fatate ni | am deep in thoughts

mono zoomofu About the clouds’ boundaries.

amatu sora naru | believe | long for a man

fito wo kofu to te From far above the clouds.
IBIEELIZZOLEADODZLNIPES T LICRBIDH 5D Lt
ofozora fa Is the vast sky

kofisikifito no Truly a symbol of a man

katami ka fa That | long for?

mono omofu goto ni No. Then, what makes me gaze off into the sky
nagameraruramu Whenever | think of you?

PO EZVOT LG ERTESPERZHEL RV 2D
yo no naka no If one threw oneself

ukitabi goto ni Whenever one suffers

mi wo nageba In this world,

fukaki tani koso Even a deep valley

asaku nariname Would become shallow.
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The speaker, likely a woman, skilfully expressaefgfter separation with
her beloved who does not pay her visits any mone. fain is personified
and is a symbol of tears that have become a faitdmpanion of the
speaker. This poem contains a line from KKS:*®§ the famous poet
Ariwara Narihira, who in Japanese literature isymlsol of the perfect
lover. The fourth poem, written in a woman’s voioeguests the speaker’s
beloved not to reveal the content of their dreamether people. Such a
promise creates intimacy between the lovers, wkigdn the personified
pillow ‘may not know’. The poem contains allusidiastwo tanka— KKS:
504" by an anonymous author and KKS: 676y Lady Iseff*#4 (ca. 877-
ca. 938" At the beginning of the fifth poem we findnaakurakotoban
kurokami no(black hair), which, as an expression, appearsadir in
MYS: 2610° by an anonymous author but is utilised also in K&

AT TICRB LB LI T LON=AEE LERIESY TEIND

kazukazu ni Painful it is

omofi omofazu To ask whether

tofigatami You love me or not.

mi wo siru amefa The showers that know my fate
furi zo masareru Are gaining on their rainfall.
CPONZOEALSELDRHWOMDHZZLBIELEHD
wa ga kofi wo How may my beloved

fito drurameya Know of my love?

sikitae no If anyone does,

makura nomi koso Only the pillow in my bed

siraba sirurame May know.
BLBEONTHEZCETRALLDE LD R LRRDOZE LTS LT
siru to ifeba Since they say

makura dani sede That the pillow knows,

nesi mono wo | slept on none.

tiri naranu na no Yet, my name, as if it were dust,
sora ni taturamu Rises to the heavens.

4 Lady Ise (ca. 877 - ca. 93@js a female poet, whose real name is unknownvasethe name
of a province of which her father, Fujiwara Tsugjed%5ifkfZ (dates unknown), was governor
Her poetry was widely appropriated in later perifaisyoshi 1982: 32-33).
BT £ B RT3 R BT SRS

WUTTeEDDORL ApHEDEDD LAENTRIFH I OO0

nubatama no | keep tugging my hair,

wa gakurokami wo Dark as pitch-black jade.
fikinurasi The more it is in disorder,
midarete nafo mo All the more my love
kofiwataru kamo Strengthens.

AP EDDNBL BOBHRLNLE LLHEORICSNE L E
ubatama no Will my hair,

wa gakurokami ya Dark as a pitch-black jade,
kafaruramu Transform?

kagami no kage ni In the reflection of a mirror
fureru sirayuki | see white snow falling.
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by Ki no Tsurayuki. In this case, the appropriatadrMYS vocabulary by
lzumi Shikibu is obvious because hinkg as opposed to Tsurayuki's
poem, contains explicit amorous implications. Tifth fpoem is filled with
eroticism by Heian Period standards and is, thugie quntypical. It is a
direct confession of desire for physical contacthwva man made by a
woman. An image ofkurokami (black hair) creates and symbolizes
intimacy between the lovers that is unheard of dgetry by other poets
contemporary to Izumi Shikibu.

Summing up the nature and love poetry attributedztoni Shikibu, we
may conclude that it does in fact follow and isgldy derived from the
KKS poetic style, containing numerous poetic devi@gnd composed
within the frames of establishe@thkathemes and vocabulary, especially in
the case of seasonal poetry. There are, howevéswaintriguing and
unconventional features notable in the love poétinst of all, the speakers
in love tanka quoted above usually appear to be lonely and aivestd
waiting women, who suffer from a lack of love artteation. In fact, the
ideal of love and relationships is embodied in fxed figure of the
constantly lonely and crying ‘waiting woman’, whibly the Heian Period
became the ideal of a wonfdnHowever, idealised love is not always
platonic in poems attributed to Izumi Shikibu, singe see that the female
speakers sometimes appear to be lustful. Shariagséime pillow and
brushing a woman’s hair by a beloved man are siusitvery intimate by
the standards of Heian culture and were rarelysatlin Japanese court
poetry. Even though poetry attributed to Izumi $tkoccasionally refers
to poetry by Ariwara Narihira and Ono no Komachid not think that
those allusions were made in order to emulate fi@étic style, which is
an issue unnecessarily brought up by almost ewerglar writing about
Izumi Shikibu’'s poetry. | argue that Izumi Shikibipoetic style is derived
from the KKS tradition, and that she, herself, wadact, a contributor to
the sandaishr style. However, love poems attributed to her aéhaps not
as faithful to poetic conventions as her seasooains. | believe that this
feature distinguished her poetic style and becahe hasis for the
reception of the amorous nature of her poetry afej Wwhich in the
medieval period was appropriated and perpetuateduimerous tales,
legends and a fews plays. Such a step away from the conventionswaf lo
poetry, so firmly established by Ki no Tsurayuki fine kana preface

4" The creation of such an ideal was, among othagthicaused by the fact that women aristocrats
did not perform any kind of professional work apest their time at home, where they waited for
their husbands and lovers, composing poetry andisgrietters. The activity of waiting thus
became part of ‘being a woman'. However, we shoafdember that a lonely woman constantly
awaiting her husband is an archetype appropriaigthally from Chinese poetry.

28



Reconsidering ‘Izumi Shikibu’ ILZA IAPONICARUM XXXVII

(kanajo i 44 J¥ ) * of the KKS, is exactly where scholars find
individualism in poetry attributed to Izumi Shikipwften mistakenly
interpreted as autobiographical. Tsurayuki write$odlows:

SGotof, AICox, AL, EIZRDITTD LY,
HIETR D, IR EFOHNT UL, BIFADFIC
HAARD, NEhaZ Loy T, EHRHPTICIE, {6
BWRICHT R Z LI b TRYITED ()Y

Because people nowadays value outward show and turn
their minds toward frivolity, poems are mere emyyses and
trivial words. The art of composition has become pinovince
of the amorous, as unnoticed by others as a logdum the
earth; no longer can it be put forward in publidregly as the
miscanthus flaunts its tassels (McCullough 1985: 5)

The kanapreface clearly makes a statement about the nahdesalue of
love poetry composed in Tsurayuki’s own era. Lowetpy had originally
been composed in the form of letters exchangeddmstiovers. It is thus
not unusual that it was based on personal exp&sernts primary nature
was rather intimate and its audience limited tareals group of people.
This is exactly what is described bygonomi no iefa A D5 (secluded
home-site of lovers) and what is criticised. Theiealove poetry of the
MYS era is not criticised for its passionate natoregeal-life inspirations.
However, love poetry is criticised for the lack pfogress in its own
evolution, since in thkanapreface it is pointed out that it cannot get over
the stage of its evolution that requires direct geal intimacy between two
people. Th&kanapreface is thus an attempt to establistkaas a form of
art that is not created based only on personalrepes or as a form of
communication. Love was supposed to become a ctiomahtheme, and
poems should have, above all, an artistic valuds Iperhaps not the
attitude towards the notion of love or the lovegtizes that have changed
from the MYS era, but the approach towards the @mitipn of poetry
motivated by literary criticism. Thus, even thoupghbetry attributed to
Izumi Shikibu seems to return to the MYS ideahwfkoto# (sincerity}°

“8 Thekanajois a preface to the KK@ritten by Ki no Tsurayuki in Japanese as opposetié
manajo .4, ¥, the KKS afterword/preface in Chinese written biyni¢ Yoshimochifdiit =2 (?-
919).

“9 Cf. Kokin Wakash 1983: 22.

* Since the pre-modern era in Japan, the MYS has treguently brought up as an example of
the makotoideal that was allegedly lost and replaced byidieal of miyabi % (courtly elegance)
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and opposeg&anajds critique of love poetry, it is not the main faest of
love poetry attributed to Izumi Shikibu. Moreovdr,s true that poetry
attributed to Izumi Shikibu refers to KKS and soimes to Ono no
Komachi and Ariwara Narihira’'s work. However, | dmt believe that
emulating the so-called ‘passionate style’ of thpsets was the intention
of Izumi Shikibu or whoever composed those poenmgesthe so-called
‘passionate style’ is likely a construct of lateripds. | argue that poetry
attributed to Izumi Shikibu approaches, in a unigod daring manner, the
conventional theme of love, as amorous intimate'esere portrayed a
little bit more visually and erotically than in pus attributed to any of
Izumi Shikibu's contemporaries. One may have thprassion that those
poems were really composed ‘in bed’ and that is whgy appear
passionate and real. However, we cannot simply nassthat the
‘passionate style’ of some of the love poems attatl to Izumi Shikibu
was motivated simply by her personal experiendeseshat would be a
naive oversimplification that ignores centuriegexfeption, appropriation,
legendarisation, transfiguration and other procetsat the figure of lzumi
Shikibu underwent in the long history of Japanes&ature. The only
conclusion that we may make is that love poemdbated to Izumi
Shikibu have, for generations, been perceived aisrarly believable.

1.1.2 Buddhist Poetry:shakkyaka or Not?

Japanese Buddhist poetry, named with the tehakkyka FRZ#, has
always had its place in theaka tradition. The ternshakkgka appears
already in the fourth imperial collection, the GSi&it Buddhist poetry
became an indispensable part of Japanese podtitamnaonly at the turn
of the twelfth and thirteenth centuries, when weseslee a significant
change in the composition efaka At the end of the twelfth century,
Buddhism received significantly more poetic attenfiwhich is notable
especially in the seventh imperial collection, Senzai WakaghT-#F1#k
4£ (SZS, collection of thousand years1183). Compiled by Fujiwara
Shunzeif#g 5 2 1% (1114-1204Y", it devoted a separate volume to this
religion (as it also did to Shintoism). Thus, sin8ZS all subsequent

in later eras. Those ideals are, however, merggtioms of th&okugaku®“# (national learning)
school of thought that were picked up by scholarthe Meiji Period (1868-1912) and were not
used as established criteria for evaluating pasttiie Nara and Heian Periods.

%! Fujiwara Shunzei (1114-1204) was a poet, critig] arbiter ofwaka He compiled the SZS and
established the most powerful family of poets artibfars ofwaka,the Mikohidarif#l7-/: school
(Ariyoshi 1982: 312-313).
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imperial collections contain two religious volumeene devoted to
Buddhism and one to Shintoism.

This change in the aesthetics of poetry did notceam only Buddhism,
since there is a definite shift from the courtly teclusive poetics,
frequently explained to be motivated by the desraenew the poetic
tradition by returning, among other things, to antiJapanese poetics and
Chinese classics (Bundy 2006: 147). Reclusive poelt® were either
exiled or reclusive by choice, attempted to fin€litipath in life. They had
been an established motif in Chinese literatureaflang time (Smits 1995:
1-9), and we observe their revival in the Japamesdieval era. However,
some scholars, e.g. Ishihara Kiyoshiiifi5, argue thashakkygka can
already be found in the MYS (Ishihara 1980: 16).

Interestingly, lzumi Shikibu is believed to havengmsed numerous
poems on Buddhist themes or containing philosopkiedements remnant
of the Buddhist teachings, which is frequently lglouup as another
unusual feature of her poetry. Let us examine a éxamples of her
shakkyka and determine if she in fact intentionally incaiged
Buddhism into her work, or if the Buddhist inter@ation of some of her
poems are only a construct of later periods’ reoapt

1) MZEEADL ST, KARTHONELITD

fFE L0

I ZEICE

UNUR 201

WINTH S

(oo A

Composed for and sent todkfi Stonin2

kuraki yori From darkness

kuraki miti ni zo Onto the path of darkness

irinubeki I am bound to enter.

faruka ni terase Shine upon me from afar

yama no fa no tuki The moon above the mountain edge.

SIS: 1342

2) ShLEi

TLDOLDHY

52 Shpka Shonin (910-1007) was a distant relative of Izumitsfihusband, Tachibana Michisada,
and a well-known Buddhist monk of the Heian Period.
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fune yosen | would steer my boat
kisi no sirube mo Having no guidance
sirazu site On these shorelines,
e mo kogiyoranu And never row into
farimagata kana The Land of Harima.

Izumi Shikibusit 835

3) IWSFIZE D TTRED T DIV E TS EKRITEEE T

W) % DI
Boozxz
HcTcz%
D EINTIED
bR
Hearing the holy recitation of sutras upon &itvio a mountain
temple
mono wo nomi Only on account
omofi no ife wo Of a temple, | left
idete koso The burning house of desirds
nodoka ni nori no Now, | even hear
kowe mo kikoyure The voice of a priest.

Shokugos#i Wakaslt>*: 1275

¥ The parable about the burning house tells a stbout how a fire breaks out in the house of a
wealthy man who had many children. The wealthy staouted at his children inside the burning
house to flee but they were so absorbed in thaitegathat they did not hear his warning. The
wealthy man then devised a practical way to lueedhildren out of the burning house. He knew
that they were fond of interesting toys so he datlat to them saying that there were three carts
outside the gate. The first one was pulled by &,gha second one was pulled by a deer and the
last cart was pulled by an ox. The children, eageslay with new toys, rushed out of the house
and were thus saved from the danger of the fir¢hilparable, the father represents the Buddha
and the children represent sentient beings trappeal world of danger. The Burning House
represents the world burning with the fires of miess, old age and death. The teachings of the
Buddha are like a father getting his children, vaine unaware of danger, to leave a burning house
(Hazen 2003: 25).

% Shokugosti Wakash #¢1% #5 & fii# ShokuGSIS (continued later collection of gleanjrugs
1325) is the sixteenth imperial collection of Jagmmpoetry. It was ordered by Retired Emperor
Go-Daigo #%iely (1288-1339) and compiled first by NiTamefuji —5: 2% (1275-1324) and
then by Nip Tamesada 5% (1293-1360). It contains 1,347 poems and is cemsiito be
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4)  FEOHIZIERIOEHRI~LEH L TEIED T D23
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When | asked: ‘Where are you going?’ to a priestgiag by
the front of my house and carrying a maiden flowes,
replied: ‘I am taking this flower as an offeringrfthe Buddha

on Mt. Hie®
na ni si ofaba Although by its name
itutu no safari It suffers from
aru mono wo The Five Hindrance$
urayamasiku mo It is a flower that enviously
noboru fana kana Ascends the mountain.

Shinsenzai WakasH: 894

5 <K LHFEIZEAVEVITDHIZ, 6O 2IFREY HS5
XN EEVNN T ZEZ0 T
WarED

poetically mediocre (Ariyoshi 1982: 333-334).

%® Hiei k%X is a mountain to the northeast of Kyoto. A Tersksit temple named Enryakei /&

<f is located on the top of it.

% In some Buddhist traditions (among other thingshiyana) there is the idea that women are
defiled. It is called the doctrine of the Five Hiadces. According to this teaching, women are
excluded from five forms of rebirth, namely rebidh the king Brahm the godSakra, the king
Mara, a sage king or a Buddha, unless they firsisfosm into men. The Five Hindrances are as
follows: 1) women’s impure and evil nature, 2) thenbridled indulgence in lust, 3) their
arrogance regarding the true Dharma (the Law tiygtiolds, supports or maintains the regulatory
order of the universe’), 4) they are endowed witihy-four latent bad qualities, 5) their hatred,
ignorance and attachment to the mundane world ®d809: 129).

5 Shinsenzai Wakash#t T #f1 i SSZS (new collection of thousand years, 1359hés t
eighteenth imperial collection of Japanese poéitryas officially ordered by Emperor Goskjon

1 ¢ % (1338-1374) but was in fact initiated by the foendf the Muromachi shogunate,
Ashikaga Takaujie f1]24 £ (1305-1358). It was compiled by WiTamesada, it contains 2,364
poems and, as opposed to the innovative collectibribe Kyogoku school, it is believed to be
more conservative and to return to the early tiamit of Japanese poetics (Ariyoshi 1982: 353-
354).
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When, upon a visit to Kurama Temlé received a fruit
presented on a fan from a maiden servant

ikabakari Although I am not
tutomuru koto mo At your service,

naki mono wo For whom do you collect
kofa ta ga tame ni This noble fruit?

firofu konomi zo — For my unworthy body.

Shinslii Wakasi®* 1526

It is undeniable that all five poems contain Budtltihemes, imagery and
vocabulary. There are, in fact, many more poemsbatéed to lzumi
Shikibu that could be and frequently are intermtdtem the point of view
of Buddhist teachings. With regards to the fiverpseited above, the first
tanka which is one of the most widely known poems htied to Izumi
Shikibu that affected generations of later Japammsts, is clearly an
allusion to a passage froktysho Rengeky 125 3E#% (lotus sutra 100
BC)®, translatable as ‘Out of darkness we enter intrdess’ (& A
). In this poem we also find the wondti 1& (path), which clearly refers
to the Buddhist terntds & symbolizing the ‘path of Buddha’, that is
Buddhist teachings, and it is remnant of the D&bistm dao j&, which
also means ‘path’. Moreover, the imagery in thenpds remnant of
Buddhism. Thusyama no fa no tukili ® %™ H (moon above the

%8 Kurama#%f& Temple is located in the far north of Kyoto. ltedsto be a Tendak# school
temple but the object of worship is currently egotand unique to the temple.

% Shinshii Wakastt #5EFndkE SSIS (new collection of gleanings, 1364) is theetgéenth
imperial collection of Japanese poetry. It wasaidily commissioned by Emperor Gasgfon but
the initiative came from the second shogun of tehikaga shogunate, Ashikaga Yoshiakit&!|
F£a2 (1330-1357). It was compiled first by Wifameaki .25 4] (1295-1364) and then by the
monk Ton'a [ (1289-1372). It contains 1,920 poems and is cemsitl to be poetically
mediocre (Ariyoshi 1982: 350-351).

0 The Lotus sutrais one of the most popular Malina sutras, which, along with other texts,
forms the basis of the Nichire & schools of Buddhism (Sugaand Montgomery 1998: 5-16).

% Daoism or Taoism is an indigenous religio-phildsiopl tradition which originated on the Asian
mainland and emphasizes living in harmony withBre®@i&. The term Dao means ‘way’, ‘path’
or ‘principle’ and indicates something that is bakie source and the driving force behind all
existence.
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mountains) is a symbol of Buddhist teachings ardjetenment. In this
particular poem, addressed too&@ Shonin, the moon signifies Izumi
Shikibu’s religious guide, and, since the moonls®a symbol of a male
lover inwaka it probably became a reason why she was beliavédve
an affair with Sbka Shonin and why she is presented as a courtesan and
harlot in later medieval literature. The secondmpa@dso contains obvious
Buddhist imageryKisi /& (shore) is related to another wadnéyan 1% =
(the shore at the opposite side), which is a symbbl Buddhist
enlightenment, and to Harim# &, where Shki Shonin's temple —
Engyoji [BI#=F, was located. Thus, this poem also creates ablitiween
Izumi Shikibu and her religious guide. The thirdepocontains an allusion
to a famous Buddhist parable about a burning hénase thelLotus Sutra
which symbolizes a negative attachment to life, snlkidden in a pun on
omofi no ifef LU % (the house of desires) afigho ife kD5 (house of
fire). In this poem, thanks to a visit to a Buddhismple, the speaker
achieves the goal of leaving the burning house feeeing himself from
the world of earthly desires. The voice of a prissthus a symbol of
Buddhist teachings, which the speaker is finallleab hear. The fourth
poem contains a reference to the Buddhist idesh@fRive Hindrances.
Even though this poem, clearly imitating a famouwsem by Ariwara
Narihira from the ninth episode of tihge MonogatariF 2455 (tales of
Ise, mid-tenth cf’)z, is believed to be composed by Izumi Shikibuaitial
authorship is doubtful. It is not included in anther poetic collections
before the ShinSZS (compiled in 1359), evenl#oeni Shikibusia and the
Izumi Shikibuzokugh It also appears in a commentary to tléus Sutra
entitled Ichijo Shigyokuslh —3&$5 £ (selection of gathered jewels of
the single vehicle, 1488), where it is accompaitga story similar to the
preface of the poem in the ShinSZS. In fact, thatokshis preface we
know that ominafesiZc B fE (maiden flower), symbolizing a woman,
climbed the mountain only thanks to a monk, whdeotéd it on his way
to a Buddhist temple, and was thus able to reabphéenment. The poem
thus emphasizes the idea of Five Hindrances by dsirading that women
cannot reach enlightenment without men’s fielft is thus probable that
this poem is apocryphal (Kimbrough 2001: 64-65) buproves that

%2 |se Monogataritales of Ise, mid-10c.) is a collection of poems and their associaguatives
dating from the Heian Period. Its most popular ieersontains 125 episodes. Poetry from this
collection was subject to wide appropriation in ldter periods (Ariyoshi 1982: 34).

% Edward Kamens suggests that the poem may alsa parody of the custom of sending poems
along with and attached to gifts, particularly flew - an exchange that most commonly took place
between friends or lovers’ (Kamens 1993: 426).
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medieval Buddhist propaganda utilised the figurdzoimi Shikibu. The
fifth poem is anothetankaconsidered to be ghakkgka and it emphasizes
that even though some people do not enter the phatBuddha, the
Buddhist teachings symbolised by a fruit are alwaayailable to them. The
poem aims to present the Buddha as the one wh@mek new followers
and does not exclude anybody.

There is no doubt that some poems attributed tmil&hikibu did, in fact,
contain intentional allusions to Buddhist themesd agmbols. However,
there is a question of how to interpret and lo¢htese Buddhist poems
within the whole realm of Japanese Buddhist poéthe fact is that at
least in the late Heian and early Kamakura Penpmé&try attributed to
lzumi Shikibu was apparently not perceived as ‘Busid which we
observe based on the fact that none of her Buddb&ns are included as
shakkyka in imperial anthologies until the fourteenth cewgturhe first
chokusensh to contain ashakkyka by lzumi Shikibu was ShokuGSIS
compiled in 1325. By that time, the figure of Izuikibu might have
been already reconfigured by and utilised in mealisecular and Buddhist
tales, which subsequently may have caused the siocluof poems
attributed to her in theshakkyka volumes of late medieval imperial
collections. Buddhism, as a theme, is another feattill considered to be
unique to the poetry of Izumi Shikibu's era. Thisdespite the fact that
there were other woman poets who composed Budgiusims, e.g.
Akazome EmoniR 4:f  (956?-after 1041) or Princess (naiskinn
Senshig 7-PN# + (964-1035%". | argue that the appearance of Buddhist
themes in some poems attributed to Izumi Shikibs argother reason why
she became a heroine of many medieval Buddhist taie the object of
the legendarisation process, even though she diieseem to have been
perceived as a Buddhist poet during her lifetimene Treception
phenomenon is thus also significant in the cas@esfBuddhist poetry.
There is of course the question about how thesmpaeere interpreted if
they were not defined as ‘Buddhist’ during Izumik®tu’s lifetime and up
until the fourteenth century. We can only speculdieut that, but one of
the possibilities is that Buddhist poems attributedher were perhaps
perceived more as philosophical than religious.

% Princess Senshi (964-1035) wasadiin 75/ (high priestess) in the Kamo Shrirgs% £t in
Kyoto for 57 years. She wasamkapoet who had her own poetic salon consisting ofgssional
female poets. She is particularly known for her @hidt poems (Ariyoshi 1982: 378).
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1.2. Reception of Poetry Attributed to Izumi Shikitu

Poetry attributed to Izumi Shikibu has been thguent subject of literary
criticism, academic publications and literary tlatisns for hundreds of
years. Works evaluating her poetic abilities rebabk as far as her own
lifetime, no matter if the evaluation is positivé pegative. There is,
however, one trend notable in such literary cstici— for some reason
poetry attributed to Izumi Shikibu has become rmamd more appreciated
with time. 1 would like to argue that Izumi Shikilbas at first perceived as
just another court woman poet of her era and oitly time did she start to
be received as an excellent poet. The explanatiosiufch a change in her
reception may vary, starting with simple reasonshsas the significant
number of Izumi Shikibu’s poems included in impk@athologies, and
ending at her already existing and often mutuallgntadicting
representations of a waiting but amorous and urftditvoman, courtesan
and bodhisattva. Literary critics, writers and dal® of many centuries
seemed to have returned to the poetry attributddutmi Shikibu not only
to evaluate it, but frequently also to find confation for her constructed
representations. Let us examine a few examplegevédy criticism that
contain evaluations of Izumi Shikibu’s poetry.

1) Murasaki Shikibu NikkEs=(UiE A 52 (the diary of Murasaki Shikibu,
1008-1010¥ by Murasaki Shikibd%zi# (ca. 970-ca. 1019

FRAFENVSANZZE, BHL LAY EEINILIT D,
EnE, MRBITT LN Fbh, 9béiFTX
ZLYDEXEZDI1I2, ZONTEOFHDH N, IRV EE
D, WIEFEOHRZIFRDDD, TN EENLEZ &,
LOBIFEX, KO EDLY, FLEDOHITLIAIEIZD
ZREL IO, HICENEEDZEEBIT, bt
MLE—5LD, BHEEDAKARNEY, ENEICAD
KA AR, TEDVRTELAT, WTRSET

8 Murasaki Shikibu Nikk{diary of Murasaki Shikibu, 1008-1010) is a recofcthe daily life of
Murasaki Shikibu, the author of ttigenji Monogatari It covers the period from autumn of 1008
to the New Year’s festivities of 1010. It shedshtigon the courtly way of life and everyday
activities that are not mentioned in historicalaticles. In her diary Murasaki Shikibu critiques
the poetic abilities of many of her contemporafiépponica2012)

% Murasaki Shikibu (ca. 970-ca. 1014) was a novefiset and lady-in-waiting at the court of
Empress S#shi # 7 (988-1074). She is best known as the author ofGbgeji Monogatari
(Ariyoshi 1982: 632).
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Now someone who did carry on a fascinating
correspondence was Izumi ShikibBhe does have a rather
unsavory side to her character but has a talento&sing off
letters with ease and seems to make the most ktatament
sound special. Her poems are most interesting.oAgh her
knowledge of the canon and her judgments of otleapie’s
poetry leave something to be desired, she can peogoems at
will and always manages to include some clever gghithat
catches attention. Yet when it comes to criticizorgjudging
the work of others, well, she never really comedaupcratch —
the sort of person who relies on a talent for ep@mzation,
one feels. | cannot think of her as a poet of thghdst
rank. (Bowring 1996: 53-54).

2) Toshiyori Zuim #4E&E% (Toshiyori’s poetic essentials, 111%)
by Minamoto Toshiyorii % (1055-1129%*

WERMEIZ, FOoFMES o, TREERERE, WD
nnrEasnsz) &, Fhfangut, —oicns
REFEACHLT, XL, OFZ2R20ndb LN
HEZ L, KODLILDRD, VW, RATEREHRIA
20 EHVITNE, FER. A LITFIEDT,
B2 1970 el e O s s B N A R SR e U RO O = = R I
ZE, KEHEIT, O ANBT O] EHITIIL,
[ZnZ, ADZHMBLBRFEENSL, HLXINIHE

67 Cf. Izumi Shikibu Nikki. Murasaki Shikibu Nikki. SarmshNikki. Sanuki no Suke Nikkb94:
201.

% Toshiyori Zuim (Toshiyori’s poetic essentials, 1113) is a poetmtise by Minamoto Toshiyori
written for Fujiwara Tadazaneé/lit 9% (1078-1162) daughter named Yasuko or Ta#hi-
(later consort to Emperor Toba ¥ [1103-1156]). It contains basic information abthg art of
wakacomposition and often presents knowledge abouinkge poetry in the form of anecdotes.
This treatise was widely read and studied by mamerations of latewaka poets and scholars
(Ariyoshi 1982: 485).

% Minamoto Toshiyori (1055-1129) was a poet andictitho compiled the GSS and whose
teachings were widely appropriated in later peribglsgenerations of Japanese poets wala
scholars (Ariyoshi 1982: 484-485).
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When the Great Chancellor $fifjwas asked by
his son, the Middle Chancelfr ‘which one do you think is
superior, Shikibu or Akazome?’, the Great Chance#plied:
‘It is not a matter that can be easily determingkikibu is a
lady who composed an excellent poem: Reeds in é&ghts,
so closely woven. She was a very special poet’.aBse he
replied like this, the Middle Chancellor thoughodd and said:
‘People say that among Shikibu’s poems the bestorighine
on me clearly, moon of the mountain crest’. The dBre
Chancellor said: ‘This just shows those people’sk laf
knowledge. The phrase ‘out of the dark into thehpat
darkness’ may not be found in thetus Sutraand even if it
was to be found there, it is hard to believe Shikdame up
with such an idea. The phrase: shine on me clesulys the
previous lines of the poem well and allows it tovelep
smoothly. To compose the poem: ‘come to the hutJowg, so
closely woven...”, would be impossible for ordinarggple.
This is an extraordinary poem.

3) Mumyzoshi #£ 4, %7 (nameless book, 1196-1202)robably by
Fujiwara Shunzei's Daughter (musum/i 2k & (11712-12527%5:

" Cf.: Karonshi 2002: 237-238.

™ Great Chancellor Shijrefers to Fujiwara Kirat )5 /2F: (966-1041), who was a significant

poet of the mid-Heian Period.

2 The Middle Chancellor refers to Kisis son, Fujiwara Sadayoff /il £ i (995-1045).

" Mumyszsshi (nameless book, 1196-1202) it is the oldest extark of criticism of Japanese
prose. It is an extended fictional dialogue amoenegal unnamed women, narrated by an elderly
Buddhist nun who spends a night in their companyiwara Shunzei's Daughtel/F (£ il £
(1171?-12527) is considered to be its most protmltieor Nipponica2012)

" Fujiwara Shunzei's Daughter (1171?-12527?) wagytheddaughter of Fujiwara Shunzei (1114-
1204), by whom she was raised and adopted. Steng&dered to be one of the best women poets
of her own era. By the early 1200’s she particigatemost of the poetry contests organised by the
court (Ariyoshi 1982: 314).
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It's hard to believe that, though a woman, Izumiku
composed so many excellent poems. It may be dusotee
karma she acquired from a previous life, for | tamagine
such talent springing from the present world (Md982: 425).

4) Mumysshs #£4, ¥ (nameless treatise, 121%)by Kamo no Cbmei 15
£ (11557-1216)

() HIEEA S EIC b HMENT, KOFICHESE
FHldbonhal, Bz EF X, FHRbLE<, 2k
K%Msoiﬁﬁ<ﬁﬂ\ﬁ%f%ﬂ%%iklﬂéﬂ
Z %

(...) lzumi Shikibu suffered neglect during her life¢
because of her character; her poetry was not hettki esteem
it deserved, but as she was really talented anduped a
number of fine poems, composing when occasionsaxod
keeping them on store, many of her poems were after
selected for anthologies (Ka1968: 403).

Thus, Murasaki Shikibu Nikkicontains a rather harsh critique of Izumi
Shikibu’s poetry that accuses her of not knowingidaules of poetic
composition. Izumi Shikibu’s poems are called siwlland generally
mediocre. The first extant evaluation of poetryilafited to Izumi Shikibu
was thus not very positive. A hundred years latami Shikibu is given a

75 Cf. Matsura no Miya Monogatari. Mumygsshi 1999: 270.

S Mumysshs (nameless treatise, 1211) is a poetic treatise dipdno Cbhmei I5EH] (11557—
1216). It includes information on anciemékapractices, poetic anecdotes and sayings, as well a
knowledge about chanting and poetic compositioniy@shi 1982: 630-631).

" Kamo no Cbmei (11557-1216) was waka poet and essayist, who lived in the troubled
transitional years between the Heian and Kamakeraod@s. He has come to typify the literary
recluse who abandons the world for a life of refinanquillity in a small mountain hut
(Nipponica2012).

"8 Cf. Takahashi 1987: 194.
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little bit more credit inToshiyori Zui@, which provided a comparison of
lzumi Shikibu to another renowned mid-Heian womaretp Akazome
Emon, and recognised her poetic abilitiésshiyori Zui@ also raised the
issue of the most famous Buddhist poem by IzumkiBhj containing a
passage from theotus Sutrawhich is quoted above, but denied the sutra
as a source of inspiration. Yet another hundredsyager, theMumybzoshi
provided a Buddhist explanation for the poetic droee of Izumi Shikibu
by concluding that her poetic abilities must hagerbcaused by her karma.
Moreover, it is emphasised Mumybzoshi that while in her own era Izumi
Shikibu was not perceived as an excellent poettolirer charactét, later
generations recognised her poetic talent, whiclvggdhat the reception
phenomenon definitely applies to the figure of Izhikibu and poetry
attributed to her. Moreover, we see that this réeepphenomenon had
been transforming over the ages. It is, howevénigining that none of the
above works mentioned her alleged amorous natudenamerous love
affairs. None of those literary critiques cleangated poetry attributed to
Izumi Shikibu as autobiographical, which is thedevice that its alleged
autobiographism must have been a construct of peieods.

There were, of course, other examples of literaitycism that mentioned
and evaluated poetry attributed to lzumi Shikibuowsdver, whilst
Fujiwara Kiyosuke /< 4& 1% #fi  (1104-1177f° in his poetic treatise
Fukurozshi %% (ordinary book, 1157} quoted the same anecdote
about Izumi Shikibu that we find ifoshiyori Zui@, and included a
number of her poems in thegishika f&75 7k (excellent poems) section,
Fujiwara Shunzei included a few of the poems attetl to her in his
Koraifiteishy 7 iJEATS (poetic styles of past and present, 139Gt
he did not really evaluate her poetry. ShunzeiX laf attention to Izumi
Shikibu’'s work may seem surprising, since he was fibunder of the
Mikohidari f#l-7-7= house that specialised in the Heian Period clgssig.

" Kamo no Cbhmei might have meant her numerous love affairs amdrous nature, which are
features widely attributed to Izumi Shikibu.

8 Fujiwara Kiyosuke (1104-1177) was a late Heigrkapoet, scholar and leader of the Rakef

4 poetic school. He is most known for his poetiatiges and handbooks, which were extensively
used by later generations of Japanese poets (Aiiy882: 149-150)

81 Fukurosshi (ordinary book, 1157) is a poetic treatise by Fajiav Kiyosuke in two volumes
containing 851 poems from the MYS and imperial aluhies. The second volume deals
specifically with issues related to poetry conteStsis long treatise contains many stories and
anecdotes about Japanese poetry (Ariyoshi 1982555

82 Koraifiteishs (poetic styles of past and present, 1197) is aipdeatise created by Fujiwara
Shunzei allegedly for Princess Shikiski7-P#l £ (ca. 1149-1201). It consists of two volumes,
out of which the first one is entirely devoted tetMYS. The second volume contains poetic
examples from imperial collections from the KKStilpthe SZS (Ariyoshi 1982: 235).
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Genji Monogatarilil 455 (tale of Genji, ca. 1008} Makura no Sshi
BB T (pillow book, after 1008f, etc. There is, however, a possibility
that more attention was paid to lzumi Shikibu's fEoeabilities by
Shunzei's descendants — his granddaughter and drajileikaik il & 5
(1162-1241%°, who copied Izumi Shikibu's private poetic coliects.
Moreover, Teika included a poem attributed to I1z&hikibu in hisOgura
Hyakunin Isshul»& &5 A —1 (one hundred poems by one hundred poets
from Ogura, after 1235y°, which was undeniably a sign of
acknowledgment of her poetic talent and becameobdriee bases for the
canonisation of her poetry.

After Mumypshs, lzumi Shikibu disappeared from works of poetic
criticism and appeared more and more frequentlyanous kinds of tales.
The reception of Izumi Shikibu and poetry attrililite her was thus taken
over by other literary genres and by the modernherawork was widely
interpreted as autobiographical. Edwin Cranstonntpdi out that the
renowned Japanese literature scholar Ikeda KikgH %5 (1896-1956)
had described Izumi Shikibu in the following wayzumi’s nature was
unbridled and unrestrained; she acted as her pasglrected her’
(Cranston 1970: 1). Such a legendarised repregamtat Izumi Shikibu
was naturally received by Western scholars. Evengh Cranston himself
evidently attempted not to judge Izumi Shikibu dmedt poetry through the
lens of medieval tales, he did not reconsider arodstruct any of her
created images. Another American scholar, SteveteCaescribed Izumi
Shikibu as follows: ‘(...) Notorious for her many Iaffairs even in her
own lifetime, Lady Izumi is another in the longdirf legendary lovers
that began with Ono no Komachi, whose stylistidui@fice she reflects in

8 Genji Monogatari(tale of Genjj ca. 1008) is a tale that has been called thediesat novel in
world literature. It has an essentially simple pld¢scribing the life and loves of an erstwhile
prince known, from his family name, as “the shin@enji” (Nipponica2012)

84 Makura no $shi (pillow book, after 1000) is an essay by Sebi®gonis V> #1 S (c. 966-1017).

It consists ofshort eyewitness narratives, casual essays, impnsssreflections, lists, and
imagined scenes. It gives a detailed account afitevend customs at the Heian court. Matters of
love and the beauty of nature are predominant teeimet issues of taste and the foibles of the
uncouth are delineated with sharp (Mipponica2012)

8 Fujiwara Teika (1162-1241) wasveaka poet, critic, editor, and scholar. He was one igf s
compilers of the eighth imperial collection, the KSX and sole compiler of the ninth,
Shinchokusen Wakashii h## fiik4E SCSS ew imperial collection1235) (Ariyoshi 1982:
459-461).

8 Ogura Hyakunin Isshigone hundred poems by one hundred poets from Ogiiea, 1235) is a
poetic collection compiled by Fujiwara Teika. Intains a hundrediakaeach by a different poet,
organised in roughly chronological order. It is @fehe most known Japanese poetic collections
ever (Ariyoshi 1982: 81-83).
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poems that are at times passionate and intensémes$ brooding and
melancholy’ (Carter 1993: 119). Carter followed ypital legendarised
representation of Izumi Shikibu, according to whale is compared to
Ono no Komachi, and the autobiographical interpieriaof her poems is
focused on their amorous character.

Thus, based on the poetry attributed to Izumi Bhildnd its reception, we
may conclude that two features usually ascribetthivomid-Heian woman
poet, excellence in poetry and devotion to Buddhismist have been
creations of later periods. Poetry attributed tamz Shikibu took time to
acquire wide respect in the world of poetry, andighist themes in some
of hertankawere, for a long time, not perceived as ‘Buddbisbugh’ to
be included in theshakkygka of imperial collections until the fourteenth
century.

II. From a Perfect Woman to a Figure of Rejection ad Suffering:
Representations of ‘lzumi Shikibu’ in [zumi Shikibu Nikki

Izumi Shikibu Nikkis a diary or tale that presents its heroine imyna
different ways. Similarly to poetry attributed taumi Shikibu and its
reception, all of her mutually contradicting repmesations ifzumi Shikibu
Nikki later became the basis for numerous tales abauatiI8hikibu and
are another reason for her legendarisation. Thu)eabeginning of the
diary lzumi Shikibu appears as quite a lonesomeingaiwoman. Her
previous lover passed away and she seems to kexisgffvhile pondering
on the significance of life and death. When heraiaffwith Prince
Atsumichi starts, Izumi Shikibu at first turns dotbe a very inaccessible
but quite seductive woman, skilfully arousing jeslp in her new lover.
Moreover, she also possesses a few features gbetiect woman, e.g.
devotion to Buddhism and excellence in poetry. Hmuethe heroine’s
alleged excessive seductiveness causes rumoursstandstarts to be
considered as unfaithful. Despite that, she finatlgkes her way to the
Prince’s palace, only to soon become the objetdughter and jealousy of
the Prince’s main consort, and to feel out of pldge to her provinciality.
Thus, in the diary the figure of Izumi Shikibu ungiees a transformation
from the perfect lady to a woman rejected by caoiety and a pitiful
victim of love and another relationship. Let us éaw look at a few
excerpts from thdzumi Shikibu Nikkithat demonstrate changes in the
representation of its heroine, starting from théting woman through the
inaccessible and seductive Buddhist devotee, extgtioet, the unfaithful,
and finally rejected and suffering lady.
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1) The Waiting Woman

LR IR EHOTE HE OB OOWNLED
TIEEI, WHRBIZHRVBNE, KO T L850 %
TP, LD LEOFEHEZLH2LE, NIZEITAS
k EDk, bidntentediz L, EExEHOL &

WADTFIIOTUL, ZehR2olet BSIFE ST, I
SR UNEAERY T, ¥

Frailer than a dream had been those mortal%ites

which she mourned, passing her days and nights sigtis of
melancholy. And now the tenth day of the fourth thohhad
come and gone, and the shade beneath the treesegmw
deeper. The fresh green of the grass on the emlearikmn
though most people would hardly have given it angta—
somehow aroused an emotional awareness withinahdr, as
she sat gazing out at it, she noticed a movemethteahearby
openwork fence (Cranston 1970: 121).

(...) lEADZIC, AW RET, BWREbTHR SR
HIZ, 2RE&Y ?6?603 DAl TN DT, HEHZHY,
BlOP Y EIZOT-FI1TET=512, BZADELWDDH L
X Z 2L,

W X DD

KD IZE %

A/ EY ghind

EH5HbIbE

BZ &L

R L,

AR

Rk 72T

L xIZ

MEED AL

Wah = F &

87 Cf. Izumi Shikibu Nikki. Murasaki Shikibu Nikki. SarmshNikki. Sanuki no Suke Nikkd94:
17.

% Those ‘mortal ties’ refer to Izumi Shikibu’s retaship with her previous lover, the late Prince
Tametaka.

% The tenth of the fourth month is the first daysaimmer in the lunar calendar, which roughly
corresponds to May in the solar calendar.
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FiosZbhotenLLBIERE, floEE~d, *

(...) Toward the end of the month the wind blew fedyc One
day while she sat gazing, more than usually depdeby the
autumnal tempest and the rain, a poem came frorArihee. It
was written with his customary air of knowing justat
sentiments were appropriate to the season, sarthtthe end
she had to forgive him for his long neglect:

Nagekitsutsu “While | was gazing,

Aki no misora o Lost in melancholy sighs,
Nagamureba Upon the autumn sky;,
Kumo uchisawagi The clouds churned wildly,
Kaze zo hageshiki Blown by the violent wind.”
She replied:

Akikaze wa “The merest stirring
Keshiki fuku dani Of the autumn wind
Kanashiki ni Is sad enough,
Kakikumoru hi wa But a day of leaden clouds
lu kata zo naki Beggars description.”

Her days must indeed be sad, he thought; nevesthdilme
drifted by as before without his visiting her (Cséon 1970:
156).

2) The Inaccessible and the Seductive
(.) 2=BFHV T, BVOThLbLELE~D,
L, bO~SHLL e THELZZ 9 BIz, W fEk
DHbZ2AILREROYERNIT, ZLITbDRED
BlZ 2T AAC T E ST ETES Y TH LD, &
(...) Two or three days later he stole out to seeajain. But as
it happened, the lady had decided to go on a ielvea certain
temple, and was in the midst of her preparatoryfipation.®
And besides, his neglect showed how little intetesthad in
her anyway. She therefore made scant effort to tialkim,

% Cf. Izumi Shikibu Nikki. Murasaki Shikibu Nikki. SarashNikki. Sanuki no Suke Nikk94:

46-47.

9L Cf. Izumi Shikibu Nikki. Murasaki Shikibu Nikki. SarmshNikki. Sanuki no Suke Nikkd94:
24-25.

92 Those included, among other things, the avoidafcelations with the opposite sex.
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using her religious observances as an excuse faoriigg him
all night (Cranston 1970: 137).

. HOFRTBIZLENEZD, £, SLLRTER
S5o9bIC, BZADBIZOIKAL T, 9 bE AR
H1F T, MELEQICHESS S AL L, I LD
TZEELHNE, ADHDHIZREBIFLO LT, %
LIFOLETEOT, 2T,

HIFE L
FEXOFOIC
VAT
DHELD
moLEFERLYS

(...) The prince came in his usual secretive fashigut.as the
lady had discounted any such possibility and wasemer

fatigued by her devotions of the past several dags, had
drowsed off to sleep, and no one heard the knodkirige gate.
Since he had been listening to various rumors, Rhiece

thought she must be entertaining another lover,safity stole

away, returning home. The next morning she receitred

following note:

Akezarishi As | stood waiting

Maki no toguchi ni At the pine-wood gate

Tachinagara You would not open for me,

Tsuraki kokoro no The proof of your cold heart

Tameshi to zo mishi Was there for me to s¢€ranston 1970:

139).

3) Buddhist Devotee
M HIEEIZNAIZH R Db, > o< o
ol T, AINZEECTCERENY b H oI & TFETH,
H.ALY SRV DLNREBIEL T, HIXOTTIT,
B, [—AEPY TCESELOLIE, AllchtrZ D
ABIEFILET 2L EHESTE., TiE 4138
B, DEOTEMNN] & THXEFENELZEOT, BiTE

93 Cf. Izumi Shikibu Nikki. Murasaki Shikibu Nikki. SarashNikki. Sanuki no Suke Nikk94:
26-27.
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T, AT E 2L, AOEHBNIZIZH LT, 5D ¢
DAL L T\ MINDHBE LRI ENTDH DAL E
ST, WEBDOIEL O T, i&b%f} WAL Z&Z U TED
A E Rl e m*&ﬂ@?@ﬁ T L, HeL<
TRFLEE DHETL D

Y S U Nt U7ﬁ> Waé: HITREE, ThicE] &
BT, XS LTRSS, 2RED baed
BT CTRAUE., TWELEI AV I OTIT D &8t
REN R ELOEFITEI VT, EELETIEZ
BEEEH0Y
(...) In the meantime the eighth month had begun. [Elioy
decided she must do something to relieve the teddfirher
existence, and set off on a pilgrimage to Ishiyalesying word
that she would be gone about seven days. Justsatirtte the
Prince was struck by what a long time had gone ittyout their
seeing each other, and summoned his page to cangsaage.
The latter, however, informed his master that eacant visit to
the lady’s house he had heard that she had goisdiy@ma on
retreat.
“Well then,” replied the Prince, “since today it asready dark
you shall go there the first thing tomorrow morningnd he
wrote a message and gave it to the boy.
The latter proceeded to Ishiyama as directed. athg however,
was not before the Buddha. On the contrary, hed mias filled
with thoughts of home, and she reflected ruefuligttsuch
pilgrimages showed how greatly she had changed.vidréd
was a very sad place indeed. Just as she wasgumiuardly to
the Buddha in earnest prayer, a movement belowrdiimg
attracted her attention. Curious, she looked dowchsaw that it
was the Prince’s page. It was a happy surprise.
“What brings you here?” she asked, and for reply gage
handed over the Prince’s message. Opening it moneetlly
than was her wont, she read:
“I am impressed with the fervent faith which yowaalisplayed
in going off on this pilgrimage, but why did youtrapprise me
of your plans? You certainly do not seem to cormside any
impediment inyour search for salvation (Cranston 1970: 153).

% Cf. Izumi Shikibu Nikki. Murasaki Shikibu Nikki. SarashNikki. Sanuki no Suke Nikkd94:
43-44.
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4) Excellent Poet
(.) BZADORBIFEONRIBRESOT, THPLE LR
nE BIZIALDFEUODDANRTESITS D %E, HIE
NESOORINLLZ EOEDFRFOREESIZ, 0L
DD ESTEOHRRLIEFTBIEPLE, OEDDIE
~ tdHy, *®

(...) Toward the end of the month a message camier Af

apologizing for his long silence the Prince went ‘tfou may
think it a bit odd, but | have a request to makegai. It seems
that a certain person whom | have been seeinguibe @ long
time is going off to a distant place, and | wouikkelto say
something to her that she would consider touchiig poems
you send me are more touching than any others ¢ kaown.
Please write one for me now” (Cranston 1970: 161).

5) The Adulterous Woman
(.) WT, BRLEHDICHZI LD LEES%E, B LD
LRIZIFUT LA 7Z2) &S,

BEb, E500RNLT, DN SHORDIZEIERIE
T, HBOIAAHZ DL, [ZoITAE, AR
DWETRD, BbWETRD ] LE~T £ A
b BITTRDIT) L BxICHIPRIT, WEH
EHITLOBIESN T, ALIWIHARL, *

(...) If only she could somehow correct the quitetgsque
impression of her he had picked up from currensigos

The Prince too felt that the situation was by neans
hopeless: she would serve to lighten the tediumitiays. But
soon fresh rumors came: “They say that a certainaiibto
captaifi’ has been paying court to her lately. | hear hes doe
her even during the day.” Or again: “Did you knomatt the
Civil Affairs Minister®® has been favoring her, too?” Such stories

9 Cf. 1zumi Shikibu Nikki. Murasaki Shikibu Nikki. SarashNikki. Sanuki no Suke Nikk994:
52.

9 Cf. Izumi Shikibu Nikki. Murasaki Shikibu Nikki. SarmshNikki. Sanuki no Suke Nikk994:
39.

%1t is not clear to whom exactly this referenceriade but Minamoto MasamichifEiE (d.
1017) has been suggested as a possibility (Crad8ttr 257).

% At that time the Civil Affairs Minister was Minartm Toshikatai{2 & (979-1044).
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were on everyone’s lips. He could only conclude gtee was
inordinately fickle, and for a long time there were messages
from him (Cranston 1970: 149).

6) A Figure of Rejection and Suffering

FEp~Y TEA R, BEOFELIS, BiZbHE->< LT
ZOEND, BbBELETEZRESLTUL, WE
#9590 LIFIZT, 2L oA <hizE~0, Zh
DT THELRHISNL D BIED, O OEFESL
HTHTHDORADIZ, F3FENEZITRAT, [ZOANER
o] LRZHITRHSE, WESEHLEX,

BHRAUE, ZEIITTEALELEO, I LR
BaHOL L THAILEOT, #HECHY, WerNLEIZ
H, ONONRY LEDLBRFESEOHTSH %,

N TESELSIELEIT, TRRLEDRPIT b DN L&
ZEESEHILDOLT, K ADBIELDOIZE SN
TCHHOLT, 27 ThdLI0k] Lo RTHIE,
MIZHBALELEESZEWEMERD, PR Db0nED
TIE BV BIEWDIIEX, Whrnnidtdde, 2728 H0<
LLARSHEEROEEICLERADT, 855, P
(...) The New Year came round agaifiand on the first day the men
of the court went in full force to take part in tlteremonies of
obeisance to the Retired Soverel§liThe Prince made one of their
number, and as the lady watched him take his dapaghe was
struck by how young and handsome he looked, seujperior to the
others. She felt quite ashamed of her own appeardie ladies-in-
waiting to the Princess came out to the view theceedings, but
instead of watching the spectacle outside, théyfar themselves in
their eagerness to see the newcomer, poking hold®ipaper panels
to peer at her. It was disgraceful. With evening tkeremonies drew
to a close, and the Prince returned. He came bsmted by a huge
assemblage of the highest court ranks, and theendwhpany made
merry to the sound of flutes and strings. The vgayety of the

9 Cf. Izumi Shikibu Nikki. Murasaki Shikibu Nikki. SarmshNikki. Sanuki no Suke Nikkd94:
85.

1001t refers to the year 1004 (Cranston 1970: 294).

101 |t refers to Retired Emperor Reizei, Prince Atsthiis father (Cranston 1970: 294).
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occasion immediately brought back memories to timdy lof the

lonely, empty life she had lived in her old home.

While she thus continued in the Prince’s service wlas constantly
exposed to the unpleasant talk of the underlingsclwcame to the
Prince’s ears as well. He was thoroughly offend&fter all, there

was no necessity for his consort to think or spsakmeanly of

someone else. It was really too much; his visithdo were few and
far between. The new lady, too, felt quite unconafiole about the
situation, but what was she to do? She simply ¥aid the desires of
the Prince (Cranston 1970: 189).

It is clear that along with the progression of timehelzumi Shikibu Nikki
the image of its heroine undergoes significant gean At first Izumi
Shikibu appears to be the waiting woman, who in gkelusion of her
home faces the monotony of everyday life. Then, wher relationship
with Prince Atsumichi begins, she often turns @ubé avoiding her new
lover, causing his anger and jealousy and thussargihis desire, which is
believed by some scholars to be a part of the Bedcarhetoric of
seduction’ (Wallace 1998: 481-482, 511-512). Mosrpweven though
those features are not predominant in the diagy,heroine of thdzumi
Shikibu Nikkiundeniably receives some recognition for her poailities
and devotion to Buddhism. In fact, the theme of dusim, even if not
explicit, is somehow present in the whole diarg,. én the scenes of love
and suffering, where we find Izumi Shikibu pondgron the transience of
life and escaping to various Buddhist temples. Thus see positive
representations of Izumi Shikibu in theami Shikibu Nikkbut we are also
exposed to her negative features, e.g. excessiveroasness and
unfaithfulness, which in the following centuriesceee some of the most
emphasised characteristics of Izumi Shikibu. Irgngly, it is exactly
when the heroine of thieumi Shikibu Nikkturns out to be unfaithful that
her image starts to undergo a significant changpgs Thange probably
affected the perception of her by readers of thésydin the following
centuries. lzumi Shikibu ceases to be a positivaratier and perfect
woman. Her alleged unfaithfulness eventually causescandal in the
Prince’s residence and in court society, which raaker suffer, even
though she appears to be the Prince’s favourite. fldroine of thézumi
Shikibu Nikkitransforms into quite a negative character, wigdikely the
basis for her medieval representations as a fidiynor courtesan.

Thus, even though Izumi Shikibu is not presentedhilzumi Shikibu
Nikki as dramatically as she is portrayed in seculastahdno plays, the
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diary definitely represents early stages of hereferisation process.
Some features of the created Izumi Shikibu overdih the reception
phenomenon of poetry attributed to her, e.g. po&runderstood as
autobiographical and excellent; the heroine is, ragnather things,
presented as a Buddhist devotee. One may arguehidteroine of the
Izumi Shikibu Nikkfits into a stereotypical image of a court ladyrir the
Heian Period, who is always lonely, waiting andfesirig from love. Yet,
how does a perfect woman fit the image of beingusik, amorous,
rejected and unfaithful? The conclusion is thaséhfeatures do not fit any
positive representations of women in the Heiand@ernd they signify the
very beginning of the medieval reception of ‘Izushikibu’.

It may also be concluded that Izumi Shikibu's repraations in the diary
were consciously manipulated and controlled byaiithor, whoever s/he
was. Of course | cannot provide readers with argcifip evidence that
would explain why the diary would have been written a manner
presenting lzumi Shikibu negatively. However, thenight have been
some personal, or even political reasons, why Iz&mikibu — if she
herself was the author of theumi Shikibu Nikki- or someone else,
presented her as a waiting but seductive and bffihitvoman, who is
simultaneously devoted to Buddhism and composesllert poem¥”?,
Thus, even though early stages of Izumi Shikibegehdarisation process
are notable in the diary, | believe that it is tie diary itself but the further
reception of Izumi Shikibu’s representations ithét constructed an image
of Izumi Shikibu as being, above all, seductivepeons and unfaithful.

[ll. From Courtesan to Bodhisattva: the Medieval Reeption of ‘lzumi
Shikibu’ as Represented inOtogizashi and Né Drama

Besides thelzumi Shikibu Nikki Izumi Shikibu became a heroine of
numerous medieval tales and a fe@vplays. However, as opposed to the
diary that appears to be based on Izumi Shikibiwgraphy and constructs
representations of her that are believable, thenitajof medieval literary
works portrayed Izumi Shikibu in a vulgarised angrsimplified manner
that completely distorted her biography. Buddhismd aBuddhist
propaganda obviously played a significant parhivse medieval tales and
no plays, since lzumi Shikibu is frequently presented an extremely
amorous woman or a harlot who simultaneously lofms religious
absolution. Thus, she becomes an example of aftyy, who, thanks to

192 On the political and literary implications of ahet Heian Period diary entitléthgers Nikki I
5 H it (gossamer years, ca. 974), see Mostow 1992: 385-31
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Buddhist teachings, is able to enter the path ofidBa. Her distorted
representations are, thus, vehicles for advertigogsible ways of reaching
enlightenment. However, even though from the copteary point of
view it seems that Buddhism played a main role #mat it was the
motivator for the perpetuation of Izumi Shikibu'sransfigured
representations in the medieval era, taking intoswteration works of
scholars like Susan Matisoff and Barbara Ruch, aulsl keep in mind
that the reason why Izumi Shikibu might have beglised by Buddhist
propaganda was that she was already known to tlokewad audience as
an example of an extremely amorous court lady axwkliEent woman
poet® Such reception of her image is notable in a sedale otogizshi)
entitled Izumi Shikiby in which Izumi Shikibu is appropriated as a
courtesan, whose passionate nature causes herapdindespair. As
summarised by Edwin Cranston, the plot of theitabes follows:

“In the days of the Emperor Ichi** there was a courtesan
named Izumi Shikibu who plighted troth with Tachibano
Yasumasa and conceived a child by him. When the, tmb
boy, was born, Izumi abandoned it on the &G®&ridge,
placing a scabbardless dagger by its side. The \way
rescued and brought up by a townsman, and sermcionte a
monk on Mt. Hiei. In course of time he became faméar
and wide as Bmei'®Azari. One day the youngdinei was
summoned to recite sutras in the Palace. Thereahe as
beautiful court lady, for whom he conceived a passLater
he returned to the Palace in the guise of a tamgeseller and
sought her out. The lady of course was none ot lzumi
Shikibu. She returned his love and yielded herszlhim.
Then, as they were about to part, she noticeddyget. A few
guestions brought out the truth, and with a shdukrealized
he was her son. She was so appalled at the blidrfidsiman
passion that she forsook the worldly life and esdethe
temple of Shka Shonin on Shoshazalf. There, at the age of

193 gysan Matisoff emphasised that in the medievalpeple learned about ‘high’ aristocratic
culture and literature through ‘low’ literature ambtama, that issetsuwa otogizshi and no
(Matisoff 2006: XI-XIX).

104 Emperor Ichij —4¢ (980-1011), who reigned from 986 to 1011, wasaBleemperor of Japan
according to the traditional order of succession.

%5 Dsmei is a variation of Bmys. Domyo Azari j& iy F%L (974-1020) was a monk and poet of
the mid-Heian Period. He frequently appears in elitales as one of Izumi Shikibu’s lovers.
1% Shoshazan& 5 (LI refers to Shoshazan Eregly 35511 [El#7F, which is a Tendai temple that
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sixty-one, she wrote the famous “Kuraki yori” poemmich in
this version runs:

Kuraki yori From out the dark

Kuraki yamiji ni Into the Path of Darkness
Umarekite Was | born;

Sayaka ni terase Shine on me clearly,

Yama no ha no tsuki Moon of the mountain crest
(Cranston 1970: 219"

The image of Izumi Shikibu presented in this tab@iously goes far away
from any commonly known facts about the historieaimi Shikibu. First
of all, there are no historical records confirmihgt Izumi Shikibu ever
had a son, not to mention that she had a lover afith him. Second of all,
the authors of the tale merged the names of twbangs of Izumi Shikibu
— Tachibana Michisada and Fujiwara Yasumasa —on&fictional figure —
Tachibana Yasumasa. Also, by appropriating IzunikiBh as a courtesan,
the tale made a false presumption about her exlyesmeorous nature and
profession. Izumi Shikibu’s connection tod&n Stonin and her Buddhist
devotion are perhaps two of the most believabléufea that she could
have possessed. Despite that, the only reasonzuhyi Shikibu awakened
to Buddhism in this tale is because of her singhsedale is, thus, above all
didactic. The story was subsequently utilised byldust propaganda in
order to demonstrate the power of Buddhist teachingthe example of a
court lady already known to the target audienceiclwhvere the lower
classes of society — peasants, artisans, the uogeapletc. Thus, we see
that the reception of Izumi Shikibu strongly affetther appropriation in
the medieval era and that her figure was thus stilyjetransfiguration and
legendarisation processes. Moreover, it is undémiads emphasised by
Barbara Ruch, that the nature of the majority & thedieval literature
genres is audience-oriented (Ruch 1977: 308). Vdalldhnot, however,
overestimate the significance of Buddhism in a Eedale entitledzumi
Shikiby in which Izumi Shikibu does not transform intdadhisattva and
only becomes a Buddhist devotee. Her figure reacimsher level of
legendarisation, which | would like to call ‘buddation’, in ano play
attributed to Zeamitt:[i 75 (1363?-14437§%, entitled Seiganjj where
Izumi Shikibu undergoes a transformation into g/lookature.

was founded in Himejifi %, Hyogo f&Ji prefecture, by S¥kia Stonin in 966.

197 For the original version of the tale, deemi Shikibl2002: 226-242.

108 Zeami (1363?7-14437?), also known as Seami or Kanatokiyo 1t G, was an actor,
playwright, and critic who established (or sarugakufz) as a classic theatrical art. Zeami's
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Thus, the playSeiganjifeatures Izumi Shikibu and a medieval Buddhist
preacher named Ippen &fin — & b A (1234-1289)® as the main
characters and tells the story of a miracle antheforigin of Seiganji. A
nameless woman, who appears asniaejitefiiift: T (lead in the first half
of the play), later becomes Izumi Shikibu and appaa thenochijite /411

F (lead in the second half of the play). Ippe®8h appears asaaki
(supporting actor). The play takes place in thedtmonth of the lunar
calendar, and it starts when IppendSih goes to the Kumano Shrine.
There, he has a dream that inspires him to dig&italismans of th&ejjo
Ojo Rokuji Man'nin PE1E475+ 1 A (Established Rebirth of 600,000
People). He travels to the capital and he stopsSkiganji and is
approached by a woman with whom he has a convensakiout the power
of chanting the line ‘Namu Amida Butsud [ 75fE{A (Homage to
Buddha Amida). The woman convinces Ipperor8h to go to the main
pavilion of the Seiganji and replace the name boérthe temple with six
characters of ‘Namu Amida Butsu’ written in hismowand. Shortly after
that she vanishes into thin air nearby Izumi Shilslgrave at Seiganji. In
the second part of the play, IppendBim goes to Seiganji's main hall and
does what the woman requested him to do. Soonmiedissthe scent of
flowers and hears music, whilst the woman reveassdif as Ilzumi
Shikibu in the form of theKabu Bosatsufi # ¥ % (Bodhisattva of
Singing and Dancing) — a member of Buddha Amidatnue and is
accompanied by twenty-five other divine beings.Thke tells the story of
how Seiganji was established on Emperor Tenfi’i (626-6723"° order
and performs a dance that symbolizes Buddha Amidiaisal from the
Western Paradis€. The play ends with all bodhisattvas and divinege
dancing and playing music togetHér

The play, which is filled with Pure Land Buddhisiadp bukky #4114
%) terminology and symbolisht, shows the miraculous powers of ‘Namu

father, Kan’amil i 95 (1333-1384), headedsarugakutroupe in the province of Yamatkifn
(now NaraZs | prefecture). In 1374 the young shogun Ashikagahioissu /& Fi| £ i (1358-
1408) made Zeami his protégé. After Kan’ami's deabami took over the troupélipponica
2012).

199 |ppen Shbnin (1234-1289) was a Japanese Buddhist itinenaastgher ffijiri £2), who founded
thejishii I%55% (time sectbranch of Pure Land Buddhism.

10 Emperor Tenji (626-672) was the™&mperor according to the traditional order of sssion.
1 in Pure Land Buddhisnjddo bukky %t 1h%) the Western Paradise represents the place of
attained rebirth after death.

12 For the original version of the play, Ségkyoku Taikarl991: 1549-1566.

113 For more about Buddhist doctrines notabl8éiganjj see Foard 1980: 437-456.
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Amida Butsu’ chanting that ensures salvation foerghiody by utilizing
the figure of Izumi Shikibu, who is presented amaman defiled by the
Five Hindrances (see footnote 56). Thanks to thenichthe difference
between Buddha and humans disappears and anyonbemwajporn in the
Western Paradise. Thus, when Izumi Shikibu receavgslisman from
Ippen Skbnin and when he chants for her the line ‘Namu Antdsu’,
she transforms into a bodhisattva. James Foardaiesplthat the
appearance of Izumi Shikibu at Seiganiji is undedsale, since her grave
was believed to be located at this temple (FoaBD1940). Moreover, it is
known already from the research of Yanagita Kuiigi [ 5 (1875-1962)
that the tales about Izumi Shikibu and poems aitieith to her were used by
Kumano Bikunin their preaching (Foard 1980: 440). The playsthtilised
both the reception of Izumi Shikibu's representagi@and local legends
about her, and enabled the ‘buddhisation’ of heagen In fact, as
emphasised by Marra, the presence and significaficthe courtesan
becomes crucial for the assimilation of the lowdsss masses with
Buddha's teachings. Since the courtesan paradgxgialted to play a role
of spokesman for the Buddha (Marra 1993a: 55)ndtoéed women, who
traditionally would have to be reborn as a man,ficsreach enlightenment
(Kimbrough 2001: 70-73). Such a progressive approaceated a
precedent for how Buddhism confronted the topicdefilements, since
Izumi Shikibu became a bodhisattgdaspite or evenbecauseof her sins.
Kimbrough even called it proto-feminism of medievalpan (Kimbrough
2001: 73).

Conclusions

lzumi Shikibu is undeniably a figure who was sulgec to the
legendarisation process and underwent numerousfigarations in the
history of Japanese literature. Thus, althoughl Indit find the ‘truth’ about
the historical lzumi Shikibu in this paper, | atigied to deconstruct
multiple representations of ‘lzumi Shikibu’ creatbg the reception and
appropriation phenomena. According to the analg$iszumi Shikibu’s
representations based on poetry attributed totherdiarylzumi Shikibu
Nikki, a secular medieval talzumi Shikibuand no play Seiganjj |
demonstrated that it was not the historical IzunhikBu's personal
qualities that became the bases for her construciages, but features that
kept being attributed to her, e.g. poetic excekenamorousness and
unfaithfulness, devotion to Buddhism, etc. lzumiik#u’'s constructed
representations subsequently underwent a procesahfiguration from
the image of a typical court lady of the Heian Bérithrough a courtesan
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and bodhisattva. Thus, it may be concluded th&jwd known to date as
Ilzumi Shikibu was not only a subject of legendditsa but also the
buddhisation process, and was ‘reincarnated’ apiesented differently in
various genres of Japanese literature.

| believe that the crucial and very first reasom foe legendarisation
process of Izumi Shikibu was the poetry attributetier and its reception,
which allowed the perception of Izumi Shikibu asextellent poet, who
was passionate and devoted to Buddhism based h&romoher personal
experiences. This constructed image of Izumi Shikilbcame much more
attractive to later generations than a more prabedpresentation of a poet,
who followed thesandaisly style and whose poetry, for a long time, was
not perceived as ‘Buddhist’ but was simply at tineatremely believable
(especially love poems). Thus, even though the pteoe of poetry
attributed to Izumi Shikibu created the initial isafor her legendarisation,
Izumi Shikibu was already partially legendarisedhialzumi Shikibu Nikki
where she is presented above all as seductive,casi@nd unfaithful.
Such an image, combined with devotion to Buddhisso aotable in the
diary, opened up a whole new spectrum of posséslitfor her
reinterpretation and got widely perpetuated in reeali popular literature,
which further appropriated Izumi Shikibu first aa@urtesan and then a
bodhisattva. Various layers of Izumi Shikibu's reggntations caused her
to be an attractive subject for demonstrating togvgy of Pure Land
Buddhism in the medieval era. Paradoxically, hé&ggald numerous love
affairs also became the reason why she was solgagesen as a heroine
of many secular and Buddhist stories, since shemgtdemonstrated that
one could attain Buddhahoatkspitenumerous sins and defilements but
also that women could attain the same state witheirtg first reborn as
men. That is perhaps why the figure of Izumi Shikilecame so powerful
in Buddhist tales in the medieval peritt

One could argue whether the legendarisation of i&hikibu ended in the
medieval era together with the buddhisation offlgerre. | am certain that
research on her representations in the Edo and rmdRkriods literature
would bring very interesting results. The literatuof those eras is,
however, beyond the scope of this article. Yetshibuld be noted and
emphasised that Izumi Shikibu’s distorted represteoris have survived to
date and are still perpetuated in both Japan aedWhst. Thus, while
Western scholars usually perceive Izumi Shikibuagsassionate woman

114 Another reason for such a powerful impact of meali@uddhist tales, containing the figure of
Izumi Shikibu, might have been the fact that in eashthem she attains Buddhahood through her
poetry.
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poet orfemme fataldrom the mid-Heian Period, in a short story eatitl
Mo Hitori Izumi Shikibu ga umareta Hi, 5 — AFRAG A4 7= H
(the day another Izumi Shikibu was born, 1984 0gyKenzabus i1 fd
=™, 1zumi Shikibu is an object of a spiritual cultarmanner similar to
the practices of th&kumano Bikuni We may, thus, at least partially
conclude that the medieval representations andpiitions of Izumi
Shikibu as an excellent passionate poet and bdtfasare still being
validated in the contemporary era.

Izumi Shikibu remains an important subject for thstudy of
medievalisation and legendarisation processesge sithe reception and
appropriation of her various representations detnaies the universality
of those phenomena. Thus, this article will hodgfe@incourage further
studies on other classical Japanese poets thatwertesimilar processes
of reconsideration and transfigurations, e.g. Kakinto Hitomaroffi4< A
k= (AsukaTfé & [ca. 538-ca. 710] Periodf, Ono no Komachi, Ariwara
Narihira and many others.
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Socio-Political Aspects ofKaij# Eiga Genre: A Case Study of the
Original Godzlla

ABSTRACT
Kaiji eiga— literally “monster movie” — is one of the mostsdy recognizable
genres of Japanese cinema, as well as one ofggedti export products. Yet,
despite its tremendous popularity in North Ame&aoa Europe, for decades this
genre was ignored by Western film scholars. Thenrgaal of the present article
is to discuss théaijiz eiga phenomenon as an area of intersection between
escapist entertainment and socio-political commgntaAs kaijz eiga
productions are numerous, detailed analysis of etren most important
representatives of the genre is beyond the scopesafgle paper. Therefore, |
have decided to focus on the first instalment ef Godzilla series. In the first
section of the article | present a brief historytld Western reception &hiji
eiga from its disregard by mainstream film criticism its recognition as an
important cultural phenomenon by the academic conityiuilhe second section
serves as a brief review of the canonical and twddx interpretations of the
original Godzilla that appeared in the subjectdéitere during the course of the
last three decades. In the next part of the artictiscuss Honda Ishils
influence on the Godzilla form and purport withiretcontext of his world-view
and the traumatic events of his past. The last@wecf the article is devoted to
the changes introduced to the film by its Americhstributors that led to the
distortion of its original purport.

KEYWORDS: kaiji eiga monster movieGoijilla, socio-political aspects.

Gojira, Godzilla, King of the Monsters, The Big Ghe Kai — he is a
beast of many names as well as many faces. Bamanace, he becomes
an anti-hero, then turns into a super-hero, thamne to his roots, only to
once again become a creature with an ambivalentenatet, despite these
changes in his character, there are two thingstaohsbout him — he
always brings about spectacular destruction... amessage.

The main goal of this article is to present Japarié® genre calledkaiji
eiga (EE e, literally “films about mysterious creatures”) as area of
constant interactions between escapist entertain@ed socio-political
commentary. Askaijiz eiga productions are numerous — three Godzilla
subseries alone consist of 28 filns comprehensive discussion and

! Godzilla films are divided into three subseriebjah are referred to as eras:o8ka (1954-1975),
Heisei (1984-1995), and Millenium (1999-2004). Heene nomenclature is appliedkaijz eiga
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evaluation of the formula is beyond the scope sihgle paper. Therefore,
instead of providing analyses of a large numbeilrot — that would be at
best sketchy, and as such of no particular valudave decided to focus
on the first instalment of th&odzilla series. Nevertheless, | present basic
notions concerning properties and evolution ofgkare, as well as a few
examples of possible interpretations tokusatsufilms (%74, literally
“special filming”) other than the originabodzilla This approach was
dictated by the fact that | have envisioned thisgpas the first of a series
of articles dedicated to the historical transfoiore of thekaijiz eiga
formula which | hope to write in the near future.

In the first section of the article | present aebfiistory of the Western
reception ofkaijiz eiga from its disregard by mainstream film criticism t
its recognition as an important cultural phenometgnthe academic
community. The second section serves as a briégdwewf the canonical
and unorthodox interpretations of the origiGaldzillathat appeared in the
subject literature over the course of the lasteltecades. In the next part
of the article | discuss Honda Is#ig influence onGodzilla’'s form and
purport within the context of his world-view andettraumatic events of
his past. The last section of the article is dedatethe changes introduced
to the film by its American distributors that led the distortion of its
original purpose and design.

From Negation to Affirmation: The Western Receptionof kaiji eiga
Honda Ishis’s Godzilla (Gojira, 1954) not only initiated one of the most
successful media franchises in the history of Jegampopular culture, but
also served as a model for the development of threlyp Japanese film
genre calledaiji eigd. Although inspired by Western monster movies and
science-fiction films, the genre was to developoits distinctive features
in terms of both form and content. The most charastic formal trait of
kaijz eiga is the utilisation of the technique of suitmati@gtuntmen in
latex monster suits operating in an artificial eamiment comprised of
miniature models of landscapes, building, vehid&s) instead of stop-
motion animation, extensive animatronics, or CGldexing.Kaijz eiga
plots are highly standardized and can be divided fihree categories: a)
people defend themselves against the monsterebptmnster, intentionally

in general with slight differences in the datesowh (1954-1979), Heisei (1984-1999), and
Millenium (1999-2006).

2 Some authors (McRoy 2008: 6; Debus 2010: 220kptefuse the termaikaiji eiga (K5 Bk ik

[#, “films abou“films about huge monsters”). Howeves kaijii is by definition a creature of
immense size, applying this term is rather artfici
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or not, saves people from another monster, c) thiester, intentionally or
not, saves humanity from an alien invasion. Despéang rather simple
and made of interchangeable componeké&sji eiga plots often offer
something extra — a commentary on the public moad important
political and social issues current at the timethe film's release. To a
lesser extent the same can be said about a broatdgory of films called
tokusatsy encompassing science-fiction, fantasy, and hdims with a
significant amount of special effects. Yet, theitical” aspect of these
films was recognized — especially by Western sakodand journalists —
relatively late.

On May 2, 2004The New York Timgsublished Terrence Rafferty’'s article
“The Monster That Morphed Into a Metaphor”, written the occasion of
50" anniversary screenings of the origit@bdzilla at Manhattan’s Film
Forum movie theatre. It is a first-rate testamerthe fundamental change
that had occurred during the last few decades nvittie Western
perception of both The Big G and tkaiji eigagenre. Although Godzilla
had previously appeared on the pages of variousmats) mostly in the
reviews sections, this particular event should b®toverlooked, nor the
notion of its symbolic significance perceived as eaggeration. The
editors of this influential newspaper had decidedptblish an article
devoted to a movie about a giant radioactive mongteaking havoc in
Tokyo, which did not place it within the area oferest of cult aficionados
— fans of celluloid curiosities, for whom the weiss or campiness of a
picture constitutes its very value — nor treatedsitescapist entertainment
with an oriental flavour, but identified it as altcwal phenomenon worthy
of serious analysis. Back to back with the brietdry of the film's import
to the United States, Rafferty presented its doniniaterpretation,
according to which Godzilla was conveyed as a nieajor the atomic
bomb. An interpretation, that for nearly three akxsastruggled to enter
into Western mainstream film criticism.

Rafferty was by no means the first one to anafyedzillain such a way.
What is important about his article is that it clgaghows that by 2004 the
anti-nuclear agenda of the film was well known, @bial was perceived as
an important cultural phenomenon, and there washame in writing
about it.

Paradoxically, despite the tremendous popularityJapanese monster
movies in North America and Europe, it took quitdoa of time for
Godzilla and his kinsmen to break their way interigus” discourse, both
publicistic and academic. For decad@djz eigafilms were perceived as
“campy kiddie spectacles, devoid of particular stidj intellectual, or
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ideological content” (Tsutsui 2006: 3), and thugred unworthy of in-
depth analysis. It is important to note that thppraach was but a part of a
broader attitude toward Japanese popular cultugemeral (perhaps with a
few exceptions, such as samurai cinema). As ktheamid-1990s, Mark
Schelling was commenting on many writers for theglEh-language
media in Japan, that:

“Assuming that pop-culture phenomena appealinghéorhass
audience are beneath contempt and can thereforsafedy
ignored, they prefer to discover and promote artizh the
commercial fringe, be they traditionalists, avaatetsts, or
simple self-publishers. Their readers, consequdetlyn a great
deal abouthut] dancers anthiko drummers whose audiences
number in the hundreds, and virtually nothing akgog singers
and groups who fill stadiums”. (Schilling 1997: 12)

In the dominant discourse that tended to equatkuteti with “highbrow
culture”, there was literally no place for any kiofiserious discussion of
thekaijiz eigaphenomenon, the internal diversification and etiotuof the
formula, and the differences in its reception ipalaand abroad. Thus,
when historians of Japanese cinema, both schatargoarnalists, engaged
in creating the narrative of its expansion intoefgn markets, they often
tended to forget that this expansion had proceededg two lines. In
parallel to the works of renown directors — suctRasldmon (1950) by
Kurosawa AkiraGate of Hell(Jigokumon 1953) by Kinugasa Teinosuke,
and 47 Samurai(Chishingura: Hana no maki, yuki no maki962) by
Inagaki Hiroshi — which usually had a limited distition and were
screened in art-house theatres, Western film corapanassively imported
Japanese monster movies, which were subsequentditedl and re-
dubbed in order to attract a broader audience tiTitle is that in the 1950s
and 1960s an American had a statistically greatemece to become
acquainted with Godzilla than to see one of Kur@ssiswamurai dramas.
Stuart Galbraith IV argues that due to the fact tkaijiz eigahas been the
most consistently exportable Japanese film genreame to symbolize
Japanese cinema for the rest of the world, anideiptocess made Godzilla
the biggest “star” ever to come out of Japan (Gatlh2009: 89). The most
telling example of the huge popularity and awarsr@dslhe Big G outside
of its native country are the results of a poll ducied in 1985 by “The
New York Times” and CBS News on 1,500 Americans wisoe asked to
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name a famous Japanese person. The top three ansesr Emperor
Hirohito, Bruce Lee, and Godzilla (Tsutsui 2004: 7)

For years, scholars had tended to lookkaifiz eiga with nothing but
contempt — at least officially, as Tsutsui’'s “cogniaut of the closet” book
Godzilla on My Mind: Fifty Years of the King of tMonstersproves that
privately some of them were rather fond of this rgerThe fact that
Japanese monsters were finally able to penetratdeatia — which had
previously been defended more eagerly than theopeiises they easily
stomped on — corresponds with the broader treral gridual opening up
on the part of the academic world to the subjectpopular culture,
identified — especially on the level of its recepti- as an important social
practice.

Although the idea of a serious analysis of Japanesgster movies dates
back to the 1960s, most notably to Susan Sontagaye The Imagination
of Disaster”, the real breakthrough came in 198thwhe publication of
Chon Noriega’s article “Godzilla and the Japanesghtihare: When
"Them!" Is U.S.” which appeared i€inema Journal the renowned
academic quarterly devoted to film and media stdizuring the 1990s
the number of academics interested in the sociibigadl aspects okaiji
eiga movies gradually increased. The publication of #rehology In
Godzilla's Footsteps: Japanese Pop Culture Iconsttma Global Stage
collecting the speeches given at the conferentieecfame name organized
in 2004 at the University of Kansas, can be seethasculmination of
these processes.

Changes in the perception kdijz eiga occurred even in the writings of
Donald Richie, one of the initiators of Westerndéts on Japanese cinema
and a foremost expert on the subject. For yearsdustive attitude toward
popular cinema — contrasted wiguteur film and independent cinema —
tended to legitimize both its ruthless criticisndaotal disregard. Still in
1990 he rendered the image of Japanese populan&ias a “plethora of
nudity, teenage heroes, science-fiction monstersnated cartoons, and
pictures about cute animals” (Richie 1990: 80)hailtgh it is hard to speak
about a radical shift or a total revaluation in lRés views on popular
cinema, in recent years he has adopted a moreallib#itude toward it,
recognizing the fact that it can convey deeper nmggn Fifteen years after
he had ironically commented daijiz eiga monsters, he admitted that the
genre was able to express #wmtgeistof different decades, stating that:

“Godzilla became a kind of barometer of the pddticnood.
From punishment-figure-from-the-past he turnednfillg and
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finally took to defending his country (right or wig) from not
only foreign monsters but also the machinationisath the U.S.
and the U.S.S.R.”. (Richie 2005: 178)

It is necessary to underline that academic intevasthe subject okaiji
eigais not only a relatively new trend, but also oather limited in scope.
Generally, scholars tend to focus on the firstaimént of the Godzilla
series, and rarely write extensively about itsdwHlups or movies with
other monsters. Thus, there are a substantial nuoiba-depth analyses
of the originalGodzilla, yet few of, for instanceKing Kong vs. Godzilla
(Kingu Kongu tai Gojira 1962) orMothra (Mosura 1961), notable of
their anti-consumerism. What is more, most of tresdyses were actually
conducted by members of the Godzilla fan commuiiite decisive factor
for this “unequal distribution of analyses” withithe academia is the
evolution — or rather ‘degradation’ of the seriebjch gradually departed
from its roots and morphed into light-hearted spees for younger
audiences. Due to this radical shift in the sapiegluction policy, Godzilla
is remembered, especially outside of his nativentrguprimarily “as the
bug-eyed slapstick superhero for kids of the 196®s, not as the sombre
and politically engaged monster-with-a-message ltiegfan the series in
the 1950s” (Tsutsui 2006: 3-4). The reorientatidrthee Godzilla series
under the pressure of changes within the demograifiiJapanese cinema
audiences is a fact. However, it is hard to agriéh Rafferty’s opinion,
according to which:

“The metaphor had slipped its moorings and headedadit to
sea, refitted as a tacky cruise ship. [...] [E]wbBe Japanese
hadn't believed in their metaphor for ages, andlbad since
turned their home-grown monsters into lovable daiteers”.
(Rafferty 2004)

In comparison to the original movie, subsequentalntents of the
Godzilla series are indeed scantier in meaninglacidng in an explicitly
articulated ideological message. Yet they still agma valuable source of
knowledge about public moods, anxieties, and thesboial and political
topics of the time of their release. As Tsutsuiesot

“Even in later decades, as the series targeted ch mounger

and less politically aware demographic, the Goazfilms
continued to address some of the weighty issueframing
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Japanese society: corporate corruption, pollutiGchool
bullying, remilitarization, and rising Japaneseigralism, just
to name a few”. (Tsutsui 2010: 208)

Although some of the socio-political interpretasoof the Godzilla movies
seem to be too far-fetched, they clearly demorestrad critical potential of
the kaiju eiga formula. Steve Ryfle’s impressive bodlpan’s Favorite
Mon-Star: The Unauthorized Biography of “The Big Gbntains a vast
number of such interpretations. Among them areonstithatMothra vs.
Godzilla(Mosura tai Gojirg 1964) served as a critique of commercialism,
Godzilla vs. HedoraliGojira tai Hedorg 1971) warned against increasing
pollution, and Godzilla vs. Destroyah(Gojira tai Desutoroia 1995)
expressed Japanese fears of losing their domianbenic position in the
region on the eve of the Chinese takeover of Hoogg{(Ryfle 1998: 14).
Even though the idea of Godzilla serving as a nietafor nuclear threat
wore off relatively quickly, and was thus abandgnedclear themes
tended to resurface in the series, most notabiisih984 reboot. What is
more, nuclear themes constituted an important digré of many
tokusatsufilms produced within a few years after the premief the
original Godzilla, especially those directed by Honda Ighir

It would be tempting to perceive Godzilla’s revdioa within mainstream
film criticism solely as a by-product of the samm®qesses that lead to
popcultural reorientation within the academic comityu However, there
was another factor at play. For 26 years Westémndtitics were unable to
see the original version of the movie. Their rexsemad the unjust opinions
that followed were based on the drastically alteketkrican(ized) version
of the film, entitledGodzilla, King of the Monsters!

In September 1955, Edmund Goldman approached treziéam branch of
the Toho Company and purchased the theatrical and TV bligtdn rights
for Godzilla on the territory of the United States and Candaarder to
obtain funds and the know-how necessary to suagdssimbark on this
project, he established a business partnership walnold Ross and
Richard Kay, the owners of Jewel Enterprises, amgkph E. Levin of
Transworld Pictures. Since the contract allowedlitense holders to alter
the original movie, they re-dubbed and re-editetb isuit the tastes and
expectations of North American audiences. A mortaitbel list of the
changes introduced to the movie by Terry O. Morgsebehalf of its
American distributors will be discussed in moreailén the last section of
the article. At this point it is sufficient to sdlyat he added about twenty
minutes of new material with Raymond Burr playing Aamerican
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correspondent in Japan, and deleted over thirtyutein of the original
footage, which led to the elimination of many refezes to the atomic
bomb and a distortion of the film’s purport.

Godzilla, King of the Monstergremiered on April 27, 1956 and was met
with negative critical reception. While some of tteviewers praised the
film for its special effects, most expressed opmsicsimilar to that of
Bosley Crowther ofThe New York Timeswho described it as “an
incredibly awful film [...] in the category of cheainematic horror-stuff’
(Crowther 1956: 11). Negative reviews did not st film from
becoming a box office success, earning two millitmllars on its initial
U.S. release, and thus paving the way for morenkggamonster movies to
be imported. On the other hand, the popularitykaijz eiga among
American audiences did not change the criticdlaté toward the formula.
Only after the American premiere of the originarsien of Godzilla in
1982, did they recognize it as something more thadrow entertainment.
This time, reviews were mostly favourable and feclien the ideological
aspects of the movie, which had previously beeroatiof the film by its
American distributors. Fox example, Carrie Rickdytlee Village Voice
wrote that though Godzilla is only a rubberized iature, the issues he
addresses are global (Galbraith 1994: 13), whilevédid Reich of the
Chicago Tribunedescribed the film as an eerie metaphor for nuchea
and a parable on life-and-death issues with sgikiisual messages,
definitely not sophisticated, but whose sledgehamnmeeans of
communication actually work and powerfully undergcdhe message
(Reich 1982).

Long before the artistic and intellectual qualifyab least soméokusatsu
films were recognized by academics and professigmainalists, this
outlook had consistently been articulated amongs.f&n the pages of
fanzines such atpanese Fantasy Film Journgdublished in 1968-1983)
or G-FAN (established in 1992 and published to date) onefindnplenty
of articles with titles such as “Godzilla and Pastwlapan”, “Godzilla
Symbolism”, “Godzilla and the Second World War” ‘apan, Godzilla
and the Atomic Bomb”. It would be hard to argueiagiathe fact that the
contributors of such magazines and Internet farpagaded to over-
interpret certain movies. | believe that one of st examples of such a
case is Tom Miller's and Sean Ledden’s discussibnthe symbolic
meanings of two antagonistic monsters frénankenstein Conquers the
World (Furankenshutain tai chitei kaij Baragon 1966). While Miller
argued that Baragon represented the United Sttemerica defeated by
a Japanese-German alliance symbolized by the Fnatdie monster,
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according to Ledden Frankenstein actually serveda asymbol of the
capitalist economies of Germany and Japan growimdgiuthe protection
of America’s nuclear umbrella, yet threatened by tmternational
Communism represented by Baragon (Ledden 2002).piteegheir
occasional ventures into the realm of over-intdgiien, fan writers
deserve recognition and credit as pioneers ofcafitreflection on the
socio-political purport of Japanese science-fictiorema.

Interpreting Godzlla: From Canonical Reading to a (Re)Production of
Meanings

Godzilla’s plot is not complex, as it follows the well-esiabkd pattern of
a monster movie. Nuclear tests conducted in th&i®&xcean irradiate a
prehistoric beast that had survived for millionsyefars in an ecological
niche in the deep sea near Odo Island. After a&sef furious attacks
committed by the enraged monster on a few shipsadigthing village, the
authorities decide to organize an investigationmteéded by the
palaeontologist Dr. Yamane (Shimura Takashi). On @thnd researchers
first discover giant radioactive footprints, anerhare confronted by the
monster himself. Soon the government decides tindawe Gojira, as the
beast is called by the islanders. Yamane objestdjeabelieves that the
monster should be examined in order to discover hewwas able to
survive such a strong dose of radiation. Two sulbseigattacks by the
monster on Tokyo prove that the Japanese Self-Beféiorces are no
match for him. Japan’s only hope for survival deaice called the Oxygen
Destroyer, developed by Dr. Serizawa (Hirata Akifik However,
Serizawa is not willing to publicize his inventidiearing that it would be
later used by politicians as a weapon of mass utg&in. Although he is
finally convinced to kill the monster, he destrogi of his notes and
commits suicide, so his invention cannot be usedferfuture.

The simplicity of the plot combined with the vievgestrong impression
that there is something more than meets the eyedan for that matter) in
this film, makes it open to a number of interprietad, which both
complement and contradict each other. Althoughoaadive mutation was
a popular leitmotif of 1950s science-fiction cinemao name jusiThe
Beast from 20,000 Fathon($953),Monster from the Ocean Flogt954),
Them!(1954)It Came from Beneath the SE®55), andAttack of the Crab
Monsters (1957) — Godzilla considerably differs from its American
counterparts. While in most of these productionsatéon served solely as
MacGuffin initiating the film’s narrative, iodzillathe atomic theme was
a central aspect of the film and the basis for theoaeflection on nuclear
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warfare. What is more, the purport of Honda’s mowvias drastically
different from that ofThe Beast from 20,000 Fathoros It Came from
Beneath the Sedn these movies the remedy for atomic threat,mjlired
by the monster, was to use a stronger weaponelfirst one Rhedosaurus
is killed by a bullet containing a radioactive 5o, while in the second,
the giant octopus is killed by a torpedo with aleacwarhead. In contrast,
Godzilla does not legitimize the nuclear arms race strongly opposes it.
The dominant interpretation @odzilla states that the monster symbolizes
the atomic bomb, and the whole movie serves asllagoacal warning
against potential nuclear conflict. However, thgueness of meaning of
certain aspects of the film, and the ambiguousadtar of Godzilla, who
can be perceived both as a demonic oppressor asiagocent victim of
a weapon of mass destruction, tend to supportdasenical readings of
the movie. The analysis of the literature devotedttte King of the
Monster’s debut, allows one to distinguish two iptetative practices. The
first aims to universalize the meaning of the mowihile the second tends
to specify it, that is — ascribe specific meaningahole film, Godzilla’s
symbolism or particular scenes. Steve Ryfle’s aping the prime example
of the first trend:

Producer Tanaka [Tomoyuki] and director Honda [ighi
clearly created the monster in the image of the IBobut the
metaphor is universal. Godzilla's hell-born wratpresents
more than one specific anxiety in the modern agét +s- the

embodiment of the destruction, disaster, anarahy,death that
man unleashes when he foolishly unlocks the fodmdsecrets
of nature, probes the frightening reaches of teldgyoand

science, and [...] allows his greed and thirst fowgoto erupt
in war. (Ryfle 1998: 37)

Although this interpretation detach€odzilla from its atomic context, it
does not diverge significantly from the intentiooisthe film's creators.
However, this cannot be said about some of thepretations that aim to
specify film's meaning. Scenes depicting the iédincy of the Japanese
Self-Defense Forces in their struggles with Godzite often interpreted
as a symbolic representation of the dread of nahgbable to repel
potential foreign invasion, especially from the Goumist Bloc (Palmer
2000: 468). On the other hand, some argue th&pdgilla is depicted as a
creature from the Odo islanders’ folklore, it ismeoeasonable to perceive
the movie as a metaphor for Japan’s former imgsti@lpolicy, which led
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to American retaliation that literally levelled #mmse cities (Rafferty
2004). The most unorthodox interpretations of &l are articulated by
Japanese commentators. According to Kobayashi Tasoaythe fact that
in the world ofkaijiz eiga the United States never assists Japan in its
struggle against the monsters sends a clear mesaigine Japanese can
only count on themselves to defend their countigagaka Norio perceives
Godzilla as a representation of the spirits of ¢hdapanese soldiers who
fell in World War 1l, while Nagayama Yosuo comparié® monster to
Takamori Saig, arguing that both were not enemies of the pedpl,
enemies of the state’s harmful policy (Kalat 1987-23).

The most interesting analyses of the origi@aldzilla derive their origins
from post-war Japanese society’s traumas relatedth® wartime
experiences of the Japanese populace, the atomibibgs of Hiroshima
and Nagasaki, and more general fears of a potegitibhl nuclear conflict.
In psychoanalytic terminology “trauma” is most coomty defined as a
state of shock, terror, and constant insecurityditimmed by a certain
severely distressing event or a series of everds tttok place in the
subject’s past. As Krzysztof Loska notes, accordintiis view the subject
is often unable to rework and overcome the andatem to the traumatic
event because it is hard for him or her to desaif express it in a form
that may lead to alleviation or solace (Loska 2(@¥#8-350). As R. Barton
Palmer notes:

“Godzilla is a significant construction of Japanese popular
culture that resonates with themes specific to tlmtntry’s
post-war experience. In fact, it seems to confirnhaiv
sociologists such as Siegfried Kracauer have daithinstream
cinema, that, especially in times of profound slocigsis, its
offerings often screen the fears of disaster angde$ofor
deliverance that are deep in the unconsciousne#s efager
spectators”. (Palmer 2000: 368)

In applying psychoanalytic terminology various awthtend to perceive
Godzilla as both an embodiment of the fears of Japanesetgamd a
means for defining, reworking and taming its trasmalthough the first
intuition of the therapeutic functions tdkusatsuilms was articulated in
1965 by Susan Sontag, who wrote that most of thesges “bear witness
to [nuclear] trauma, and in a way, attempt to eserd” (Sontag 1965: 46),
the idea was not pursued — at least not in an sixeemanner — by other
scholars for over twenty years. Thus, it is morprapriate to say that the
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trend of traumatic analyses of Godzilla was ingtiatoy Chon Noriega,
who linked the monster with Japanese post-war tesunCold War
tensions, and the uncertainty of Japanese-Amernetations (Noriega
1987). Following this lead Susan Napier argues @wdzilla— especially
its scenes depicting panic and destruction — mayebd “as a form of
cultural therapy, allowing the defeated Japanesevdok through the
trauma of wartime bombings” (Napier 2006: 10).

Another representative of the psychoanalytic apgrda Godzilla worth
mentioning is Mark Anderson. The basis for his wgsial is a Freudian
distinction between mourning and melancholy, adogrdo which, while
mourning is a reaction to the loss of either a ¢bgerson or an important
abstraction that takes the form of the grievingcpes, melancholy is a
symptom of a hostility originally felt for an Othdaut internalized and
redirected at oneself. Thus, people who are metdiechhave an
ambivalent feeling of love and hate for the otremnell as for themselves.
According to Anderson it is difficult not to re&@bdzilla— at least partially
— as a symptom of national Japanese melancholiaskie

“After destruction and defeat at the hands of timitddl States,
after a would-be war of liberation was redefinedaasrime
against humanity, after the Japanese troops tlthbblan held
up as paragons of virtue were accused of war crimethere
any doubt that Japanese feelings toward the Uidtates and
their own war dead must have involved ambivalentirigs of
both love and hate”Anderson 2006: 26-27)

The issue of the ambiguous feelings of Japanesetgdowards the role of
Japan in World War 11, the soldiers of the ImpeAaimy, the bombings of
Hiroshima and Nagasaki, in short — toward the aytsitecent history, is
another important aspect &@odzilla analyses. ADshima Nagisa once
said: “Before the war we had been taught that Jaganthe leading nation
in the world. After the war we had to be reborn aadise our way of
thinking” (Sadoul 1969: 34). Urayama Kisiradds: “For me the central
issue was the way of thinking | was implanted vdthring my childhood,
and the collapse of this worldview after the shotldapanese defeat in the
last war” (Ibidem: 30). The feeling of dissonanatvween the image of
Japan circulating within its borders before andirduthe war, and the
antithetical image imported there after the Japanssrrender, were
common. ThusGodzilla could have served — the question is: whether by
design or not — as a basis for the reinterpretatibdapan’s twentieth
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century history. Tatsumi Takayuki argues that tlomster “helped the post-
war Japanese to reconstruct national identity bkimgathemselves into
victims of and resistors against an outside thréegtsumi 2000: 228)”.
The brief review ofGodzilla interpretations presented above — which are
by no means comprehensive and definite — clealigtibtes that they
often tend to contradict each other. This divgrsit both meanings and
readings should be embraced by everyone interé@ststlidying Godzilla
as a social and cultural phenomenon. Critics arfblacs who aim to
reveal the hidden meaning of the film's smalledhi® as well as those
trying to discover its “proper” (that is: precisedaundisputed, the one and
only) interpretation tend to commit a fundamentaioe Namely, they
overlook the fact, thaGodzilla is not anauteur film, not even a fully
coherent one, thus the application of art-house €iliteria in its analysis is
unjustified. Godzilla was developed relatively quickly. Its initial ideas
born in March 1954 and the project was green-ligg studio executives
in mid-April. Work on the film's story was initiate on May 12 and
finished by the end of the month. The subsequemisformation of the
story into a screenplay took barely three weekstaedilm’s production
was officially announced on July 5. Shooting bemegarly August and the
finished film was presented at a private screefinghe crew on October
23, eleven days before its official premiere. Agsult of this — as well as
the fact thatGodzillawas after all a genre film — not all of the deda its
layer of meaning were précised, not to mention thain spite of
commentators’ attempts at decoding them — somectspé the movie
have no meaning other than a purely referential d¥keat is more, on
various occasions the creators @bdzilla presented slightly different
interpretations of their film — although the atonbiomb was still the
common denominator, there were some differencéiseimetails (Godzilla
as a bomb, Godzilla as nature taking revenge orkimdrior creating the
bomb, etc.).

The King of the Monsters is a truly polysemic beasid as such it can
symbolize the atomic bomb, nature taking revengéumanity, the threat
of nuclear conflict, the spirit of Japan punishitgcitizens for embarking
on an imperialistic path, as well as many othangki(and all of this at the
same time). This, however, is not a shortcominghef movie. On the
contrary — herein lies its greatest strength. Asuliural phenomenon
Godzilla belongs not to the order of reason, but to theeroad intuition,
both on the level of its creation, and the leveitsfreception. It allowed
for the symbolic expression of ambivalent feelirigat could have not
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been articulated openly and conceptually, and tigtively approach what
could have not been rationally comprehended ancrithesl.

When Individual and Collective Traumas Meet: The Cae of Honda
Ishir 6

The majority of the authors of analyses @bdzilla tend to apply a
perspective that could be called “collective”, “weisal’, perhaps even
“impersonal”, as they write about Japan, the Jaggneation, society and
so on. The problem with that approach is that witalzilla is indeed a
monster sensitive to public moods, he was neitbaceived by all of the
Japanese, nor by the nation, society, or any @bsiract entity. Although
he has many creators, all of them can be pointethyoname. They ae: the
film producer Tanaka Tomoyuki, the novelist KayarShigeru, the
screenwriter Murata Takeo, the special effectsiapscTsuburaya Eiji, the
composer Ifukube Akira, and the director Hondartshl believe it is
worth breaking — at least to some extent — with dbeninant collective
approach toward&odzilla, and to apply a more individual perspective that
would focus on the issue of how the film reflectied personal experiences,
anxieties and beliefs of its director. The choi€&londa as a central figure
in this section of the article is neither arbitrargr random. Although he
was attached to the project after its preliminauifioe was formulated, he
played a decisive role in moulding its final formdameaning. Thus, |
argue that the first instalment of the Godzillaie®ishould be perceived
mainly in terms of Honda’s (and only secondarilythe nation’s or the
society’s) cleansing reaction to the traumatic é&venf the past, and a (not
entirely) symbolic articulation of his ideologic#leliefs and political
postulates for the future.

The discussion of Honda's personal influence onfihal shape of the
original Godzillais all the more important because in the litetume can
find two erroneous opinions on the subject. Th&t fine is more or less an
explicit assumption thabodzillawas Honda’s auteur project. For example,
Samara Lea Allsop states that “[in order odzillato appeal to as wide
an audience as possible, [...] Honda sought oubeélsespecial effects artist
in Japan, who would share his vision for the fili@®llsop 2004: 63).
Honda, however, did not “seek out” anyone, as bettand Tsuburaya Eiji
— mentioned in the quote above — were attachethdoatready existing
project by the producer. What is more, Honda wasemen Tanaka’s first
choice for a director. Originallsodzillawas to be directed by Taniguchi
Senkichi, but by the time the project was greehtid, he was already
working on a different film (Ryfle 1998: 37). Théadhetrically opposed

79



Dawid Glownia

view, yet one no less erroneous than the former,dsmplete depreciation
of Honda’s personal contribution to the signifigatiayer of theGodzilla
and tokusatsufiims he subsequently directed. Alexander Jacalggssts
that though there are some sociological concernthése movies, they
were expressed in the scripts rather than throngtdaectorial subtleties.
He adds that Honda is remembered rather becausige dilms he was
attached to than because of any personal distingtlacoby 2008: 49).
Honda’s lack of personal distinction may be trugeimms of the films’ style
— though this is debatable — but definitely nottemms of his thematic
inclinations. It is true that he was a contracedior, a skilled craftsman
rather than a filmauteur (at least in the meaning applied to this term by
classic auteur theory). However, the fact thatatah is a recurring theme
in 18 of histokusatsufilms (Brothers 2009: 11) is no coincidence. Honda
was known for exerting substantial influence ongbepts he worked with
and infusing them with themes he was particulartenested in. The
reason why information about this aspect of hiskwaras usually not
included in the credits is that he did not wantake recognition away
from the official screenwriters (Ibidem: 9).

At this point it is important to note that the aytelal approach focusing on
the influence of Honda's biography and beliefs twe final shape of
Godzilla faces a fundamental problem, namely the inevit@hlering of
the demarcation line between individual and calecperspective. After
all, Honda’s traumas and war-time experiences \wheged by a large part
of Japanese society. Nevertheless, an analysi®odds films, his public
statements, and the recollections of his relatauss co-workers makes it
possible to determine which events affected himtraog were to have a
substantial influence on his work.

In 1945 within a short period of time Japanese etgoexperienced two
traumatic events — the atomic bombings of Hiroshand Nagasaki on 6
and 9 August, and the act of the unconditional ender of Japan,
announced in the unprecedented radio broadcasthef emperor’s
proclamation to the nation on August 15, and ddflgi signed aboard the
USS Missouri on September 2. For many Japaneseertitithe most
traumatic experience had been the war itself. Wais true for the soldiers
fighting on the front lines, the repressed dissisieas well as for the
civilians living in fear of bombing raids. Hani Sesu, a Japanese film
director, once said: “I have never perceived thés as a holy one, among
other things because of the repressions on myydmi], so | wanted it to
end as soon as possible (Sadoul 1969: 34). Evamgltheome Japanese
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welcomed the news about capitulation with joy aelief, the war left its
mark on every one of them.

In the first quarter of 1954 an incident occurreattreopened the unhealed
wounds of Japanese society and triggered large-scai-nuclear protests.
On March 1 an American thermonuclear hydrogen bamab detonated at
Bikini Atoll near the Marshall Islands as part afafear tests code-named
Operation Castle and conducted in the region by Atmmic Energy
Commission and the Department of Defense. The éagexplosive yield
of the Castle Bravo test was estimated at 4 to gatoas of TNT. However,
the actual blast yielded 15 megatons, being nebf®0 times stronger
than that of Little Boy dropped on Hiroshima in $94The unexpected
strength of the explosion combined with the suddkeange of weather
resulted in heavy contamination of over 7,000 sgjumiles of the Pacific
Ocean, including Rongerik, Utirik, Rongelap, Aitlimae Atolls (Titus
2001: 47). Within the range of the radioactive dauas also a Japanese
tuna fishing vessel, Lucky Dragon Bggo Fukuryi Maru). A few hours
after the explosion the ship was covered with ractive ash. For the next
two weeks the crew members suffered from severdaos®s and nausea,
boils and scabs, painful swelling of the hands; loais, and the oozing of a
yellow secretion from the eyes and ears (Bartor41998; Wilkening
2004: 275). After reaching Yaizu port on March héyt were hospitalized
and diagnosed with acute radiation syndrome. Howelg the time
fishermen’s condition was diagnosed, their cargd alaeady entered the
market. The ship’s chief radio operator Kuboyaméickii died of liver
failure on September 23, and was identified adfiteefatal victim of the
incident, although the American side claimed that tain reason for his
death was not irradiation, but a hepatitis infettiotroduced through one
of his blood transfusions. The first press artidevoted to the incident
appeared in th¥omiuri Shinbumewspaper on March 16. A wave of social
unrest followed. A boycott of tuna fish was orgatizas well as a nation-
wide action of collecting signatures on a ban-tbeb petition, which by
August 1955 had been signed by over 30 million peop

Godzilla is a child of economic calculation, thevdofor cinema, and the
fear of nuclear warfare. After he was forced tonalmm plans for a
Japanese-Indonesian war film, Tanaka Tomoyuki foamdself under
strong pressure fromoho executives to quickly come up with an idea for
another potential blockbuster. As he remembereddxeoffice success of
the 1952 re-release &ing Kong(1933) and the subsequent theatrical run
of The Beast of 20,000 FathopiEanaka thought that the making of an
indigenous monster movie might be a lucrative utadérg. Tsuburaya Eiji,
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being a great fan &ing Kong which he had seen for the first time in the
1930s, was delighted by this idea, as he had loreanded about
participating in the making of a similar movie. Bdtugh it was Tanaka
who imagined Godzilla as an allegory for the atobenb (it is said that
the crucial arguments that allowed him to conviiédo executives to
invest in such a risky venture were Japanese biiceaiumbers foiThe
Beast from 20,000 Fathonamd King Kong and a pile of articles on the
Lucky Dragon 5 incident), it was Honda who snatctieel monster from
the grip of clichés, and did not allow the scieficken idiom to
overwhelm the film's message.

Honda Ishié was born on May 7, 1911. He fell in love with aimein his
youth and eventually decided to pursue a caretrarilm industry. After
graduating from Kgyokusha Middle School, where he majored in Arés, h
enrolled in the newly established Film Departmdntliaon University. In
August 1933 he joined P.C.L. Studios, one of themanies that were later
to merge into the dho film company. His most valuable professional
experience came from working under Yamamoto Kajin Horse (Uma,
1941), Kato's Fighting Falcons (Kato hayabusa seattai, 1944), and
comedies starring Enoken (Enomoto Ken’ichi). Althbuyamamoto was
forced during World War Il to direct propagandistiar films such a3he
War at Sea from Hawaii to Malay@dawai Marei oki kaisan1942), he
was well known as a liberal, whose beliefs hadgaiscant influence on
young Honda’s world-view. In 1937 Honda met Kuroaafkira, who was
to remain his close friend until his death. Althbuljurosawa had soon
embarked on the path afiteurfilm, while Hondas was to work with genre
films for the rest of his directorial career, thayared similar beliefs and
anxieties. It is significant that almost at the satime they both directed
symbolic cautionary tales on the subject of nuclwarfare — Honda’s
Godzillaand Kurosawa’s Live in Fear(lkimono no kiroky1955).

Unlike Kurosawa, Honda had experienced at firstehtére horrors of war.
He had been drafted into the Japanese Imperial Anndgnuary 1935 and
sent to Manchuria 16 month later, yet he was retievefore the outbreak
of the Second Sino-Japanese War. He was mobiligath at the end of
1939 and served until December 1941. He was or&i@ agnt to the front
line in March 1944. Shortly after the formal cafation of Japan he
surrendered to American soldiers and was sent@hinese prisoner-of-
war camp, where he spent about half a year. Afterdturn to Japan in
March of 1946 he went to Hiroshima to witness ttedes of the destruction
and pay his respects to the dead.
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From the recollections of Honda’s relatives andvookers there emerges
the image of a man agitated by the atomic bombuofgkliroshima and
Nagasaki, and severely disturbed by his experieficear. This mind-set
was reflected in his most famous work. As Nakajidauo, the stuntman
and suit actor who played Godzilla and various othensters from 1954
to 1972, once said:Godzilla is a monster movie. But the director, Mr.
Honda, added many layers to the story about theohof war” (Roberto
1999). This opinion was confirmed by Honda himseftio said: “Most of
the visual images | got [i@odzillg were from my war experience” (Ryfle
1998: 43). However, a few years had to pass bédferaas ready to talk
about his wartime experiences, and to express threriilm. As his wife
recalls:

“[Shortly after the premiere ofhe Blue Pearl(Aoi shinjy
1951) he] received an offer to work on a projecoubthe
suicide squad. Upon reading volumes of referenceeniag
including wills written by lost soldiers and thimkj about a
variety of things while cooped up in his study, dzne to the
conclusion that he was just not capable of writigput this
topic yet, and he declined the offer. | believe itental scarring
from eight years of being in the war must have lEsper than
one can ever imagine”. (Honda).

According to Samara Lea Allsop the reason for usingcience-fiction
formula as a platform for the articulation of anticlear sentiments was
the need to uphold the delicatatus quachieved at the end of World War
Il. She argues that though global public opiniowofared the Japanese,
who were perceived as victims of American aggressid was still
unacceptable for them to be openly critical of tlenbings of Hiroshima
and Nagasaki (Allsop 2004: 63). However, it isidifft to agree with that
opinion for two reasons. Firstlodzilla’s creators did not try to veil the
anti-nuclear purport of their work — there is ewerdirect reference to
Nagasaki in the movie. Secondly, before the ide&aodizilla was born,
several films that directly addressed the Ameriagomic bombings had
already been produced and screened in Japan — atiemgbeingOba
Hideo’s The Bells of NagasakiNagasaki no kanel950), Shind Kaneto’s
Children of Hiroshima(Genbaku no kol1952) Tasaka Tomotaka'sever
Forget the Song of Nagasalfilagasaki no uta wa wasurgjl952), and
Sekigawa Hideo'Hiroshima (1953). Allsop’s opinion can be considered
valid only in relation to the period of the Amenicaccupation of Japan.
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Although at that time there was no official bantba subject of Hiroshima
and Nagasaki, flmmakers were not only not allowedshow the full
extent of the destruction and the suffering of l@wms, but were also
obliged to present the bombing in a broader coraegtas a necessary step
toward ending the war (Loska 2009: 352). In 195z\véwver, an indirect
treatment of the bombings was not necessary. Tasore why Honda
decided to communicate his experiences and beletigh allegory is
probably because previous “rational” films hadddito enable audiences
to rework their traumas and to tame their nuclezard. A symbolic
monster from the domain of the irrationality wasrensuited to express the
unspeakable and to present the unpresentable.

Although Honda utilised monster movie aesthetiesptit great effort into
making the movie as realistic as possible while kivgy within genre
conventions. As Steve Ryfle observed — Honda appexhthe project with
a documentary-like straightforwardness, more likgds a war drama than
a science-fiction film (Ryfle 1998: 43). During thework on the
screenplay Murata Takeo and Honda introduced sigmf changes to the
initial story written by Kayama Shigeru, then a plap author of
mystery/horror novels. Kayama envisioned Dr. Yamasen eccentric in
the style of Edogawa Rampo characters — wearinigck lwape and dark
shades, living in an old European-style house,caming out only at night.
Murata and Honda decided that for the sake of gre&alism Yamane
should be an ordinary person, as the titular moritstelf would be weird
enough. Godzilla’s character also underwent seribassformation. In
Kayama’s original story Godzilla is definitely camp Yet at the same
time it is a creature that behaves more naturbbw this film counterpart,
as it comes to land mainly to hunt for food andealeps an interest in
human females. Honda and Murata transformed Gadazitito an
allegorical creature, an indefinite menace destigverything in its path
without any clear preferences.

The quasi-documentary character of the film ishlesiespecially in the
scenes depicting preparations for the defence aodster's rampage
through the streets of Tokyo. Although the mainriees of the film's
meaning are the main characters — most notablyYBmane and Dr.
Serizawa — an important role in this respect ie played by the collective
hero — Japanese society facing an external thdestda recreated on film
the same reactions and moods of the civilians likalhad encountered in
real life during the war. What is more, the monstenodus operandi
evokes wartime American night air rides. As Yomloizhiko notes:
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“The abrupt emergence from the south of this monstr
unspeakable threat reminded Japanese audiencdse df$
military bombers that had reduced their citiesl&nfng ruins
only a few years earlier”. (Yomota 2007: 105).

Godzilla contains a number of scenes reminiscent of thieeresmts from
the recent past. After the first of the monstettacks on Tokyo, the
authorities decide to move the inhabitants of titgsccostal area to the
countryside. The evacuation operation conductedhley Japanese Self-
Defense Forces is similar to the action the Impddapanese Army used to
regularly engage in a decade earlier. The realdfethe Pacific War are
also evoked by scenes depicting the utilisatiothef mass media in the
psychological mobilization of citizens and the orgation of mass
evacuations. Irsodzillaan important role in these processes is played not
only by television — introduced to Japan in 1958utalso by radio and
the press, which had been widely used by the aitit®during the war.
The nuclear fears of Japanese society, nurturethdyresh memory of
American atomic bombings and intensified by theakdmon of the Cold
War, manifested themselves with a new force afierltucky Dragon 5
incident had been publicized. Although Tanaka hsetiithe incident as an
argument for producin@odzilla, and Honda had been deeply shocked by
the tragedy, they dealt with the topic delicaté@lye finished film contains
only a few — more or less obvious — referencebea¢al events, such as a
flash of blinding white light during Godzilla’s &t attack on a ship (a
reference to what the crew of Lucky Dragon 5 atyuséw on March 1,
1954), the death of the ship’s radio operator (ezfee to Kuboyama
Aikichi), or the depiction of the empty fishing sedf the Odo islanders
(reference to the tuna fish boycott). Initially Hiznthought about making a
more explicit connection between the plight of LycRragon 5 and
Godzilla, especially with the film’s intended opening sceatepicting an
irradiated and completely uninhabited vessel fit@aback to its port (Kalat
1997: 33). However, he later reconsidered the ideal reached the
conclusion that the issue was too delicate to additedirectly, especially
within a genre film. Honda himself said: “[W]e fahat putting a real-life
accident into a fictional story with a monster aguogy in the midst of it
wouldn't sit well in the world of a film entitleGojira” (Galbraith 1998:
23). The tragic story of Lucky Dragon 5 and itsvermade its way to the
big screen five years after the premier&ofzillain Shind Kaneto’s film
entitled simplyLucky Dragon No. §Daigo Fukuryi Maru, 1959).
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In the final version of the script certain aspeaf the original
characteristics of Dr. Yamane were transferred @mtdserizawa. While in
Kayama’s draft of the story he was merely a suppprtharacter, Murata
and Honda gave him a more prominent role in theiendwis not difficult
to recognize in this character the representatfddomda and many of his
contemporaries, who came back from the great “Hodgr” not only
disillusioned, but also with severe wounds to tbdyband soul. In one of
the scenes Dr. Yamane's daughter Emikogti{ Momoko) says: “I can't
help feeling uneasy when I think about Serizawdt. Wias not for the war,
he would have not been left with such a terriblarscSerizawa is
representative of the generation that lost bothwhe and their faith in
their leaders who had pushed the nation into astimas total conflict. The
reasons why Serizawa is reluctant to use the Oxigatroyer on Godzilla
is not out of some unspecified whim — “I won't basa | won't” attitude
so common in pulp fiction. His standpoint is basedsound foundations
and rational — he is afraid that by publicizing imgention he will initiate
the next stage of the global arms race. Serizageaearthat even now
atomic bombs are placed against atomic bombs amgoggn bombs
against hydrogen bombs, so if politicians fromaadéer the world were to
see what the Oxygen Destroyer was capable of wioeyd want to make it
into a weapon.

Serizawa is unable to find a common ground with ybenger Ogata
(Takarada Akira), who urges him to use his invantio kill the monster.
Ogata represents the generation that have onlgtandiand faded memory
of the horrors of war. Honda partially ma@edzillawith exactly that kind
of audience in mind. He said: “Many young vieweidnd have any first-
hand knowledge, or [had] only dim memories, ofulee” (Ryfle 1998: 38).
Godzillais — in a certain sense — a popcultural treatisenemory and the
necessity to nurture it. The horrors of war, crinagginst humanity, the
physical and mental scars of combatants, the sudfesf civilians — this
should all be remembered so similar things do apipkened in the future.
Particularly meaningful in that context is the sed¢imat takes place on Odo
Island, in which an old man puts the blame on tiy¢hioal Godzilla for
the recent attacks on ships. A young woman moaks &aying that both
he and Godzilla are relics of the past. He replig¢hat can you know
about the old days? If you all keep thinking likat you will all become
prey for Godzilla”.

The most important aspect of Honda’s personal emide on the final
shape ofGodzillalies not in the cinematic manifestations of theectior’'s
memories of the war or the traumatic events thdtle# a lasting imprint
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on his psyche, but in his anti-nuclear and pacifisirld-view that is
present in nearly every frame of his greatest fl\&.Honda said: “Believe
it or not, [but] we naively hoped that the end afdzilla was going to
coincide with the end of nuclear testing” (Tsut2010: 2008). He
managed to infuse the rest of the crew with hibesiasm. Takarada Akira
recalls a series of discussions carried out orsét@uring lunch breaks by
Honda Ishié, Tanaka Tomoyuki, Shimura Takashigdhi Momoko, Hirata
Akihiko and himself:

“In this harmonious and happy atmosphere, our aatens
naturally gravitated towards the current events dheir]
backgrounds, especially about the damage causeatoby and
hydrogen bomb testing and the tragic reality of fhaigo
Fukuryi Maru incident. The conversations further wenbint
how, Japan being the first country to have an atobamb
dropped on its lands, we should especially vocalizerning to
the world through film, [to] try to precede the tfasogressing
field of science”.(Takarada)

Godzilla's anti-nuclear purport is explicitly verbalized inr.Dvamane’s
words at the end of the film: “I cannot believett&odzilla was the only
surviving member of its species. If we keep on cmtidg nuclear tests, it
is possible that another Godzilla will appear”. ldanwas an idealist —
perhaps naive, but sincere — honestly believing fi film would be
recognized as an important voice in the debatehemticlear arms race.
Near the end of his life, Honda recalled being debprt by the reviews
that called his film a grotesque piece of junk amcrass attempt to
capitalize on Japan’s nuclear nightmares (Ryfle81%¥). He never lost
hope that the world would free itself of the spedf nuclear war:

“It is said that the number of atomic bombs haseén reduced
even by one since 1954. [...] We'd really like teménd
abolition of nuclear weapons to both America andd$®u That
is where Godzilla's origin is. No matter how mangdailla
movies are produced, it is never enough to explartheme of
Godzilla”. (Ibidem: 44).

As mentioned earlier, most of the Honda’s latekusatsuproductions

contained — more or less expanded — atomic thermsever, only once
did he manage to achieve the level of ideologicahmitment and artistry
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comparable toGodzilla Matango (1963), an intimate science-fiction
drama loosely based on William Hope Hodgson’s skianty The Voice in
the Night was not only another warning against the dangktise Atomic
Age, but also an allegorical reflection on the fafehibakusha(#%/&#,
literally “people exposed to the bomb” or “peoplpesed to radiation”),
people who had survived an atomic explosion aner latiffered from
radiation-related illnesses and social ostracisnhil&Vin the original
Godzilla the plot was somewhat subordinated to the filnmiti-auclear
purport, in most of Honda’s later science-fictiolmg the atomic themes
either served mainly as a pretext to initiate adstic story, or functioned
solely as a surplus to the plot. In some of thdsesf especially the early
ones, the presence of the atomic themes had dicagmiy meaningful
potential — for example, iThe MysteriangChikyz boeigun 1957) the
Earth is threatened by the last surviving membg&esance powerful extra-
terrestrial civilization destroyed by a nuclear waho suffer from genetic
disorders caused by radiation. However, it is clifi to perceive the
inclusion of atomic bomb themes in films suchFaankenstein Conquers
the Worldin categories other than the director’s fixationtbe subject.

The Beast Becomes Depoliticized: The Americanizatioof Godzilla
Honda had put a lot of effort into creating a mothiat would go beyond
the standard monster movie formula. It seems thet American
distributors of his film did everything they couid reverse this process. It
is difficult — if at all possible — to agree witlerdme Franklin Shapiro’s
opinion that:

“Although significantly altered, the 1956 film reima faithful

to the spirit of the original 1954 release; if dmgy, for
American audiences, it makes certain issues eveme mo
obvious”. (Shapiro 2002: 112)

The fact is thatGodzilla, King of the Monstersvas a defective product,
deprived of most of the references to the atomimtb@nd war that had
made the original movie so powerful and politicadlygaged. Among the
elements of the original film deleted in the praces$its Americanization
are Emiko’s notion about Serizawa’s “scars”, theious debate in the
Japanese National Diet, and the train scene inhmmany of Godzilla's
extra-filmic associations with real events — thendac bombings of
Hiroshima and Nagasaki, irradiated tuna, and waetevacuations — are
expressed explicitly. Terry O. Morse also altelreglieasons for Serizawa’s

88



Socio-Political Aspects... ILZA IAPONICARUM XXXVII

reluctance to use the Oxygen Destroyer. In the Araerversion he is not
afraid that if publicized his invention would ird@te a new arms race, rather
that it could fall into the wrong hands. Th@odzilla, King of the
Monsters! tends to legitimize the possession of weapons afssm
destruction by the “good guys”, and at the same tii@ny this right to the
“bad guys”. The biggest of the changes introducedhe film by its
American distributors is the alteration of the fdntlosing comment.
While in the originalGodzilla Dr. Yamane expresses great concern about
the future of mankind if nuclear experiments werdé continued, in the
American version Steve Martin (sic!) — the repopéayed by Raymond
Burr — says: “The menace was gone. So was the graat But the whole
world could wake up and live again”. Because of tthange, the explicit
anti-nuclear message conveyed by the origgwdzillais missing from the
American version of the film.

As for the reasons for the introduction of suchsticachanges in the
process ofsodzilla’s Americanization, the dominant opinion kdijiz eiga
historians is that the film's thinly-veiled anti-Agrican sentiments
disturbed the American distributors, so they detitie delete the most
politically-charged footage (Tsutsui 2010: 208).nf@oeven go a step
further and argue that Levine was actually awaa¢@odzillawas, in fact,
a political film based on real events, and as stmhid have not been
presented to American audiences in its originanf@¢Allsop 2004: 64).
The American distributors, however, defended thémseagainst such
accusations. As Richard Kay once said:

“No. We weren't interested in politics, believe nwe only
wanted to make a movie we could sell. At that tiriee
American public wouldn't have gone for a movie wath all-
Japanese cast. That's why we did what we did. \d&tdieally
change the story. We just gave it an American pofntiew”.
(Ryfle 1998: 57-58)

Contrary to Shapiro’s and Kay's opinions, the clemgthe film’s purport

did occur in the process of its AmericanizationeTdpen question is to
what extent it was deliberate on the part of istriiutors. Some of the
minor cuts introduced to the film seem to corrob®iday’s statement, as
apart from the references to the atomic bombingsjear tests, and the
war, Morse also deleted portions of the originadtége that served to
present the personality traits of the main characend the relations
between them (most notable the early scene estatgiEmiko and Ogata
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as a couple). However, whatever the distributargnsions were, the fact
is that — unlike Honda’s original Godzilla, King of the Monsters$ not a
celluloid treatise on nuclear warfare. Apart from Japanese setting and
cast, the film falls into line with other represatites of the 1950s atomic
science-fiction cinema, in which the way to overeothe nuclear threat
was to have a stronger weapon, whether it was keamwewarhead torpedo,
radioactive isotope bullet, or Oxygen DestroyeithAugh in the decades
following the film's premiere Godzilla and his kimgn regularly roared in
American cinemas, Honda Isbis voice was not to be heard there until
1982.

Post Scriptum

In the article | presentddiijiz eigagenre as an area of interactions between
entertainment and socio-political commentary. | swarized a gradual
change in the perception of Godzilla film seriesvidgstern journalists and
academics, that culminated in the recognition ekénfilms as a cultural
artifacts. In the later parts of the article | feed on the first instalment of
the series. After brief discussion of various iptetation of the original
Godzilla, | presented it as a celluloid manifesto of pciditiviews of its
director — Honda Ishix. | argued that due to Honda’s pacifistic worldwije
war-time experiences and trauma caused by atomibings of Hiroshima
and Nagasaki he played a crucial role in filling fiim with anti-nuclear
themes. | also argued that subsequent changeductd to the film prior
to its American release distorted its original mstp

As in the case of Western science-fiction cinemastnof thetokusatsu
films were designed solely to entertain audiencdthough Japanese
screens had often hosted ideologically committedhsters, such as pro-
ecological Mothra, education or agitation was raral primary goal in
Japanese fantasy films. And yet, Kedjiz eigaformula proved to be highly
susceptible to an ideological surplus. Even immtstlight-heartedvariety

it reflected public moods, anxieties, and importsmtio-political issues of
Japanese post-war history. Back in 1965, Sontatgwro

“The interest of the [science-fiction] films, asideom their
considerable amount of cinematic charm, consiststhis
intersection between a naively and largely debasetmercial

art product and the most profound dilemmas of the
contemporary situation”. (Sontag 1965: 48)
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Popular cinema can exist only if it maintains aselaelationship with

society. It has to reflect the world of the audmndo relate to the
experiences and problems of its members, everddas that indirectly, by
filtering them through the filmmakers’ imaginatiand genre conventions.
Even if the atomic bomb is represented by Godzitdlution by Hedorah,

communism by invaders from outer space and so on.
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