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Editorial Note

Dear Readers,

SYC¥@F8Z>~rM@ >-Ya_>4#HK[K{:?

The issue of Silva you have before you is doubly special. Not only is

LW GHYRWHG WR SRSXODU FXOWXUH RI WKH OH|
also is the first culturefliterature-themed fascicle since 2015. It

contains two research papers. Robert Jarosz delves into the
fascinating world of spoken narration in early 20th-century visual

media, while <1V D Bu¢uki focuses on the trope of the mad scientist

in the Pacific War-SHULRG VFLHQFH |LFWIDRQBWRYHO
Bakugeki. You will also find our review of the monumental Edogawa

Rampo Daijiten ZKLFK FRLQFLGHYV ZLWK WKH FHQWHC
landmark debut short story Nisen D AN D

Apart from the thematic content of this fascicle, we are proud to

introduce a unique material by Alfred F. Majewicz. In essence, the

text A new vision and new frontiers of Japanese linguistics. Ainu

Language Western Sources in the Handbooks of Japanese

Language and Linguistics (12) Ainu Volume is a transcript of a
conference presentation delivered by the author during the 2022

online symposium Practicing Japan +35 Years of Japanese Studies

LQ 3R]QD DQGIt.iktbrpbyafes exclusive bibliographic and

visual data pertaining to the Western-language sources on the Ainu

language. Although the content was initially intended to be
LQFRUSRUDWHG LQ ODMHZLF]TV FKDSWHU RQ W
the West in the eponymous 12th volume of Handbooks of Japanese

Language and Linguistics (HIJLL) by Mouton De Gruyter, due to a

range of editorial considerations, D VLJQLILFDQW DPRXQW RI
substance had to be discarded. For Silva, this turned out to be a

fortuitous circumstance. Owing to the spatial and content flexibility

which we can afford as a biannual e-journal, we now have the

privilege to introduce ODMHZLF]TV UHVXOW LQ WKH RUL
form, including a comprehensive bibliography whose compilation is

an academic achievement in its own right, as well as a rich graphic

material related to the said bibliography.

We hope you will enjoy the present volume as well as stay tuned for

the upcoming Winter 2023 fascicle. Starting with that fascicle, we are

planning to expand and invigorate our Reviews section, with the aid

of our new review editor, B.V.E. Hyde (Durham University).



Finally, it is our pleasure to inform you, that as of July 2023 Silva has
been included on the Polish Ministry of Education and Science
(MEIN) periodical index (40 points).

You are continuously invited to submit your contributions to
silva.iaponicarum.quarterly@gmail.com. We are accepting paper
proposals for the Summer 2024 issue until November 30 , 2023, and
expecting your complete papers until January 15, 2024.

The Editorial Board
silva.iaponicarum.quarterly@gmail.com
3R]QD 7TRUX & U D F/RsZppord UV D Z
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Robert Jarodz
ORCID: 0006000305404605

Japanese talking picturesmagic lanterns, silent cinema andkamishibai
in the context ofetoki storytelling tradition

ABSTRACT
The paper examindkerelations between three different visual media
with inherent oral narration which have coexisted in Japan at the
beginning of the 20th centurgmagic lanterns, silent cinema and
kamishibai(paper theater)The figures of theral narrators present in
these three media, most notably represented byb#reshj are
intertwined with each other and derive frormach older, transmedial
storytelling practice, which in Japan became knowretaki The
author expbres different roles and modalities of these three media,
highlighting their performative aspects and examining the relations
of power between all of their agents, including their sqmttical
background. They are also treatedeggmesentatives of gerformative
visual spectacle. Although the paper focuses on the local context of
Japan, the media under discussion come across as significant for the
evolution of both the local and international media landscape, fitting
the methodology of media archaeology

KEYWORDS: etoki magic lanternkamishibaj silent cinemabenshi

Introduction

The figure of the oral narrator accompanied by imagery is, on the most
fundamental level, connected to twostvaand independent histories

of human storytellingoractices tvisual and audial. The primordial figure

of the oral narrator served as a carrier of legends, myths, religions, and
histories or biographies, helpir@puntlessgroups or societies to develop
abond and form cultural identitygndvisual repreentationsoften assis¢d

15REHUW -DURV] LV D JUDGXDWH RI )LOP 6WXGLHV DQG OHG
OLFNLHZLF] 8QLYHUVLW\ DQG )LOP DQG 1HZ J@yHiGhda 6WXGL
University). As an independent researcher, he is interested in media archaeology and relations
between various visual media across history. His research focuses on cultural evolution and on
developing a functional model ofedia genealogy. lthe field offilm, he mainly focuses on auteur

cinema, independent cinema, slow cinema, and contemporary Asian cinema. Contact:
robertjarosz96@gmail.com



Japanese talking pictures. SILVA IAPONICARUM LXIX

such narrationsfacilitating the creation of more distinct mental images
of the conveyed storyhe construction ofisual archetypes and viral effigies.
Images are also much more stable and tactile, with a higher chance of
surviving through the extensive eras and epochs, contrasting with oragstor
which for the most part dfistory couldonly be relayed and received live
andon the spot. The technology of sound registration was developed only in
the 19h century, millennia aér the first visual carriers emerged. Somewhat
ironically, in the historical coalescences of those two differemt b
complementary traditions, itsi the pictures that usually served
asupplementary role. For timeajority of humanhistory, narrators were ¢h

main aspect and attraction of the spectacle.

,Q -DSDQ WKH 3PDJLF TXDOLW\ RI YRLFH SURM
intoning of Shinto ritual players6rito), and the reciters of historidtari-

bee with URRWYV LQ SUHKLYVWRY.\ Cardily Frikirtured
throughout the ages, the oral tradition often coincided with visualtaide

of the oldest forms of this type of practiceei®ki which was propagated

by Buddhist monks as early as thl 8entury. Thipapemwill focus on three
different, yet heavilycorrelated media, which seemite pivotal examples

of a marriage between the visuand the audial modalities Japanese
practices with ragic lanterns, silent movj@ojections with the concomitant
figure ofthe oral narratorsknown ashenshj and paper theater known
askamishibai Although they will bgpresented ithe local context of Japan,
they come across asgnificant for the evolution of both the local and
international media landscape. They be arguel to be a part odlonger
etokitradition, agheir histories are so strongly intertwined that they seem
WR EH GLUHFWO\ DQG LQWULQVLFDOO\ SUHODW
from different partsand VSHFWYVY RI HDFK RWKHUfV OHJDF
Another importah factor in eachof the media under discussiontigir
performative value, partly deed from their connections the numerous
genres oflJapanese theatre. The terpeformanceand performativewill
becrucial for their portrayal. Erika Fischekichte defines them both
effectivelybelow

A performance is ultimately created by everyone present and escapes the
control of any one individual. In this sensésitontingent. The concept

of contingency emphasizes the involvement of all participants and their
influence on the course die performance, including the interplay
EHWZHHQ WKHVH LQIOXHQFHY « 7KH LQWHUSO|
constitutes the performance, while the performance constitutes them as

actors and spectators. It is only when thelye part irthe performance

S|
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that individuals turn into actors and spectators. This particular quality of
SHUIRUPDQFHV LV WHUPHGLIEI8dROIR20WP DWLYH" )L\

In other words, performative actions always convey some kind of agency,
and influence the elements of the spectacle, the audience incRitkg.

$ XV ODQ G HWénéssWeatedP superficialyD V3 E R Gir&é&nde R
of DFWRUV DQG VS HIEM® 2065U2BYor He\hEddIs] of th
paper will also serve to distinguish live spectacles from more mediatized
experiences.Through various modes or modalities, tieedia under
discussiorcreate a web of relationgtiveen the narrator (performetie
audence,and the sociepolitical background from which thelyave both
emerged.

The paper will first delineate the definition and short historyetufki
asaspecific medium and as a practice present in Japan throughout the
centuries, highlightingts diversty, crucial aspectsand modalities, which
will serve as a guideline for understandimitner mediaunder discussion.
The secondectionwill focus on Japanese magic lantern shows, describing
their developmentnoting the balance between their audial arsbiali
elementsand highlighting the socipolitical roles they served. The third
sectionwill be devoted tokamishibaj a form of paper theater, and its
developmenfrom an independent street show iatpowerful, natiorwide
propagandist toollhe last setion will focus onsilent cinemaaccompaied

by the figure oharratofperformers known asenshj whose vocal narration
initially was the main attraction of the movie projections, ont
tobegradually superseded Iggal standardization and the increasing
independence of visual storytelling.

1. Etoki

Etoki ().0Z A), in its broadest sense, is the practice of vocal narration
conjoined with some kind of imagery. It is a performative aitt) & strong
division between the performer (narrator), who recounts the story contained
in the visual medium, and the audience ovgather around teaatch and
listen. Etoki has a long and rich history inpkn, and has undergone a lot

of changes throughadthe centuries of its popularity, resulting in a plethora
of heterogeneous forms, often contradicting one another. The atmosphere
during the performances colérelaxed or strictly sacreétoki could take
place in temples or in private noble housesntertainaudience drawn

from the upper classes of socie®r it could be performeioh the streets for
everybody tesee and heaor evennear pilgrimage pathsvith the content
deeply involved \vith magicoreligious themes. Interactions between the

S!
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audience and the narrator were common, oftgnhaving an emotive
FKDUDFWHU LQIOXHQFLQJ YLHZHUVY IHHOLQJV I
left room for manipulation and propaganda.

Because of thigliversity, etokicanserve as an excellent general taion
establishing one branch of medial genealaggther media, which share
crucial elements with it, could be dab belong to the same typegmoup.
That is the case for all of the three megliactices under discussiamagic
lanterns showssilent cinemaprojectionsaccompanied by thieenshj and
kamishibaiperformanceskEach of them could be said follow the notiom

of etoki be a part oft, oreven be directly calleétoki especially irthe
Japanese context. Everotlgh their histories outside tfe countrymay
beless related, judging Keir medial ontology, they follow the same
orvery similar principles. Their Japanese relationships areavily
interconnected, yet not without some crucial differences.

1.1.Etoki thistory and ancestry

Details about the history ddtoki are still shrouded in mystery. has
probablybeenpresent in Japan since thi 8entury, but the oldest mentions
of it come from the 1t century, while the oldest surviving examples date
from the middle of the 1th century the diary of Fujiwara noYorinaga
mentionsan etoki of the Pictorial Biography of Prince Shotokin 1143
(Kaminishi 2006: 24).

Etokiis certainly not a solely Japanesedium or practicett came taJapan
through Chinese Buddhist monks, and Buddhist themes repnesent
doctrines or biographies pfominent figuresvere deeply ingrained iits
initial topics. Theoldest tracesf etokias a medium seem to leadlitalia,
where picturestorytelling waspracticel by D X E KinkhB %t century
BCE (Mair 2019: 19), and there are claims (yet doubtful) it could ever dat
asfar backas the & century BCE. Naturally, much like the figure of the
narrator,etokiis affined to two huge, separate gorimordial traditions+
vocal and visual storytelling, both of which have been present in human
history for tens of thousandsf years. Their various connections are
unavoidable, aah, unfortunately, in some casgstraceable.

2This is a term derived from the biological way of classifying groups of organisms sharing some
comma traits. It fits the concept of media genealogy and serves as a good way to understand the
relationship between media (and their kindred), but due to differences in cultural and biological
evolution, it is unlikely to be applied directly without causimgliional nomenclature issues.

3 The diary 5 L K@Ki mentions spontaneoesoki JLYHQ GXULQJ SULQFHfangKLIJHDNL
in 931 AD (see Kaminishi 2006: 20).

S



Robert Jarog

1.2. Three types of meaning
Before delving into the specifics oftoki practices, it is important
to understand the term bettédrumi Kaminishi describes it as follows:

The termetokiis made up of twoworde PpSDLQWLQJ ti@DJIHVY
MGHFLSKHUPHQW H O XF L GtbkivhodRfi@sTthe widtdH Z D\ V
e is grammatically ambiguous so that the conjoined term can be
UHQGHUHG DV BfQV KH CSXHLVGEDMALIRODVX E HE DWOL\R C
WKH SLFWXUHY .DPLQLVKL

Kaminishi also lists a third option, based on a property of medieval Japanese
+a lack of distinction between ¢hact and the actor. Becausetlit
ambiguity, the ternetokican denote three different things at once: the oral
performance of explaining; the narrators, who explain the pictures to the live
audience; and the images utilizédring the performance. THast refers
tothe idea that images, ihéy are based upon some kindteft, serve
asanexplanation of a given text so the text is elucidatethe pictures (see
ibid., 192). The firsetokiin Japan were essentially visual sermons, enacted
in order to disseminate Buddhist beliefs.cBase of that, every element

of the performance was inextricably related to the sutras or other Buddhist
writings. The images were most often created indepelyd#ithe narrators

by a separate master or groups of e@stwho faced the challenge
of visually adapting holy texts or hagiographiiographies. The narrator,
onthe otrer hand, faced the challengeeiphrasis or orally describing
apicture, which isalso an act ofdaptation. Because ofefe tripartite,
intersemiotic translationsetoki creates a web of complicated relations
between its agentstexts, paintings, and performers, all of which have
idiosyncratic characteristics and can influence thiprents in distinct ways.
The figure of the narratsrtheirrelations withother agents, and the amount

of powerthey haveover the audiencé of the utmost importanci this
paper Etoki narrators (orather at this early stage, preachers) had almost
total power over the performances. First, they were Buddhist monks
of various ranks, so they were well acquainted with Buddhist behiefst,

they had to study the holy texts, whiwere the basis die images, so they
knew exactly what storiegere defrted visually, and ofvhat elements they
were compried. And, last, they had familiarize themselves with the
images beforehand in orderdffectively guide the audience through the
visual landscapes, which were sometimes organized into very comglicate
structures. Each othose elements could be difficult iompossible

to understand without proper igiance or explanation, and thatwhy etoki

S|
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were indispensable for the effective proselytizm@uddhism in Japan and
were one of the primary elemenfsits success.

Etoki began as a religious, liturgical fpgerformed by the clergy, and
occurringmainly in monasterie€ven at that point, there waslighotomy
among the performergthey could have been highnked, elegant monks
(HW R)Nneavirdy formal robes, and performifog aristocracy and royalty,
orthey could have beetd W R N L +lwWevidnked monksr monastery
brotherswithout the clerical status, presentigikifor a common audience,
often outside the monasterigkaministi 2006: 2728). From the 1&h
century onwards, the latter monks evolved into itinerarfopeers, and,
assuch, marked atrong rupture in the charactereibki

Over time, these itinerant monkgreasinglyresembled street performers
and showmen. Thepeaformances began to resemblgertainmentnore
than liturgical sermas) the form of he spectacle itself began
to beprioritized over the content. The itinerant monks resgpayment for
their perbrmances, which radically alterdde relationship beteen the
audience and the performethey neede to impress the audience oledst

be captivating enough to receive payment. Therefore, the attenticedshift
even more tevardsthe spectaclett hadto be more entertaining and enticing.

1.3 Imagery andthe SHUIRUPHUYV SRZHU

Three types of images were most commonly used for statpkg The first

typeis wall paintings or murals, used mainly in monasteries during the sacral
era ofetoki They often fillel up the whole room, creating3®t X UH KDOO"
containing religious images related to the Buddhist fditte £cond type

was emakmono *painted hangcrolls, with a long internationdlistory

dating back to ancient China and Java (MAiL9). Most often, they had

to be unrolled during thepgctacle, but they were sometimes placed on the
floor or hung vertically, already fully unrolled. Picture halls oftentimes used

a series of veital hanging scrolls instead wfall paintings. The third type,

called kakejiku or, more broadly,kakemonp can describe any kind

of erected imagery, be it unrolled scrolls, mandalas, or sipyseeré. Each

type effectively evoke a different relationship between the performer,
image, text and audience.

Etoki preachersisedfragmenation WR JXLGH WKHLUhDUgBLHQF
the imagesThe main technique for that, which syaossible to achieve ail

of the listed types of images, was simply pointitigither with the hand,

4 European counterparts efokifrom the 14th century, calle@ | Q N H Or' Z&n@storiewould fit
into this third category. They used printed graphics or posters, and performers usually sang stories
depicted in them (see Mair 2019).
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or with along stick, often topped with a feather irder notto damage the
picture.By pointing, preachers could further emphasize their narration,
governing at which fragment of the picture the audiémaked at a specific
moment. It § worth noting thatetoki oral narration followed the
chronological order of the storgit was meant to be linear and easily
comprehensible. On the other hand, the narrative order of the icmgds
have been problematic tmveil. Wall paintings are especially knowar

their complicated, noflinear structures andonfusing visual traits such
ascounterintuitive  perspectives (or ather: projections), as well
as*MX[WDSRVHG DQG VXSHULPSRVHG WHPSRUD
stories) with geographical distances (domestic aRIUIHLJQ ODQG
(Kaminishi 2006: 36)Hence, even when the audience had immediate and
continuous access to the picture in its entirety, it was overwhelming and
almost impossibléor themto fathom without fagmentation, oral narration,

or textual instructios. Consequently, the content bétstory went through
layers ofintermedial translations: from the biographies, legends, or myths,
to linear Buddhist texts; to ndimear,atemporal paintings; only toedriven

back into linearity by means efoki ekphasis which helped to uavel their
enigma ibid., 41).

Fragmentation was strongest in the casenaéikimonq and it is one othe

few examples of performers having diremianual power over the image.

By alternately rolling and unrolling theandscroll, the narratos wereable

W R FUH D W HaEhdsked @eHdd theRalidience to see. Bging sothey
could dictate what, when, for how long, and how much the audience could
see, anccould further constrain their gaze via pointing. Usikakemono
could be perceied as the most balanced waypoésenting the storythe
images were more freely accessibledanot overly complicated

to comprehendBut they werestill comprised of many elements, whietoki

could elucidate to the audiem leaving them with a full atleast better
understanding of the content.

Emakmono epitomizes one more crucial aspectetdki +the presence

(or lack) of text during the spectacle. Orlyew types ofemakmonowere
composed purely of imagéthose were called) X V AsHikMgrDenzoku
shiki): most of them incorporated some kind of intrinsic text. Sbwared
scrolls containe alternations between texts and paintings, and in some, the
text was placed inside the paintings; e.g., if the painting depicted human
figures, the text could appear above them in the manner of mddgrn
speech bioons. Intrinsic text left thestoki performer with three options:
read it aloud on the spot, without changing a word; memorize it before the
spectacle and orate it; or improvise, changing the text to satisfy the

S\
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DXGLHQFHYV QHHGV $labony g&e the @érforM&dH H F K
achance tamitate the character speaking, anticipating latekipractices

such as thdenshif \? G X E E t&owairo. The presence of text has the
possibility of confining performers ithey were to follow it word byord,

but it also leaves space for their imagfion and showmanship ttome

tothe fore if the text lines argelivered impressively. Both difiese traits

bea@me even rare important in the history é&amishibaiandbenshi

1.4. Power of reinterpretation

One specific type aftokiserves as a good example of the already described
properties, as well seervesD UHSUHVHQWDWLRQ RI WKH SH
the content of the told (and shown) storigtheir ability to reinterpret and

add meaning to the original substance in respaff\de WKH DXGLHQFH]
Kumano bikuncan be regarded as the female counterpalt & R N LartlA V K L
are the lassignificant categoryof etoki performers. They were Buddhist

nuns, present in the region of the Kumano mountains, most prominently

in the 168h and17th centures

Their role in Japanessociety was complicated £ as kanjin hijiri,

or fundraising religious practitioners, they serveg both disseminating
Buddhist beliefs and collecting contributions to shrines and temples. This
role was also impant for the faithful tmaking donations was believed
toresult in vicarious merits, improving chances farbetter rebirth.
Consequentlykumano bikunserved a mediatory role between religion and

the masses. This transitive tetaalso found its reflean intheir status
asetokiperformers.

During the height oftheir popularity,kumano bikuniunderwent a strong
secularization; as a result, they began to use Buddhist icons and myths
instrumentally. They often used mandalaspeciallythe Kumano kanjin

jikkai mandara Kumano Heart Contemplation Ten Worlds Mandila

which contained visual degions of the human life cye& and spiritual
pilgrimage, inaccordance with Buddhist doctrine, blaimano bikuni

focused mainly on two aspects of the mandatasnages of hell and
messages of hope aimed at women. For the audience, those were the most
attrective and resonant themes and images, and the nunst deedheir

profit, enticing the audienand playing on their emotions.

Barbara Ruch denotes thetbki I DOOV LQWR WKH FDWHJRU\
DUWV 3ZKRVH EDVLF VWUH Qd ihd¢refichlrhgstiiefict W L Q
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FRGHVY EXW XSRQ FDSWXULQJ DQ DXGLHQFH DQ
Sheelaborates further that this type of literature

is represented by arts that have no history of aesthetic codesdynof
criticism upon whichpractitioners based their activities. Their primary
aim was to draw the listener deeply into an orally delivered narrative and
to cause, above all, @motional response (nostalgia, tears, laughter,
pride, joy, astonishment, gratitude, religious convelsio@n audience.
Such literary arts were transmitted from practitionempriactitioner
mainly through repertory texts and were taughbtsl mimesis alone.
Perfection was sought in the verbal, aural, and in some cases visual
techniques which elicit ematn, not inrecondite wording employed to
demonstrate erudition nor the mastery of poetics that ensure the
creation of an aesthetic atmosphere (Ruch 1977: 284).

Kumano bikuni developed various strategi for deliveringetoki all

of which had theeommon goal of influencing the audience emotively. One
of those strategies was choosing and ditigstheir stories depending
onwho was listening, as well as deliberately postponing the most important
or interesting parts until a desired sum of money wakected from the
audiencdgSaka 2013: 100 heir hel stories were full of torturand misery
that awaited sinners if they did nfollow the religious dutiesequired(e.g.,
manipulating the audiee into fear of hell because iafidelity). They also
recounted historical talesmost notably Soga Monogatari and Heike
Monogatari In the latter, the stories weaved by the nuns started
toincorporate previously absent love them@&&e nuns also changed
characters of the Ggpei war, especially those hostile women,into men
capable of love (Ruch 197301), serving a much disputed feminist role (see
Tokita 2008).

Finally, kumano bikuni often presentedtheir narration in the form

of confessions or memories, plotting themselws the fabric of the story.

It is possible that they narrated the stories from aggsson perspective.
Consequently, by using themselves as a storytelling me&msexample
presenting themselves as women who were guilty of romantic love, full
of contriteness for their si&aka2013: 103) +the nunsactedand played
aspecific role, in order to impress or manipulate the audience. Adaking
recitation ofpoems,songs andan aimfor a specific looktheir practices

5 Ruch puts in the same category digikyoky V H N N\ A kBwakakbukyokuN R M A W DX, \aid
laterbunrakuandkabuki(Ruch 1977: 284).
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became much more embeddei itheatrical customs and hadach higher
performative value than earlier instancegtki

For millennia,the hallmark of oral narratori XUHV ZzDV WR DVVXPH
of UHOLJLRXYV DXWKRULW\ WKURXJK (Kéirispi PDJLF
2006: 115. But etokihistory proves tht this magicereligious authority can

shift and still prevail in a more secular and performative environrgéoki

narrators, even while using altered, frefigious means, still possessed
power over the deciphered pictures andghthered audiences, jiosing

onthem a new, reinterpreted version of the textual or visual content. The
stories of three different manifestations eibki will show how diverse
modalities and forms it can adopt while still possessing conterminoiss trai

2. Metamorphoses of the magic lanterns

The history of magic lanterns in Japan begins roughly wheetokéhalted

its trail £in the streets, somewhere between the sacred and the secular.
&RQGLWLRQV IRU PDal Beveloped VinH lagaw fthraughU LY
acombination of two other practiceghe already mentionddnjindisplays,
whose goal was to collect alms from Buddhist practitioners, ML, BiK A
public exhibitions of relics *aRZ QLD These two practices
gradually underwent secularization, mixing carnivalesque entertainment,
food vendors, and freak shows withe sphere of Buddhist sacrum,
ultimately leading tomisemono In short,misemonowas the practice of
SSULYDWH H[KLEOWLWBRBFVRILRGXYXBGXDOV RU VN
IRU WKH SXUSRVH (RarkusQI38 601D Thigl yde @fiblic,
eclectic display of everything new or attractive, serveafasund basis for
introducing and assimilating g lanterns int@n otherwise secluded
country.

Magic lanterns are projecting devices that originated in the Netherlands
around the year 1638 the hands of Christiaan Huygens (Mannoni 2000).

In the 19h century, they developeitito a blooming industry, producing
lanterns in he thousandalong withvariousoptical equipment needed for
aplethora of projection types. Magic lanterns (also cakéerna magica

or sciopticor) used glass slides as their primary image carfiérs images

were initially made by hand using watermtabut were later magsoduced

in millions using lithography or even photography. Slides contained visual
representations of any topic imaginable, from simpenic characters

to historical figures, abstract patternsy complicated visual effects

or sceneries. The main function of the lantern is to project and enlarge the

6 The figure ofdalangin Javanesevayang bebeserves as a good example of this in a different
culture (see Mair 2019).
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content of the slides onto a wall or sereso that everyone gatheredtlie
room can see themthe very essence of the wofdrojector’. They were
nothing less than a visual hegematgminating Europe and America,
fertilizing the ground (and technical equipm) for the gradual arrival
of cinema at the end of thethSentury.

Magic lanterns came to Japan around the year ¥i0re than a hundred
years after their development. Theyernw firstly presented at crude
misemonaexhibitions, serving as an entertaining technical curiosity from
abroad, as the Netherlands was the only country permitted to export
scientific equipment to Japan under gakokupolicy. The lanterns were
quickly adoptedand by 1779 they had been modified to better suit Japanese
realities Made from light wood rather than heavy and more thermally
conductive brass, they became knowikaggee megane

The development of magic lants in Japan can be divided into three main
periods In the firstperiod which lasted up until the first half of thetth9
century, lanterns were used mainly for entertainment purpdbey were
then calledkage H G AnbidAsaishiki kagee, denoting equatin to the
tradition ofshadow plays, aralled \ A Véphasizinghemagical character

of the projected pictures (Kusahara 2021: 1BR)his period, lanterns were
capable otreating interesting, magical illusions and transformatemd

of showing famouws landscapes and talebiqd., 184). Two nextperiods
utsushie and J H QWill Ae described imore detail.

2.1.Utsushie

The beginning of the secomkriodis generally datedo the dawn of the

1%th century, and associated with Kumakichi Kamesakimono designer
andrakugostoryteller. Because of his artistic background, storytelling skills
and knowledge about Western science, he was well origotealtural
needs athe time,andhad every ingradnt reeded to creatersew format

of audiovisual entertainment, which he had callgdushie (seeKusahara
2021). This format contains crucial differences from Eheopean tradition,
making ita distinctly Japanese version of the magic lantern shows.

Firstly, utsushie was heavily influenced by the theatre. The stories
presented were often taken directly freaabukior bunrakuplays, serving

as a cheaper and more accessible counterpart to the otherwise exclusive
theater.Furthermore the exhibitedstories were much longer thdhose

in the first period containing popular legends anaris about warriors,
samurais, oghosts *aRZ QLD

Secondly, the visual techniques were greatly improved. The shows took
place in darkened rooms, and tlterns were placed behind the screen
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in order to hide their mechanisms from audience sight. As a result, the
audience saw only floating, ephemeral shapes or characters made from light,
without any trace of their origins. Those pictures were far fromcstati
because they were made from wood, Japanese magic lanterns were very light
and could be easilypicked up and operatethanually. Thus, images
exhibited inutsushie spectacles were characterized by their mobility and
liveliness. The operatguerformers @ien had the lanterrsttachedo their
bodies, so that when they moved, the picture projected from the lantern
moved as well, conjoining the visual with the corporeal. The overall effect

is that every component visible on the screen was made live opdhe s

by WKH SHUIRUPHUVYT DFWLRQV -tibhél @M. QJ L Q
Utilizing two to eight lanternsit once, the visual arsenaluwbushie was

very broad +Kobayashi GemMLUA OLVWV Grhahiipulatel @&V Z D\ \
visible picture, including zauing, fading, andchanginglight intensity
(Kusahara 2021: 192). Utilizing overlapping imaggsushie could create
ascenography andD niultiS O D @heide from light, adding depth

to projected scenessomeimagescould serve aa background ofandscape,

and someasforeground characters.

Lastly, utsushie exploited vocal narration, music, and sound effects, again

in a manner similar t&abukiand bunraku The narrator was most often
astandalone figure, seated at the side or beneath the screen, vighxe t
audience. Sometimes there were multiple narrators interchanging the oration,
as spectaclesould last upto a couple of hours. The narrator(s) not only
explained what the currently displayed pictures depicted, but acted alongside
them, mimicking thecharacters or various sound effects. Sometimes they
would also play a percussive instrument to create rhytHorthier highlight

the visual actiorttin a way, playing the same roletag pointing practices
described earlier

The crucial aspect aftsushie is that the aural components of the spectacle
did not dominate it. In most instancesetbki it is the oral narration that
creates the main axis of narrative refeeentthe visuals serve merely
asupportive roleUtsushie developed a balanced expmarce between the

new, complex and attractive visual strategies and the olderestalblished

oral traditions. The narratts also had a broad arsenatefthniques at hand,
including, for example, M A U aUnelodic narrationaccompanied

by ashamisenor rakugostorytelling, which employed changing pitch and
tonesor produéng various onomatopoeia émliventhe spoken story, further
immersing the audience. Certainly, there were situations dutsgshie
spectacles where it was only the vocal n&rmathat pushed the story
IRUZDUG ZLWK QRWKLQJ YLVLEOH RQ WKH V
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limitations, both in number and in content, it was the narratow had

to either fill in the storyor fusetogether otherwise unrelated sets of slides
into a colerentnarratior.

Their plasticity notwithstanding, the visual track of the spectheld
tobeobeyed by the narratordfhe presented narration wase effect

of teamwork and preparation during the production, most probably
involving multiple rehearsal§lides were numbered andsim in a specific
order, inaplanned sequend&usahara 2021: 1843p it is highly probable

that the narrators used scripts, and, as in the manmtoldfthe presence

of text effectively RQILQHG WKH QDUUDWRUTY DFWLRQ\
In one of the many handbooks written about European professional magic
lantern projectionsnforelectures than spectacles), the authors underline the
aspect of communication between the orator and the lantern operator; they
propose that some kind ofigeals should be established mrepared
beforehandio avoidshowing improper slides or confusitigeir orde{Gage

and Gage 1914: 180).1tis hard to imagine the situation being different for
utsushie *the strong need for synchronization between sound and picture,
especially with more yhamic projections oflozens oklements, almost
ruled out the possibility of improvisatiamm eitherend. The projectionists

had to visualize what the narrator wasisgy but the narrator also had
tofollow the formerly establishedtory created with available visual
resources. So, although the spectacle itself was conducted live, the
preparations must have been strictly structuralized and organized
beforehand in ordeto ensure a smooth performance. édgsult,utsushie

is an intriguing example of dynamic relationships between subjugated oral
narration and ever more complicated, yet not fully independent imagery.

22.*HQWA

The third period of magic lantern developemt in Japan began around the
second half of the 1B century and riatroduced European, heawgymobile
types of lanterns. They were more technically advanced and referred
to as J H Q WhiA period exemplifiestwo important characteristics tfe
etokitraditionwhile beingtailored to the realities of the Meiji era.

New types of magic lanterns were imported from the West and introduced
to Japanese audiences 6yHdhf[Tejima, a technical educator, around 1874.
He advocatedor the educational usef the magic lanterthroughout the
country. By the endof the decade, the Ministry &ducationtook uphis

plan introducing JH Q&% Aan official tool for education irschools,

" Once again, the aspect of fragmentation and seamless conjoining neteki i; present here.
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in universities, and for the genemaliblic, sometimes even free diarge

(*aR Z QLD 38). Thisis a radical shift fronthe entertainmertriented
spectacles, and a comeback to the origetaki application. Even the
Buddhist entourage implementeldH Qa4 @tool for proselytism.

However, there was an important differenceith the approval of the
FRXQWU\TVJR QRR@ Kational institutionalization involving
production and distribution of lanterns and slides. Shows and performances
turned into lectures, and various images projected from the stationary,
visible lantern served a supplementary roleWwWKH 3SQDUUDWLRQ ™ R
or public orators. The audience, now in tfeem of children, students,

or citizenswasexpected to stgyassive antbcused duringhe presentation,

as opposed tthe earlier, rdterlively and engaging mode oéception. For

J H Qastures, it$ the content that served a dominané, although it can

still be considered astokiand as a performative situation. That being said,

more spectacular shows (now calldoH Gke) Aconductd in a Western

manner, still subsisted:his was the ame withutsushie, and these three
different types oprojections coexisted for at least four decédes
Institutionalization combined with education often can be a fertile ground

for national propagata, and this is the last important notioretdkiusage.

* H Q MtAires developed during thperiod of theMeiji restoration, and
KHQFH ZHUH ZLGHO\ XVHG DV D ZD\ RI| SthekHVHQW
HWKLFDO DQG PRUDO YDOXHPWMIQDW HWWDWMHIG W
consequences.

During the first SineJapanese War (1895) and the Russgéapanese War
(19045), the propagandist possibilities o H QWérke most heavily
exploited. In those cases, the government used visuality as a tool for
disseminating patriotic values and fillitige public space with imagestbe
RQJRLQJ zDU LQ RUGHU WR GHYHORS D FROOH
2019 39). GenWphkojections weréghe perfect tool for national nurture, and

this time the audience was encouraged to take part in the spectacle. Various
sources mention exuberant, communal reactions like collective singing,
screaming, clapping, crying of joy or stangpim anger (ibid., 40). The
QDUUDWRU §¢ kibdRdD HHIQQWA/RZ BDWKHU 3JDWKHU
is similar to the kumano bikunipractices +they were influencing and
channelingthe emotions of the audience, inciting their attention, and
promoting desable beliefsthis time only patriotic and national rather than

8 Overhead projectors, used widely for lectures to this day, can also be argued to be a small technical
advancement from vertical magic lanterns. In Japan, overhead projectors have also been integrated
into kamikiri spectacles.
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Buddhist. Somspectacles also functionedafindraising tool, transferring
cdlected donations to charities vsing them tsupport military operations.

3. Kamishibai

Following the chraological order of thediscussedmedia, kamishibai

should be placed ladButits connections tonagic lanterns are in many ways
stronger tharo silent cinemaso it is best to describeliefordhand.

Kamishibai OLWHUDOO\ WUDQVODWHY WR pSDSHU 'V
describes it. Having existed in the Meiji era under the nacté-¢, it used
rectangular, paper cutout pupgatentained in a small and portable wooden
proscenium called butai. Borrowingthemes and characters frdrmnraku

or kabukitheater, it served asminiature ad more accessible counterpart.

Due to itssmall size and the character mfterialsit used tachi-e was
inexpensivdo make stageand view

The short era ofachie was quckly occluded in 1929 by a new, similar
version thira-e, which substituted individual cutout figuresth bigger, flat

paper pictures, shown asuccession, serving as a slideshdath ofthose
spectacles could and dhdbeen namedkamishibaj but it washira-e that

becane prevalent and popular.

Kamishibairepresents the type efokiin which thenarratorperformer can
manipulate the images, in this case by changing the boards with paper
drawings. As a result, they aldlave SRZHU RYHU WKH YLHZI
FRQVWULFWLQJ LW W Rvhithkhenisehed weteGxtrioundéd O L G
bythe wooden frame othe butai. Perfomers can also use pointing
asanothemethodof fragmentation, andavethe possibility of changing the
boardsmorequickly or slowly, creating smooth or dynamic changes adapted

to the oral narration. To further emphasize vital moments of tny, st
instruments like drums, gongs, foy Ahigiwere used. The performers were

also dressed similar to the chanterkabukispectaclesttheatrical customs

and nuances were still very much pregdftGowan 2010a: 5).

3.1. * D L kaAishibai

Because of its small size and poor visibilikgmishibaiwas better suited

to being performed on the streets rather tingrarlors, fitthg themisemono
phenomenon. Thistreetform has been baptized DLW A N D RUIMAVKWU B B W

® Thanks to the use of paper cutouts as puppeethi-e spectacles are deeply related to puppet and
shadow theater, and are visually similarutsushie because, just as in lantern shows, figures
displayed orablack background seemed like they were flugtKamishibaiin general is also
linked to the peeghownozoki karakuri which used a series of changing pictures but was viewed
more individually through the openings and lenses, which enlarged pictures located nsatkea
construction.
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SDSHU Wikdiebywhidiatifig the true history die paper theater. The
best audience turned out to be children, and this fact heavily influenced
kamishibai Due to itsmobility andthe public entourage, the paymeifits
shows were not based an entry fee but rather gathered by selling candies
and snacks to the preadolescamdience before the spectacle.

An important feature okamishibaiis its position on the peripheries

of society. The storytellers, known &amishibaya, often camefrom the
lower classes, as exhibiting papeedters was a comparatively easy way
to make money. The only things needed for perforcea were a few paper

or cardbard sheetsfor drawings, a small wooden theater with two doors
(butai), and a way to transport them, which most often turned ou
to beabicycle. Kamishibaya performed heir spectacles for a couple

of hours daily, travelling through d#rent neighborhoa almost
asitinerant forms ofetoki or utushie did. This cheap production process
turned out to be crucial during the Great Depression in the 1930s, which also
afflicted Japan. With unemployment rates escalating, hundreds of new
kamishibaya emerged, mkdng use of the unofficial status difie street
theater to make a living.

Children in the audience and the storytellers were often from the same
neighborhoodthencefrom the same socieconomic backgroundwhich
greatly facilitated a local and commun#ahasphere of the spectacles. Partly
because of thatkamishibaiestablished unique interactions between the
audience and the performeraking use of itivelinessaspecttfor example,
performers commissioned quizzes and verbal or visual puzzles bdtweeen
stories, and children who answered them correctly were rewarded with
additional candies. The aspect of emotive impact and enticing audience
attention, known from th&umanobikuni practices, ixlearly prevalent in
kamishibai tsingle performances udlyaconsisted of stories from three
different genres, e.g., exciting action adventures, sentimental melodramas,
and comic storiegMcGowan 2015: 14), to fulfill the whole range tbfe
audience need3he somatic aspect is also worth notifinildren gatheng
around the mall theater scene often hadamass together, forming a tight
cluster(Orbaugh 2015: 41).

Instead of adapting weknown tales or theater plays litechi-e, stories for
hira-e kamishibaiwere often created anew. Thgave birth tomore
opportunitiesfor inciting the attention of the audience by presannew,
captivating characterthat had a chance of becoming virdlespecially
popular were admirable childeroes like Golden Bat, ofteatknowledged

as one of the first illustrated superherd€amishibaialso used an episodic
format for its stories, which, thriving on anticipation, guaranteed children

tv



Robert Jarog

would come back the following day to hear the rest of the story. This was

vital during the Great Depressiortliving on the verge of poverty, the
performersfichances of survival hinged on their ability to entertiair
preadolescent audience.

The performers most often did not creatertbern drawings, but rather had

them rented from varigs rental places or artists. What is importanthist

WKH 3VFULSWV’™ IRU WKRYV Hstdri¢s) Weke GadsPdiathey D Q
kamishibaya orally and r#her cursorily, so most often cansiderable

amount of improvisation was involved in the perfames.

3.2. Education, propaganda and further standardization

The unofficial character o DLW A N DspéctagldsHadted for less than

two decades. By the second haffthe 1930s, as in the caseutdushi

e, educational practices eclipsed the entertainnpartod Yone Imai,

inspired by J D Lté¢tniques, started usidgimishibaifor disseminating
Christian topics in a way mofited andattractiveto children; and Kerya,
Matsunaga seeing the growing eduaadiqand commercial) potential of the
spectacles, in 1938rmed the Hucational Kamishibai Federation

More institutionalized entities started to appear, producing and distributing
kamishibai suited for more elaborate environments, like schools and
houselolds. Matsunaga began publishing his stories in educational journals
3ZLWK LQVWUXFWLRQV RQ KRZ WR FRORU DQG F
then apply them to stiff cardboard. This innovation allowed educators even

in rural areas of Japan feecreaW HY 0D WV X Q D DK N LNVUWHROUDL\VHWU E
(McGowan 2015: 16), laying the foundations for what will becéeaekuri
kamishibaj or handmade versios of kamishibai. Because of tht
popularization, more than 3M0 kamishibaya were inoperation
nationwice by 1931(McGowan 2010a: 6).

The advent of publishddamishibaiD WWUDFWHG WKH JRYHUQPHE
resulted in further regulations concerning the content of the sthieform

also underwent a crucial changd U R P WKH DXWKRULWLHYV
stories be written on the backs of the cards sothattRe¥ © G PRQLWRU FF
(ibid.). Requiring the narrators to read the text verbatim radically changes
their ontology #from stogtellers, they turn tonerely amedium (orrather a

tool) for conveying the desirable message. This further facditate
educationahnd propagandist content.

In the first half of the 1940sluringthe second Sindapanese War and the

dawn of World War Il, censorship and propaganda intensified. During this
period, 70% ofkamishibaiproduced were destined for adults rather than
children(McGowan 2010b)Teachers and local authorities were specifjcall
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trained to deliverkamishibai roperly DQG 3DXGLHQFHV ZHUFL
to listen in silent reverence. Any unsolicited interaction with the storyteller
PLIKW KDYH VXJJHVW KMEGSNRIO 2045 ERWWith XU HV W~
financid backing of the governmentthe total number gbublished
kamishibaihad reachedover 800 thousand 4942 (ibid.). The formerly
cherished communal aspect of the performaitaal was transformed into

anidea of national togethernedg (kan), creating aountrywide spectacle,

with the government in the role of the omnipresstioki dispersing and
elucidating its dogma through the pictures.

4. Benshiand silent cinema

The history of silent cinema and its relattorthebenshinarratorperformers
combines many topics alreadiscussedn the case of other media, bt
away highly interwoven and condensed onlyaitmund four decades. The
key difference lies in the scale of organization needed forpthper
existence of cinema; iequires a muchigherlevel ofindustrialization and
institutionalization, involving numerous entities like production houses,
distribution and advertisemesystems, guaranteed imports axgorts, and
more robust places for projectiofsoper, dynamically changintednical
conditions nust also bessured for each dfiose aspects. Understood
broadly in that manner, the cinematic apparatus involves thousands
of people and an immense amounbajanizatiorin orderto endure.

The Kinetoscope anthe Cinematograph were imported to Japan around
1896 as the first devices for projecting films, and, once again, fitted the
misemonopractice as one of dozens of technical novelties at the time.
Because the first films presented lasfemim only a couple of s®nds

up to half a minute, their exhibitins were often elongated bypplementing
with an orator who explaed the mechanisms involvedprnojection. Those
orators are considered to be the predecessors bétishifigure.

The ongoing association of cima withmisemonaletermined its social role
and modes of recipienc accordace with the European notion ahema

of attraction (Gunning 1990), silent film®projections were not focused
onthe narrative and filmic content, but rather on the performaatspect.
The overall experience itself was crucial, brimming with live and
communal atmosphere. Unlike in Euegm history, the first instances
of cinema in Japan were rather expensigened at the higher strata
of society, especially those interested the Occident. After some
development, mtion picture content lasted up to twenty minutes, but the
shows ranged fra two to three hours because tlé complicated
procedures needed for projection. In this first perizehshigreeted the
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audiencejntroduced them to potentially unfaliar concepts (such dke
projection mechanisms) arghared background knowledge relatedht
content of the movies. During the many breiakihe spectacles (caused, for
example, by changing movie reeld)enshi served agntertainers,
guaranteeing a cdinuous experience.

The precise role played by tihenshidynamically shifted inandem with

the development of cinematic apparatus and advancements in its storytelling
capacity. Tread syncretically,benshiperformers are akin tihe narrators

in previously described mediother than describing the mechanisms, they
could elucidate the content thfe pictures. This was especially important

in Japan, because of the sudden introduction of movies withyniostign
content; this act aéxplaining was labeled with the tersetsumeiTheir
narration was noalways neutralbenshisupplemented the screenings with
their personal comments, being able to impose on the audience their own
feelings and (re)interpretati of the projected films. Through voice
modulation and mimicry (calleékowairg, as well as melodeclamation

or singing, they could enliven the ongoing action, intensifyigY LHZHU TV
immersion.Furthermore, the osic and sound effects affiliated witheth
performances, in the form bf Ahigi, flutes, shamisenor even full
orchestrasshould nobe omitted®.

4.1.Benshif power

Overall, benshiserved a mediatory role between the audience and the
content of the picture, channeling their understandimgj iaciting their
reactions. It$ easy to imagine théenshicould consolidate short movies
created and shown independently, similar to thtewshie practice

of creating a coherent story from different slide sets. This power also
encompassed theontent £moving pictures did riohave to have a fully
coherent structure because of tiemshif Superimposed explication.

It is true thabenshidominaed the way of experiencing the new medium
and became the very first stars of the industry, forestalling and outmatching
the importance of actors attteother personas involved film production.
They were an indispensable part of projections and adwugrfiractice +
participating in a movie with a differebienshicould result in an entirely

101t is worth noting thabenshiwas a profession that required certain physical predispositions and
alot of preparation before the show. They performed four to five times per day, each day of the
week (Dym, n.d.), operating without the microphone and moving bettteetheaters aities.

In the history of European magic lanterns, there was a similar position of professional lecturers, who
were hired to give speeches and presentations about a variety of topics, prepasémgooizing
dozens obcripts and travellig hundreds of kilometers per day (see Borton 20B8nshimay
beseen as a very close relativetio kind of itinerant comperperformer profession.
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different experience. But the audience also possessed some poweh

like in the case okamishibaya, the benshif Yerformance and delivery

(called bensetsu were constantly judged by the participants. Numerous
benshicompeted for fame and popularity, but their success depended on the
whims of the audience, and only a fraction of the performers managed

to become truly recognizable.

Thebenshifigure was in many ways authoritative and sovereign, and (partly
because of the weak social status of motion pictupesishiwere na
regulated in any wajor around twenty years, leaving them free to orate
anything they wished. But, much likeamishibaya, they could not avoid
regulations forever. As early as 1911, a study regarding the educational use

of cinema was conducted. Citing variouldems with its social role,

it included the dangers tiebenshibeing* X QILW LQ ODQJXDJH DQ
advigng against showing movies to childremdexhortingthatfilms and

the benshishould be carefully selectd@Gerow 2010: 69). Another essay

from 1910 criticized théenshilRU 3SGULQNLQJ” DQG *OHFKHU
78).

In 1917, the Tokyo Police Departnteimtroduced a licensing system,
holding certifying examinations for théenshj testing their cultural
knowledge andhe social roles of cinemah(id.). The regulations increased

tothe point of police officers attending the theaters to monitoether

ornot the benshiwere 3 FKDQJLQJ WKH SORW RI WKH PR
L PP R UOnifi 2021: 201)lt is important to highlight that, initially,
benshiwere na inherently connected to the film industry but were rather
affiliates, hired specifically for thexaibitions. But after the licensing
system and regulations, they started servihg contradictory role

of educators and narrators, simultaneously gaining importance and losing
freedom They becaman official part of the industriput also started getting

more and more subordinate to elements outsidieeir power and control.

4.2. The textualization of thebenshi

The problematic relationship of power between the text and the performers,
always important and regulative in btk tradition, isprobably most vivid

and dynamic in the case of thenshi The introduction of intertitlesttext
ERDUGY LQVHUWHG LQWR WKH the GdRMdgue VW U X
or explaining actionxperforce intervened witlhenshif Yower over the

image. With the textual narrative embedded in the moving pictoeeshi

could no longer impose their own interpretation but began tsubdued

by the movies. Conversely, the introduction efritten dialogues, visible

to everyone, helped to develop tkavairo, or mimicry practice, delivering
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the lines of different characters with modulated voices. In the first years

of the practicekowairowas performed by a group of four to six narrators,
DQG 3 VRPHWLPHY HYHQ WKH >PRYLH@cr€&&eRWRUV
and delivered their lines alongside trenshi’ '\ Pn.d.), which resembles
modernday dubbing, but conducted live.

One more force impacted thenshithrough the use of textthe Pure Film
Movement (jun Bigageki und), spanning from 1915 t#925. Inspired

by global cinema aesthetics and standards, its members, shidmni@asa
.DHUL\DPD ZDQWHG WR UHQRYDWHJapaKdde S D QD
cinemD “ ibid.), which included theatrical borrowings such female
impersonators and thbenshi Their efforts to improvethe cinematic

30D QJXdaxuddd not only on the visual aspects, but also on the
organization and status of the film industry, with @y emphasis otine

textual layers of cinema. They favored the frequent usetartitles and
demanded screenplay renovations and regulations in ordepéosede
previous habits, theatrical and simple, written in a style fittogpshi
performance manmng Kaeriyama also introduced a new term for denoting
movies zeiga S UR M H F W,HnGte&iLokuisddAsh§shin pPRYLQJ
SLFWNSg thus far liberating cinema from the connotation with
misemon@ractices As Chika Kinoshita phrased ihe sphez of exhibition

was to be deprived of control over the significance of film, endowing it with

full textual autonomy (Kinoshita 2011: 24).

When it comes tdhe benshj one of the direct effects of the Pure Film
Movement was the abolishment afitroductory remarks fhaesets)

stripping thebenshiof tKH DXW KR ULW\ R |oEgije@idnWikeH 3KR\
result wasaneclecticsetsumeiencompassing narration, commentary, and
mimetic dialogue all at once, while the film was being projected (Dyah), n.
Somewhat ronically, this initiated the soalled Golden Era obenshi
performances, the peak of their popularity and strength, partly resulting from
WKH JRYHUQPHQW Y OHJLWLPL]DWLRQ %XW WK
more drastic. As AarorGerow (2010: 18) lists: the modes aifiematic
narration were altered, the star system was solidified, the institution of the
authordirector formed, the screenplay was established and codified, and

in 1925, national censorship was constituted, radicalhanging the

cinemaf \status and organization. Because of the regulations, film
distributorswere required toV XEPLW WKH ILOPTV SUieQW DQ
benshiscript (Kinoshita 2011: 15), further ensnarirmgnshiwithin the

borders of text. Even thou) benshiwere still expected tgo beyondthose

11 0One more practice can be of value here, namely the film transcriptions and synopses published
in various movie magazines (see Bernardi 2001: 478) which further textualized cinema and
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scripts during the performance, the sheer fact of having a textual basis (and
censorship) normalizethe experience to some extent, stripping from
it dissimilarity and performative value.

4.3. The mediatization of thebenshi

The popularity of thébenshigradually faded aey after the introduction

of sound cinema in the 1930s and 1940s. Yet, there is one aspect of their
slow demise that seems crucial for #tekitradition and it 5 the méer

of mediatization. In the 1930s, silent films whknshinarration and sound
films coexisted, but also two transitory formats emerged, involving
VRPHWKLQJ FDOOHGtad auiidR Xa@ki wikidh Quast pest
synchronously added to an otherwise gilerovie. One format of those
sound bands used music and sound effects, still leaving intertiteavey
dialogues and narration, but the other format replaced intertitles with
arecording of théenshif Narration (Freiberg 1987

The existence ofbenslh narration as an audio recording marks the
beginnings of mediatizestoki +tan aidio-visual display involving aarrator

or performer inseparably merged with the image. The vocal narration turns
internal, synchronous and almost subordinatthéovisual By discarding

the benshiand gradually switching to sound cinema, the moviegoing
experience became more of\ap & @ther than apectacleUtilizing the
YLVXDO 30t @drXxéyJal story independent of the exogenous
narratiort?, it confined the aspects diffenessand communality.6 pD Q F H
guarantees echnologically mediatized yet complete sensory engagement,
immersing viewers in a vastly differendften moreindividual and tacit
mode ofreception

Conclusion

Japanese magic lanterns, silent cinemdgkamishibaicoexisted and crossed
paths in Japan during the 1920s 4880s. Conjunctions between them were

benshinarration. It did not have a strong direct impact onkigeshi,but allowed every reader

to know the content of movies outside of theaters and withouiethshif Mfluence.

12 0ne point in the history of the European visual media landscape can be thought of as a starting
point for the independence of the image as a narrative force in audiovisual spectacles (Jarosz 2021).
The 18th century introduced the developmehtheater hydraulics, as well asnedium called
eidophusikonand technologies involved in at least four different kindpasforama paintings
(onthis topic see also Huhtamo 2013). This was a uniqgue moment when the scenogtiapdieia

began tdbeanattraction on its own, equal with the spectacle or actors. The visual media, probably
for the first time, did not need narrators to convey their sophisticated stofiles Japanese context,
perhaps the advancementskimbuki scenography could also beated asuch. Special effects,
hydraulics, and perspective backdrops all strengthened the illusion and immersion guaranteed by the
visual side of the spectacle. Cinema certainly followséworcludes) this process, with the ongoing
developmentof avist@ VWRU\WHOOLQJ 2ODQJXDJH"
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inevitable, influencing presentetiemes or topics, their forms wrodes

of recipience They have also infused the national visual and aural
imagination in similar, yet different ways. Each of them carries various
tracesof the misemonaractice and the opuletheater tradition, serving
asnew carriers for centuriedd epics, legends and folktales. Each of them
can also be understood and categorized as either a medial relétizetoki
tradition or adirect representive of it, while still possessing its autonomous
characteristics.

In the case oétoki, the fundamental, dynamic coalescence of oral and
pictorial layers, both with independent and rich histories, results
in aplethora of possible modes of spectacleaving explanatory,
educational, or entertaining rolé&reating media as members of the same
medial group can highlight variousonvergence pointswhich are
sometimeddifficult to trace individually. Through their mutual analysis,
general schemes of fummality and development nabe dedued, even
with media stemming from different sodiechnological backgrounds,
either local orglobal. In the Japanese contextgaod example

of acontemporary relative oétoki could beanime voiceactors, VH L\
whose pactices resembldenshif Xowairo or kagezerify but achieved

in afully mediatized manneembedded intdhe visual layer o&nimation.
Treatingetoki as a wider medial practice or stratdgy supporting visual
media with vocal commentary, an inapparent connection could also
beprojected onto audigisual media currently present globallguch
astelevision anchors, sport commentatorsRU OHWV SOD\HUV
in aform of live broadcastsrdivestreams.

The perplexing aspect of intersemiotic translation was highlighted here
oral narratives iretokialways redefine pictorial narratives to some extent,
and the pictures can possess a dual character: of an independent narrative
source, and oh pictorialization, a redefinition of written texts or separate
oral narrativeswhich have precedetie act ofetoki Those traslations are
fueled further byinteractions between the audience and the pegigrm
UHVXOWLQJ L Qe spatialesOAddnidhaMheérnes mentioned

in this paper, likehe consequences of affiliay narrators with the written
texts serving ascripts,anddetailed power relations between the performer
and the audience are undoubtedly important, and can be fruitfiurfber
studies.

The narrator can be placed at the very eeot the discourse abouttoki
practicewith regard totheir social status, specific rgleand capabilities.
Their repertoire consisted of oral techniques and variables like rhythm,
volume, inonation, tempo, clarityaccuracy, fluency (Fujiki 200671),
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wordplay, melodeclamation, or chanting; but also, of performative aspects
like clothing, choreography, or, most notably, various interplays and
interactions with the audience, which could iefige and incite them
directly or implicitly. If the storiesalayed by narrators were oétional
provenance, they turndato important disseminators otllture, areffedive
medium for the audience tultivate their cultural identity.

The narrators seed contradictory roles. Their impact could be miniscule
and benign, oit could serve an immense religious, national, or broadly
propagandist agenda. They were subjective interpreters as well as objective
explainers; authoritative figures and educators, as well as prestidigitators;
SRZHUIXO VRYHUHLJQ VWRU\W b@OrHte\hanBsHUH J
of the government. Their social status was, surprisingly, for the most part,
low, contrasting with their function and -@tage (or whilgperformance)
status. As a result, they gave their servicesltof the social strata. Falling
somewhere between beggars and gurus, between the textual, the visual and
theaudial,between theommunal and privatetokistorytellers filled many
contingent niches, creating a heterogenous amalgamate of medial and social
practices.
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ABSTRACT
7KLY SDSHU GLVFXVVHV WKH FULWLTXHV RI W|
5DQTV XQSXE Gha¢K BogbixaighUiNs work, the researcher
Murao, who works at the Borneo branch of the Institute of Magnetics,
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atomic structure. He falls into the delusion that there are a minimal world
within the atomic structure and a larger world where Earth is considered
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on the scientific knowledge of the scientist HandeMagaoka. The
cosmology reflects the wartime image of the world, and we argue that
the larger world implies the Western world, the human world implies
Japan, and the minimal world implies the colonial worladr&bver, we
VXJIJHVW WKDW OXUDRTV PDG VFLHQFH LQGLF
configuration is not an absolute domination vsdoonination
relationship, but merely a relative relationship, and that the clashes
between civilizations are able to be intefjed as insane.
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$QGUIHM ZLUNRZVNL
ORCID:0006:00024290-4409

Fujii Hidetada, Ochiai Takayuki, Sakamoto Hiroshi, Watanabe Keniji
(eds.) 2021. Edogawa Rampo daijiten [the Edogawa Rampo
encyclopedia)]. Tokyo: Bensei Shuppan.

Even seventy years after his death EdogRamporemains a ubiquitous

force in Japanese (pop) culture. New editions of his novels are reissued
regularly by major publishing houses and are readily available in every
bookstore, while numerous adaptations, homages, pastiches and references
to his work appar steadily in various media. The latezsamplesare a TV

series produced by NHK to commemorate the centend&pmipolV OLWHUD
debut Tantei romansutDear Detective from RAMPO with Lo{2etective
romance) and a theatre reading oR W A Q(RheRD@rion of the Lonely

Isle, 19294930)staged byKentaFukasakun Tokyo. However, one does

not need to looko adaptations oRampofV ZRUN LQWRInNRMeEKHU PH
to witness the influence of his iconography on the popcultural landscape

of Japan, as his idsyncratic take on crime fiction has lafs mark
onnumerous aspects of Japanese -p@st popular culture with his

influence acknowledged by such important creatorasaki Tsuji and
HayaoMiyazaki.

Despitethe impact oRampgq his work hasarely been the focus of academic
research. The situation has changed somewhat in thee&fury, with more
willingnessin Japanese academia to conduct proper studies of popular
literature, but upuntii now DOPRVW DOO DQDO\WHV RI WKH
of -DSDQHVH FULPH ILFWLRQ  egsBy@GtsdpetidiQind R Q G X
in the genre rather than researchers. As such, a vast number of texts devoted
to Rampoand his literature have been addressed to the general reader. What

is more, these writings are ualy deeply indebted t&Rampo himself,

asthere is no doubt that his essays WD Q W H L (détedtiveHnows)X
collected in such volumes af DQWHL VKAV H@®otX YeRQ MIQH
of Crime Fiction 19544961 or *H Q Y KMh&1@astle of lllusion, 1954
1954)remain the mostidely-read and influential works dealing with the
history and evolution of crime fiction in Japan. Thereford/laso Yoshida

has noted in his discussion of the latter collection, the most trustechiccou

!$QGU]HM ZLUNRZVNL Lt I6dttQe & Oriehtdt Btodlds] Adam Mickiewicz
8QLYHUVLW\ S$RHFLRLDOHHHV LQ -DSDQHVH SRSXODU OLWHUDW.
Contact: andrzej.swirkowski@amu.edu.pl.
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onthe WD QWHLKDKAEHWEYXZULWWHQ E\ RQH RI WKH
making his version of its history the canonized one. One can hardly argue
that a new academical approach, that would largely eschew the established
conventions of the populaiew on Japanese crime fictidras been long

overdue

EdogawaRampoDaijiten (hereafter the ERDis an expansive900-page

volume that had been long in the making. Its origin sléteck tothe
exhibitionEdogawaRampoW R W D L \&sKiki (Ed@gawa Rampo arttie
HODVWfCentury) ZKLFK RSHQHG LQ 7AEX '"HSDUWPHC
LQ 2UJDQL]JHG E\ 5LNN\A 8QLYHUVLW\ WR FI|
of the Edogaw&ampolkebukuro residence (where he had lived from 1934)
DORQJ ZLWK WKH ZAUL®/G WDIVWFK DWW WIKHUB[KLEL
proved difficult, as a similarly themed event had been on display in the same
place only a year before. That earlier exhibition cov&athpoffV OLIH DQC
work through his personal belongings, which left the orgasizer

no alternative, but to look for a novel way to talk about the author. They
decided to avoid the standard biographical approact placd Rampo

in the context of his times and the mass cultWéd Lbwrika that had seen

rapid growth in earlys KAZ D - Dh&Pr@ved fruitful and a decision was

made to expand the scope of the exhibition and create a Rampo encyclopedia
that would follow the same principles.

This is, of course, not the first publication of this type. Lexicons devoted

to Rampo intude Edogawa Rampo V K A V HN\W V X— G RKevbid/ H Q
'LFWLRQDU\ RI (GRJDZD 5DP S RdpyawdREMpEGR Q

jiten (Edogawa Rampo Dictionary, 2020). The first of these is a thorough
EUHDNGRZQ RI 5DPSRYV 3NH\ZRUGV™ LesbndVKH Q
motifs, which is a helpful resource for the most dedicated Rampo
afficionados, while the second one is a smaller, richly illustrated character
and motif compendium aimed at more casual readersE RBadiffers from

them in many aspects, being anderaic reframing of Rampo through the
context of his epoch and not the other way round.

The ERD is divided into four parts. Part ONéngenRampo focuses on the
DXWKRUTfV ELRJUDSK\ W LQFOXGHV HQWULHYV
important events that fmed his literary persona, as well as his interests,
quirks and hobbies. The second p&hakai(Society) is concerned with the
socioeconomicabaFNGURS DQG FXOWXUDO SKHQRPHQI
6KAZD -MBW@Gi (Mystery) is the name of the third part which

is devoted to Western and Japanese authors of crime fiction and their
relation to Rampo. The final pailedia contains mainly entries on various

\W
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printed media associated with Rampo and eartis 28ntury mas culture.

The appendices include chronological tables and a list of first publications
DQG ERRN HGLWLRQV RI 5DPSRYV ZRUNYV

All in all, the volume contains 219 entries written by seventy scholars,
among whom we encounter not only specialists from the field

of contemporary literary studies but also media theorists, sociologists and
historians. This allows for a much broader view ofywes mass culture than

found in previous works on Ramplm the explanatory notes, the editors
VWDWH WKDW W KoktakJawhRR Bdin thdsdal digedhnected
perceptions of Rampo as the pioneer of Japanese crime fiction, the author

of FKLOGUHQYY OLWHUDWXUH RU?@4hdk BRUG R
aboutan all-encompassing and academic reappraisal of Rampdabing

KLP DQG KLV ZRUN LQ WKH EURDGHU FRQWH]'
achieved this goal? In the opinion of this reviewer the answer can only be
aresounding yes. All entries take the form of deeply thcoghtarticles,

and no items feel like aftdroughts. There is no doubt that the fiiakup

of entries is the result of careful selection. Unnecessary filler such as lengthy
plot summaries, which is the usual bane of similar publications, is nowhere

to be found.

One of the most importaathievements of the encyclopedia may be the lack

of overreliance on the words of its main subject. Of course, no scholar

of WDQWHL YKABMWWR EH UHPLQGHG WKDW 5DP
writings, while reliable for the most part, contain a consideaat@unt

of autocreation, as well as many inaccuracies, which are a natural result

of being compiled often many years after the described events had taken
place. On the other hand, the sheer number of texts in which Rampo
discusses his life and career makiesm an invaluable source for every
researcher. However, the editors and authors of this encyclopedia,

in accordance with their goal of academic accuracy, decided on a critical
approach, evident especially in the first part of the volume. Thus, the
biogrgohical entries never feel like a retread of the same facts known
toevery Rampo fan, and contain a vast amount of new or corrected
LQIRUPDWLRQ 7KH VDPH JRHV IRU WKH DUWLF(
with other writers of crime fiction. For exampld QW ULHYV RQ -XQf
Tanizaki R U .ridare remarkable attempts to straighten out inaccuracies
found in oftrepeated anecdotes. Equally, if not more impressive, are the
parts of the encyclopedia devoted to the mass culture -efgrdapan. The

2This is a reference to the aforementiorted Q THL M A
W
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HQW Ud-gur¢ Q D QV H Q V Xdgrotestjuebbgutdy is an especially
valuable example of a largely misinterpreted cultural phenomenon being
reexamined.

While the publication is not without some minor flaws (like the slightly
redundant biographical information onritgrs discussed in Part Three,

or the scant number of illustrations), it is an indispensable volume for every
researcher of Edogawa Rampd/ D Q W H L, ov VAV W\K i & @iIN D
surely usher in a new era of Rampo studies and an imminent academic
reappaisal of not only the author dfisen G A (T Be TweSen Copper Cojn
1923), but also the whole of Japanese crime fiction.
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Alfred F. Majewic2

A new vision and new frontiers of Japanese linguisticginu Language
Western Sourcei the Handbooks of Japanese Language and Linguistics
(12) Ainu Volume

Introduction

The goal of the present anniversary text* on the subject rich in great
pompouswords {ision, frontiers, new) but tamed with the restrictions
formulated in its a bit mysterious subtiite to introducethe largest in
scope, proportions, and resources involsedar tinternationalproject in

the field of Japanediguistics emerging from Japan, under the auspices of
what stands behind the acronym NINJAL.

First then xwhat is NINJAL? Still in the shadow of the US occupation of
Japan following World War lipn November 21, 1948, an institution labeled
National Japagse Language Research InstitutoKuritsu Kokugo

HQN\IMR\,v ZDV IRXQGHG DV DQ 3LQGHSHQC

DIJHQF\" ZLWK WKH DLP WR 3VFLHQWLILFDOO\ VYV
DQG VHFXUH WKH SURSHU XVBJH RI WKH -DSDQ!
As in maQ\ RWKHU FRXQWULHYVY ZLWK VLPLODU U
ODQJXDHEDWHG 3LQGHSHQ & bfQuat?) inQittibhd HV W L
established, the said Institute was intended to prioritize, and focus on,

ODQJXDJH SXULW\ FKDUDFSARDUMV/VFDREDED GRXQ 8
ODQJXDJH SODQQLQJ DQG SROLF\ IRU ZKDW ZL
SQDWLRQYWDWH ZLWK RQH KRPRJHQHRXY ODQJXD
SPLQRIURWHFWLRQ LVVXHYVY DQG FRQYHQWLRQ
most straightRUZDU GO\ SUR QR XQ piir@ niinistdd aBu@ifpvV W K H
Nakasone in Octobet RYHPEHU WKDW WKHUH ZDV 3Q

*which constitutes a transcript and documentation of the presentation delivered undie tee t

above on March 25 at the International online Confer@mnaeticing Japan+35 Years of Japanese
BWXGLHV LQ 3R]QGKGBGRGS=GVIENGZY+U S 7&EMWD°0°OU  (March

24-26, 2022).

13URIHVVRU HPHULWXV Rl $GDP OLFNLHZLsJoeicistbivétsity\ LQ 3R]
LQ 7RUX $ OLQIXLVW DQWKURSRORJLVW DQG RULHQWDOLVW
publications, including roughly eighty monographs. The editor of the +vnillime The Collected

:RUNV RI % UR Q L\R&épen afdhé Of@af Nflthe Rising Sun (2002), a honor awarded by

the Emperor of Japa@ontact:majewicz@amu.edu.pl.

2 A summary quotation from various official documents.
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-DSDQ" DV GHILQ Hmited\ Nefishsl Declaration on Human

Rights hence there are no minority rights or minorityibtites to protect in

his country Japan (repeated later by many leading Japanese politicians long
after, and in spite of, research and legal advancemehts) 7DUA $VR L
2005)

It turned out, however, that the Institute staff started treating seriaasly

the other3sSULRULW\" QDPHO\ WKH 3VFLHQWLILF VW
DXWKRUTfV YLHZ FKDOOHQJH UHVXOWLQJ IUF
involvement (read: disobedient academicians all of a sudden demonstrated
interest in academic research ppaared to be a dictionary of tbkinawan
language(not <Okinawan dialect(s)> !), dat¢ieh the Preface p. 3s early

DV 6KAZD RN XULW UWX19FNCK PieturdH3QI N \

Almost exactly 61 years after its foundation (on October 1, 2009), the

L, QVWLWXWH X@GWDEOOQWKPROW ™ WR FRQVWLWX'
SWKH VL[WK RUJDQL]DWikeRsly ReseaveiK Hinstifpew H U
CorporationNational Institutes for the Humaniti&€s$ --- under its Japanese

name seemingly unchanged but wrapped up snugly in additional narrations,
the English name expanded to National Institute for Japanese Laranghge
Linguistics(Picture 1.).

K3 Jﬁ*']ﬁﬁﬁﬂﬂsf)\ AR LR 7 iE4S

- EShv] E3F ﬁﬂnFﬁ

stituts for Japaness . NINJAL

Picturel.

One of the first NINJAL initiatives, after the said-astablifment, was a
UHVHDUFK 3:SURMHFW RI FRPSLOLQJ D VHULH'
FRYHULQJ PDMRU ILHOGV RI -DSDQHVH OLQJXL

3 Interestingly, almost the sardate appears for the second time in this sfragment of the

present text.

4 For technical and practical reasons conditioned by aims (especially sufficient overall legibility),

the size proportions and original colors as well as (il)legibility of details in presented iconic material
have not beerigorously observed.

® The remaining five beinghe National Museum of Japanese History, the National Institute of
Japanese Literature, the International Research Center for Japanese Studies, the Research Institute
for Humanity and Nature, and the NatibMauseum of Ethnology.

\W
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cooperation from, andy De Gruyter Mouton under the lalb¢hndbooks of
Japanese Language aridnguistics abbreviated to <HJLL>. The cover
displayed in Picture 4 is electrormaly and symbolic but reflects the cover

design of the entire HILL series which is briefly, and best, advertized on the
EDFN FRYHU RI LQGLYLGXDO MWReDdtyPakaifabléV XUSI
UHIHUHQFH ZRUNV RQ -DSDQHVH Ip@VviERgNK WKHL
comprehensive survey of nearly the entire field of Japanese linguistics for
WKH JHQHUDO DFDGHPLF FRPPXQLW\ DV ZHOO
includinga balanced (what an elegant word!] selection of contributions by
established linguistérom Japan as well as outside Japan summariz[ing]
milestone achievements], provid[ing] overview[s] of the state of the art
andpointing to future directions of researiththe field®. And it is precisely

the reason for the attributivesigw>, <vISION>, and <RONTIERS> in the

title of this jubilee presentation.

The Handbook of L
Japanese
BT ARRC A 5 LinglIistics

P Al FE OB SE
Prof. Dr. ALFRED F. MAJEWICZ

INTERNATIONAL INSTITUTE
OF ETHNOLINGUISTIC AND ORIENTAL STUDIES.
PL - 62-060 STESZEW, POLAND

2]
KA ED R R

Edited by
Natsuko Tsujimura

B3

Picture2. Picture3.

The series label remindbis authorof a, familiarly sounding, another
established (and also collective) work, namely Tsujimura 1999 (3.) with its

6 Again, summary quotations from the back cover and the General Editors (Masayoshi Shibatani
DQG 7DUR .DJH\DPD TV 33UHIDFH" LQ LQGLYLGXDO YROXPHV L\

\W
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16 chapters by 18 contributors and 556 pagesyhat is strikesvhen one
compares it with HILL is the volumeat least twenty times larger the

case of the latter. Compare also the contents of Tsujimura (consecutive
FKDSWHUV 3$FFHQW ~ 30RUD DQG 6\OODEOH’
SODULDWLRQLVW 6RFLROLQJXLVWLFV" 326FUDPE
3&DXVDWLYHV™ 34 XihQWQMWDWHEWRDRDYG 3:RUGV
37HQVH DQG $VSHFW ™ B3/H[LFDO 6HPDQWLFV" 3
S6HQWHQFH 3URFHVVLQJ’ S'LVFRXUVH $QDOV
6RFLROLQJIJXLVWLFY +RQRULILFV DQG *HQGHU "
the respetive planned volumes of HILL:

. Handbook of Japanese Historical Linguistics

. Handbook of Japanese Phonetics and Phonology
.Handbook of Japanese Lexicon and Word Formation
.Handbook of Japanese Syntax

.Handbook of Japanese Semantics Bragmatics

. Handbook of Japanese Contrastive Linguistics

. Handbook of Japanese Dialects

. Handbook of Japanese Sociolinguistics

. Handbook of Japanese Psycholinguistics
10.Handbook of Japanese Applied Linguistics
11.Handbook of the Ryukyuan Languages
12.Handbook of the Ainu Language

O©CoO~NOOUPA~WNPE
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PESRONTER 1RZ FRPHV WKH WLPH IRU \
personal confession: | had the privilege

THE MOUTON- and honor to have been invited to join the

NINJAL LIBRARY WHDP RI WKHVH VHOHFWHC
linguists + prospective contributors of

OF LINGUISTICS

individual chapters in individual volumes
with the proposal to author a chapter on
3H D U OdpeéiX Wecords of the Ainu
ODQJXDJH® SODQQHG IRU YF
some time lkept trying to evade that
doubtlessly honorable proposal on the
grounds that respective reference
materials did exist and that there were
SHVWDEOLVKHG OLQJXLVWV’
rerowned for their research and
accomplishments in the discipline and
thematic  sphere.  The  pressure,
nevertheless, continued to insist on the
Picture4. need for a new look at, and assessment

of, the existing legacy, and allegedly
involved also persons | dared recommeridr the job.... Instead, they
apparently succeeded in recommending me.
In the first place, | drew the attention of the NINJAL project managers to the
editor of the impressive 2BolumeAinu Library, Kirsten Refsing; Picture
5. is the title page of volum& of the tetAYROXPH DQWKRORJ\ R
(XURSHDQ” ZRUNV GHYRWHG WR WKH $LQX ODQ
of the four subseries of thaibrary’. Refsing also compileida. a catalog of
Ainu materials held at Aarhus Universiffaguchi 1974, 6.)and &
mentioned in this text. Among further examples of competent and reliable
bibliographies to base the preparation of the needed chapter on to be
mentioned in this context were Adami (1981, 19Ricture?7.), Dettmer
(1967t 'REURWYRUVNL\ ski (1982: X3V HXXXI§ and
Irimoto (1992).

SNINJAL

" The other three being EEWCTD, EEWCRF, and EEWI.
W
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N ez, et F
%m%mﬁazxj b 4 p
SCANDINAVIAN INSTITUTE OF 0 1, )
The Ainu Library ') Ji. L.&ATtS\ ASIAN STUDIES MONOGRAPH SERIES %ﬂj“?_- - T ,r ; E: E’}z I fﬁk E %ﬁ
Collection 1 3;,3‘.@' Bk 3 i —
9469

n ™ 8 ? o

EARLY EUROPEAN f\" 3””0‘3‘?’-’ _Cd(alogue of Bibliography of Materials on the Ainu
WRITINGS ON THE inu Material in the in European Languages

East Asian Institute

AINU LANGUAGE et AotsUniversity

Edited in 10 volumes by

Kirsten Refsing
University of Hong Kong.

Kirsten Yumiko Taguchi
JIRIVK R« T 5%
Norbert R. Adami
UNEEEAR)

VOLUME 1"
FRRDT. MAJEWIC

Studenthitteratur 3 e, .
Yo RosEE

Sapporo do Booksellers

Pictureb. Picture6. Picture?.

In the pursuit ofapprochementwas invited to introduce my own concept,

or rather vision, of the said chapter structure and content to several meetings
and the blueprints seemed accepted while the project was at a fairly
advanced stage. What follows are excerpts from a relativedpntréwithin

a year) list of volumes in the NINJAL HJLL series already with the
indication of editors of individual books with their respective affiliations and
information on the books already released (at that time, eight out of twelve
published!):

X1
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#New publication project in progress
HANDBOOKS OF JAPANESE LANGUAGE AND LINGUISTICS [HJLL] Series
(Berlin/Boston: De Gruyter Mouton)

@D » =Y—Xoe& R/ Organization of the Series and Contents

= U—ZX M & BiR | Organization of the Series and Contents

Series Information (degruyter.com)
ISSN: 2199-2851, e-ISSN: 2199-286X

. Handbook of Japanese Historical Linguistics
Ed. by Bjarke Frellesvig (Oxford / NINJAL), Satoshi Kinsui (Osaka U / NINJAL) and John Whitman (NINJAL)

More Information (degruyter.com)

2. Handbook of Japanese Phonetics and Phonology Already Published!
Ed. by Haruo Kubozono (NINJAL)
More Information (degruyter.com)

3. Handbook of Japanese Lexicon and Word Formation Already Published!
Ed. by Taro Kageyama (NINAL) and Hideki Kishimoto (Kobe U)
More Information (degruyter.com)

4. Handbook of Japanese Syntax Already Published!
Ed. by Masayoshi Shibatani (Rice U / NINJAL), Shigeru Miyagawa (MIT) and Hisashi Noda (NINJAL)
More Information (degruyter.com)

5. Handbook of Japanese Semantics and Pragmatics Already Published!

Ed. by Wesley Jacobsen (Harvard U) and Yukinori Takubo (U of Kyoto / NINJAL)
More Information (degruyter.com)

o

. Handbook of Japanese Contrastive Linguistics Already Published!
Ed. by Prashant Pardeshi (NINJAL) and Taro Kageyama (NINJAL)
More Information (degruyter.com)

~

. Handbock of Japanese Dialects

Ed. by Nobuko Kibe (NINJAL), Tetsuo Nitta (Kanazawa U) and Kan Sasaki (Sapporo Gakuin University)
More Information (degruyter.com)

o

. Handbook of Japanese Sociolinguistics

Ed. by Fumio Inoue (NINJAL), Mayumi Usami (Tokyo U of Foreign Studies) and Yoshiyuki Asahi (NINJAL)
More Information (degruyter.com)

©

. Handbook of Japanese Psycholinguistics ~ Already Published!

Ed. by Mineharu Nakayama (Ohio State U / NINJAL)
More Information (degruyter.com)

10. Handbook of Japanese Applied Linguistics ~ Already Published!
Ed. by Masahiko Minami (San Francisco State U / NINJAL)
More Information (degruyter.com)

11. Handbook of the Ryukyuan Languages Already Published!
Ed. by Patrick Heinrich (Dokkyo U), Shinsho Miyara (formerly, U of the Ryukyus) and Michinori Shimoji (Kyushu U / NINJAL)
More Information (degruyter.com)
12. Handbook of the Ainu Language
Ed. by Anna Bugaeva (NINJAL)
More Information (degruyter.com)

Picture8.
X!
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DE GRUYTER
MOUTON

Patrick Heinrich, Shinsho Miyara,
Michinori Shimoji (Eds.)

HANDBOOK OF
THE RYUKYUAN
LANGUAGES

HISTORY, STRUCTURE, AND USE

T

Picture9.

SILVA IAPONICARUM LXIX

Picture 9. shows, as an example, the
cover and back of the already
published (2015) volume orihe
Ryukyuan languageshich includes
descriptions of grammatical
structures of six among them besides
an impressive amount of other
material more general in character
OLNH DQ B32YHUYLHZ" LQF
VHFWLRQV RQ 3:KDW LI L
BAXN\XDQ"" WKH UHODWLR
Ryukyuan languages with Japanese,
S3BURBWRNAXDQ  DQG RI FRX
Western studies in the field,
3/LQIJXLVWLF IHDW
S6RFLROLQJXsepatatelyY ™ R U
36 RFLRORJ\ RI ODQJXDJH"’
on the back cover ends with the firm
FRQYLFWLRQ WKDWM 3WKH
serve as standard reference work for
\HDUV W RardR&ctdally, that
applies to the entire series.

The volume serving here as our case study is yet to appear** but its cover
(Picture10.) and final contents have already been estbafished

Preface (Masayoshi Shibatani and Taro Kageyama)
Introduction to the Handbook of Japanese Language and Linguistics
(Masayoshi Shibatani and Taro Kageyama)

Introduction (Anna Bugaeva)
I. Overview of Ainu studies

1. Ainu: A headmarking language of the Pacific Rim (Anna Bugaeva)
2. Ainu ethnic origins (Juha Janhunen)

** Added November 22022: The book was published earlier than expected , in October 24, 2022,

ZLWK WKH SULFH WDJ %

8(YHQ WKH SULFH aid price (DIPEarRIPEN 1,224.28 as of April 7, 2022) is to be

found in the Web.

X1
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o sRuyTER 3. Major old documents of Ainu and
some problems in the historical study of
Anna Bugaeva (Ed.) $LQX 7RPRPL 6DWA
HANDBOOK 4. Ainu language Western records
OF THE AINU (Alfred F. Majewtz)
LANGUAGE 7KH $LQX ODQJXDJH WKUR:

$QGUpPpYV $ORQVR GH OD )XHQ\
6. Ainu elements in early Japonic
(Alexander Vovin)

7. Language contact in the north
(Hidetoshi Shiraishi and Itsuji Tangiku )

SR 8. Hokkaido Ainu dialects: Towards a

———_ classificationof Ainu dialects (Hiroshi
C <o y Nakagawa and Mika Fukazawa)
g\/m n 9. Differences between Karafuto and
(B ‘@ @Y 4 Hokkaido Ainu dialects (Itsuji Tangiku)

. $LQX RUDO OLWHUDWXUH
Picture10. 11. Meter in Ainu oral literature (Osami

Okuda)

12. The history and current status of the Ainu language revival movement
THWVXKLWR ¢QR
Il. Typologically interesting characteristics of the Ainu language
13. Phonetics and phonology (Hidetoshi Shiraishi)
14. Parts of Speechwith a focus on thelassification of nouns (Hiroshi
Nakagawa)
15. Verbal valency (Anna Bugaeva and Miki Kobayashi)
1RXQ LQFRUSRUDWLRQ 7RPRPL 6DWA
17. Verbal number (Hiroshi Nakagawa)
18. Aspect and evidentiality (Yasushige Takahashi)
19. Existential aspectufdrms in the Saru and Chitose dialects of Ainu
(Yoshimi Yoshikawa)
Ill. Appendices: Sample texts
$Q XZHSHNHU 35HWDU .DWDN XQQH .DW
3$PDPHFLNDSSR" QDUUDWHG LQ WKH &KLWRVH +
(Anna Bugaeva)
SHNR 2\DVL™ D 6DNKDOLQ $LQX XFDVNXPD Q
(Elia dal Corso)
Subject index

X1
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So, a few comments:

Crucial for decisions shaping the initial version of the requested chapter
turned out to be an invitation to present and discusssitsn of mine at the
International Conferenddorth Asia and the North Pacific as a Linguistic
Area convened at Hokkaido University, and particularly the vivid
discussions which led to a series of questions and conclusions on which the
present survey hdseen based.

The initial and fundamental question was what actually the potential user
would like, and could expect, to find in such a chapter oftdmredbookwith

such a title that would satisfy her/his expectations better than the reference
material already existing. More specific questions concerned issues such as:

x whether only the s&«DOOHG 3HDUO\ ZULWLQJV LQ
ODQJXDJHV® VKRXOG EH WDNHQ LQWR DFFF

x what date should be the chronological end line;

X ZKHWKHU WKH WHUP 3:HVWHUQa(XURSHDQ
RQO\ WKH WRQJXHR@®RDOWKHHQW RUQQW XH
the chapter also provide information as well as data recorded in
PHWDODQJXDJHV-KXVRRG VOKH IR BYNWURI WKFE

x whether sourcauthors and soureepllectors should be limited to
S:HVWHUQ  QDW dRitg z@eviorRihé ratheR Miuage
oriented (i.e., should sources available in Western languages but
written by e.g. Japanese authors be included or excluded);

X how much attention should be paid to the oldest records of the Ainu
language, taking into accoun their significance and
usefulness/uselessness for, and function in, the current research.

The overall conclusion was that something different, newyahgt-adding

must be written about what is old and seemingly ‘@sfablished on this
matter to suitif the entire series.

Before, the respective surveys were almost exclusively limited to the
SKLVWRU\ RI $LQX VWXGLHV" LQ UHVSRQVH WR V
Researchers involved in the history of studies on the Ainu language have
been natura)l excited by discovering and listing the oldest sources
recording a very limited number of wordand this should be cherished and
evaluated positively. On the other hand, such records were very imprecise,
often resulting from mishearings, false intetpti®ns, errors in notation
and/or the misreading of handwriting in rewriting and typesetting for
publication. Besides, one has to remember that linguistics as a discipline,
with its transcription systems, terminology, etc., did not exist at the time of

XV
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cdlecting such datatso collectors could benyone bulinguists. Therefore,
WKHUH DUH YRLFHY DPRQJ WRGD\fV OLQJXLVW
such materials postulating their total negligence and exclusion from research
zon the grounds that onemnot rely on nonprofessional, second hand,
fragmented, and inaccurate data.
Such records, however, do have their value, above all for a rather small
number of welitrained linguists capable of identifying the recorded items
and using them for rational goses, like e.g. studying the historical or
regional variations of the language, detecting xenic elements or influences
or patterns of influences, looking for forms useful in comparative studies,
etc., etc. For historians (and, of course, linguists) Bsishconstitute, above
all, evidence of contacts of voyagers, explorers, travelers, missionaries, etc.,
with the nativestnow known to be the Ainu.
Besides, one has to remember that there is a difference of cosmic proportions
in the importance betweencads of languages completely extinct (or dead
but still remembered only by a handful of elders) and languages that still can
(and then urgently should) be recorded. Since a language can be assumed to
be dead when its transgenerational transmission sfips, should be
treated as suchand in such caseveryrecord is precious and irreplaceable
DV D IUDJPHQW RI PDQNLQGYV KHULWDJH
Thus, the material for the commissioned chapter offered in its first version
KDG QHLWKHU FKURQR O R ahd-Ha©ba@rRatgahzéal\Witb R Q D
GHVFULSWLYH VHFWLRQYVY OLNHH J 3JHQHWLF |
SSKRQHWLFV’ 3JUDPPDUV DQG JUDPPDWLFDO
SGLFWLRQDULHV" B3GLDOHFWV™ B3WH[WV™ EXW
SSKRQ®RKUBD UHFRUGV’ SRQRPDVWLFV’ UDWK
SLQVFULSWLRQV"™ 3-DSDQHVH VRXUFHV ZLWK
3SXQSXEOLVKHG PDWROLPOWHYEBDHE HDFK IROC
bibliography. Taken into account for selection were all @ednown to
H[LVW LQ ZKDW LV FRPPRQO\ SHUFHLYHG DV 3:F
the nationality of authors and other factors enumerated.
This sort of chapter content determined its characteprimarily
bibliographical, with the bibliography becaomgj thus classified and only in
part overlapping with the existing bibliographies of the Ainu language and
Ainu linguistics.
All necessary bibliographical data have been verified for the absolute
majority of cases, although one should remember that in masgs the
publications referred to were extremely rare and hardly accessible/isther
than in photocopies, and certain data are simply confusing or absent,

X\



A new vision and newfrontiers... SILVA IAPONICARUM LXIX

including cutoff pagination, the lack of the original title page, the lack of
WKH DXW KR fiihgQd&doHs & it provided in different sources,
incorrectly interpreted data from the title page by individual bibliographers,
errors in bibliographies, ett. All data in languages using in writing
characters other than Roman have been tramgébin Roman characters,
followed by the original notation.

The result was rather highly praised but... it was rejected. The text was
pronounced to be disproportionately extensive in relation to the remaining
chapters and the classified bibliography inpatible with the concept of

the entire HILL series. Unbelievably, also the Japanese writing graphics
proved to be incompatible with the series with such a label as well.

Below, the title page, contents, and structure of the submitted trial version
(subsegently returned for rediting and revision):

EUROPEAN RECORDS OF THE AINU LANGUAGE ?//WESTERN-
LANGUAGE RECORDS OF THE AINU LANGUAGE WITH A

CLASSIFIED BIBLIOGRAPHY ?// AINU LANGUAGE WESTERN
RECORDS for NINJAL HJILL volumeHandbook of the Ainu Language

Contents

1. Introduction
1. 1. IntroductionReference
1. 2. List of abbreviations used in bibliographical data and ¢efegsences

2. General and bibliographies
2. 1. General and bibliographid¢eferences

3. Genetic affinity; glottogenesis, comparative word lists; areal

studies, typological studies

3. 1. Genetic affinity; glottogenesis, comparative word lists; areal studies,
typological studiesReferences

4. Geographical distribution, population, and sociolinguistic

perspectives

4.1. Geographical distribution, population, and sociolinguistic
perspectivesReferences

® Unfortunately, errors and inextitades common in academic publications even today.
X
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5. Phonetics
5. 1. PhoneticReferences

6. Grammatical (structural) descriptions and grammars
6. 1. Grammaticalstructural) descriptions and grammaRgferences

7. Wordlist-type vocabularies, museum catalogs, and lexical studies
7. 1. Wordlisttype vocabularies, museum catalogs, and lexical studies.
References

8. Dictionaries
8. 1. DictionariesReferences

9. Dialects and sociolects
9. 1. Dialects and sociolectiReferences

10. Texts and text interpretation
10. 1. Texts and text interpretatid®eferences

11. Phonographic records
11. 1. Phonographic record®eferences

12. Onomastics
12. 1. OnomasticRkeferences

$LQX (LQVFULSWLRQV®
$LQX 3LQ VAelieSedsL RQV”

14. Japanesdanguage sources with English glossing
14. 1. Japanedanguage sources with English glossiRgferences

15. Known significant unpublished material
15. 1. Known significant unpublished materikeferences

16. WWW-only published materials- selection
16. 1. WWWonly published matéls. References

17. Conclusion
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Chapter 3. Ainu language Western records
Alfred Majewicz

1. Introduction

The mainstream academic studies on the Ainu language in the 20th century were the
domain of prominent Japanese linguists like Kyosuke Kindaichi and Shird Hattori, and
linguists specializing in Ainu proper such as e.g. Mashiho Chiri, Itsuhiko Kubodera,
Suzuko Tamura, Kyoko Murasaki. and Toru Asai. and were conducted, with results
published. in Japanese. Not for all of them, however, was the primary aim a structural
description of the tongue; some of them focused on the astonishingly rich folklore of the
Ainu, especially theis ~~in ~~lad ol sl and thaic litararv values. 1906 is

Picturell.
| still hold the opinion that the character of the text justified the structural
deviation but on the grounds thiatis not my book and not my project
rearranged the material to meet the expectations of the editors and, on the
other hand, to save the rilmum possible amourmtf the information offered
in the version as presented above. Picture 11. reflegsetimal title page
of the text after the requested adjustments and typesetting.
A brief exemplificatory selection of records described in thaptdr in
question with illustrations displayed during the said anniversary conference
which follows® ZDV LQVSLUHG E\ WKH WLWOH RI RQH
perhaps optimally characterizing the history of studies on the Ainu language
DV UDQJLEBROGLMHRAFWLQJ ZRUGYV WR ZULWLQJ JUDI
This little survey starts with the Latin text below believed to be the earliest
so far known record of the Ainu language in any Western language in which
one finds (only two, but of great importance) lexemes which are definitely
Ainu: ainu moshirp W K H RO DAKCH  $ reépuhTkubp @O LHQ SHRSOH
EH\RQG WKH VHDV Dwk RndHHedQERS OeGdrord. isH
attributed to Jesuit Father Ignacio Moreira (Morera~Monteiro~Montero,
attribution said to be uncertain) and dated 1590 or 1591; incidentally, the
words were heard and written down not in fkiau Landbut in... Kyoto
(here quoted after Cills 1962:[40], cf. also 40 ff., see also Kodama
1970:145).

1% No illustrations have been foreseen to be included in the chapter under scrutiny.
X
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De lezorum insula
Pars insulae quae hoc loco apponitur, est eius quam Japohezseam
vocant, indigenad&inomoxori et iuxta id quod ex incolis cognitum est, ipsi
ad alias adhuc insulas, quae ad occasum sunt, commeare solent, imo et ad
aliam regionem quae supra lezorum insulam conspricitur et ad
septentrionem tendit, vocaturquRebuncur quam cum Coraica regione
continLam esse ipsi Corianses testantur. Gens haec lezorum inculta et
impolita omnino est, robusta tamen et valida satis, pellibus corpora induit,
arcus breviores Japonensibus gestat, enses e collo suspendit, alisque multis
rebus potius Tartaros imitatur, quaapdnenses, quibus tamen finitima est
ut in hac tabula videre licet. Haec exquisivimus tum ex hominibus
Japonensibus tum ex quodam homine eiusdem insulae qui ad
Quambacudonum [Hideyoshi] delatus est quo tempore Legatio a Prorege
Indiae missaad urbem Miacersem [Kyoto; > Miyako pWKH FDSLWL
pervenit!,

, : RELATIONE

E ;
RELATIONE del Regnodilezo.
. DI ALCVNE COSE 5 osie
vdad : W Aranzo da cingue,d fci anai che
Cauate til_alle lettere feritte 16 mindai u?e'&:unem Re-
; 810 di lczo al Padre Girolamo
o 56 2oAL [619 L Rodriguoz, ch'era noflro Vice-
1620.& 1621, . prouindidk nel Giippone: v
: ] 403 altra credo,chie gliene mandd 1
DAL GIAPPONE. Padre Dicgo:Carbiaglio  quando d 4 Tezo uel
AlmoltoReu. in Chriflo oo Comsmmehs Pt
P-MVTIO VITELLESCHI Super_isri:e[xdm;;uo gride ;
feea informacionc, i in quel Regno
Prepofico Generale della Com- 2l 16atiper Datire & ConfelGont d¢’ Chrie

pagnia di Gresv. - ftiani,che vi faocfikno ne gli-anmi paffatise con
f « uella occafionc.'m’ infdrmai diligentemente

& Zlcuns Gisppontl, 1 qualifono diftaszain
Matzomai e dacerti narurali di lezo fieflo, 1i
qualiparlangio lisgus Giagponsie per qui:
o

2y ualehe parte ancora defla Tarcaris,e
IN ROMA; Per I'Erede diBartolomeo el o Spaggess ad come che i aon fono
_ Zamesi. M. DC. XXIV. Difiegaatore, né Pictore,né hé-qui Mappamé-
diy da’ quali io poffa ricavareciv,che fi hd 2

por-

e e
Con Liccnza d¢’ Superiori.
e (GO

i |

Picturel?2. Picturel3.

Westernlanguage Ainu word lists inevitably start with Jesuit missionary
Jeronymo (~Jeronimo ~Jerolamo ~Girolamo ~Jerome ~Hieronim(o)) de
Angelis with hiV a 30LVW RI $LQX ZRUGV™ $FWX
RQ WKH JLYHQ QDPH GHSHQG RQ WKH ODQJXDJ

11 For this author, the text sounds almost like, and resembles, the famous opening of C. lulius
& D HVDeUgNb Galico commentarii(Gallia est omnis divisa in partes tres, quarum unam
incolunt Belgae, aliam Aquitani, tertiam, qui ipsorum lingua Celtae, nostra Galli appellantur
(QJOLVK WUDQVODWLRQ R 0R USlapadds¥ transldtivh in QiesB6201 66D

X «
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vi fono donne publiche di mal’ affare .
Vndecimo, li numeri , co’quali contaro i
cofc lorosfono li i. Xineppts che valey
wno. Tzuppy, due. Leppu, tre. Xineppu, quat-
tro. Axichineppd, cinque. Iuabesfei. Aruabe,
fette. Taubexi,otto. Xinebefamb: €. Vana<
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parola;geasima. Sin’Wora non ne 15 cagio-
ne . Con lidéeei nomeri contano tatte lé cofes
«come eontiamo noi iri lenoftre ; ma nd
hiro quellavasictdsche fi ha wel Gigppone. Per
J’empu; diconoyXineppi cauallo ; vif caaalio .
b i

che,dieci.Ximeppn ycaximaVibe,vadici. Tzup~
pii ycaximaVibe, dodici. Leppul ycaximaVam-
be, tredici, e cosi di mano in maono fino 3 ven-
ti i ripetonoli primi numeri conla giusta,yca=
ximaVambe. Fottzd, venti. Xinepprt ycaxima-
fotezit» ventuno » & in-queo modo fi procede
fino 4 trenta . Vambe ycaxima fottzi, teenta.
Xineppti yeaxima fotezibtrentung , ¢ fegue con
si finod quaranta. Tz fottzil,quaranta. Xinep=
pi ycaxima fottzi,quarantunos ¢ cosifi tira fi-
no :{ cinquanta. Vambe ycaxima tas fotezi,cin=
quanta. Xineppi vambe yeaxima tz# fortedscin
quantuno,&c- fino 4 feflanta. Refotreu;{effan-
ta. Xinepph&c.fofflantuno. Vambe ycaxima re-
fottz, fertanta. Xineppu,&c. fetrantuno. Inc~
fortau,ottanta. Xineppt &c. ptrantnnra. Vame
bé ycaxima inefottzi,nouanta. Xineppi.&e.no-
ichine fortza,cento. Van fotfad

cento.Axichine fottzii ycaxima Vanfottziitre-

| cento. Tai fotezil, quattrocento . Non-pailo
pill avanti in quelti numerisper non effer necel~
farjo: Chi haverd defiderio di cffer’ 2 Iezo pud
con quefti cominciare 4 fare il o Vocabula~
rio . Quafid tutsi li numeri aggiungono quella

. pa-

PP A Xineppu hottrens
va huomo. Xineppis papel,vna carta,&e. L'huo-
mrofi chizma Caflamay. La donria, Menoconi. I
padre, Faciapp . La madte, Faibd . 11 fracello
maggiove,Yubi. 1l fracello minore, Achh I fan-
ciulloyOecay . LafancinHa, Candci. Li Parentdy
Abi. Gh accafath, Amancchi. It capo,Xaba-. Ica-
pelli dolla seRa XabasumaLa barba,Rechi. b'ar
©0,Cu. Lia faceea, Ay La fpada, ¥erwxi, Vo'dr-
eo.xii;zppd b, Voa faetéa, Kimepp# ay° <

- Duodecimo, ka terra dilezo, ¢he fi f#éde vets
{o 'Oriéte,doverebb'effer dipinta pitt figa, chie
nonfidipinge nel Mappaseho mdndo;perchic co
me gicono 1i nacurali di effd, de Méczatial fine
at mar® ¢'Oriente pef teira vi fono cré mich db
viaggio; nbdimetosperchieio ho detto,che lexo
per iio parere ¢ Hota,non ho voleds dipisgerla
pitjonga,od sarito quita b Feficemitd della Tat~
tarias pecche (e Phancfli dipintiy eom’effl dico+
no;hanctebbe ad entrace la punea di fex oeto
Ja puttadi Chiuira. Mi rifert patimeite il $ig.
di Maezurhaijche 12 pelle det pefce dectoRacco-
riosviese portata d Iezo , che non neha dafe; &
che litézefi la vannod eomprare in certe Hole

“vicin6 al loro pacfe,che fone tre. ki natoralidi

que-
Picturel4.

10. Porei aqui os numeros com que contdo os Yezos as cousas. been ertten (more
lingoa de Yezo  de Japam lingoa de Yezo I i I

Xiiis s it Tttt oo © precisely, on his signature
Teuppu--- --futatgu Xineppu ycaxima tgufotteu «.... 41 Ul’lder the teXt) or the
Lippu mitgu  Teuppu ycaxima tgufottgu ... 42 H
Xineppu --- votgu et sic dju ::etoeriiu etc. Ianguage Of narratlon
Axiquineppu yteutgu Vambe icaxima tgufottou «--vee-e 50 about hlm, aStOnlShlneg,

--mutgu
Arvabe -
Teubexi
Xinebesambe -

---nanatgu  tgufottgu

yatgu

coconotgu Refottgu

Vanage --- --touo Xineppu---

etc.
Xineppu
Vambe
Teuppu ycaxima
Vambe -+ refotteu
Leppu ycaxima ete.
Vambe-

et sic de caeteris etc.

Picturel5.

Xineppu Vambe ycaxima

et sic de caeteris etc.

Vambe ycaxima refottgu .-...... 70

Xineppu Vambe ycaxima

51, aite. i, competidor, companheiro, cumplige ;

there are no such lists in
either of the two editions
indicated by the dates
et. referred to. Pictures 12.
13. show the 1624 cover
and the first page of the
e description of Yez¥.
Picture #. shows pages
from the first, 1624
edition with Ainu words,
marked in yellow,

12].e. Hokkaido; in fact, the name was used to designate all lands north of Japan (= Honshu),
Sakhalin, Kuril, Komandor, and Aleutian islands and Kamchatka included but, with the time passing

and information on those lands growing, its range was more arellimited to finally be used to

call what later became Hokkaido.

VA
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mingled with the text which, mostly, is an explanation of the quinary in the
vigesimal counting system in use by the Ainu.

'H $QJHOLVIY OLVW QHYHUWKHOHVV GRHV H[L
1621, see its fragment as published by Cieslik 1962: (36)f., Piciure 1

A list of Ainu numerals (26 lexical items) can also be found in

6 W U D K O HaQuiaHPdIydioital 730 (the seventh column from the right

in 16., enlarged in 17.), and the title pagf the 1730 book (18.).

Particular number names are easily recognizable, provided one knows them
(1 shinepl[sinip], 2 tubfichi] [tubich, 3 reb[ichi] [renicH, 4 inep[inip], 5
ashkinep [askinid, 6 iwampe [ivanini], 7 aruwampe [arvampi], 8
dobisampégtupsampij ~~ tubich tubich injp9 shinibesampgsinip samplij,
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10 wambe[vampi],... 20howat) zthen it is even easy to detect an error
(misprint ? tone and four are the same here).

I KURILLIL
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VOYAGE
DE LA PEROUSE

AUTOUR DU MONDE,
PUBLIE
CONFORMEMENT AU DECRET DU 23 AVRIL 1791,
ET REDIGE

FAR M. L. A MILET-MUREAU,

1787.

SErTEMIAL

SILVA IAPONICARUM LXIX

16 VOYAGE

VOCABULAIRE
DES HABITANS DE L'ILE TCHOKA,
Formé & la Baie de Langle.

Quelques mots de la langue des habitans de Tchoka se
prononcent de la gorge; mais la prononciation doit en ére
douce, et ressembler & celle des personnes qui grasseyent
1égérement : je i exprimée par ¢k Le g5, qui se rowe
au commencement de quelques mots, sert & exprimer un
certain sifflement quil est nécessiire de faire sentr avant
darticuler les syllabes qui le suivent.

Général de Brigude dans le Corps du Génie, Directeus des Fortifications,
Ex-Constituant, Membre de plasieurs Sociétés Finéraires de Paris.

NOMS DES PRINCIPALES PARTILS DU CORPS HUMAIN.

TOME TROISIEME

FRANGAIS

oo @ Jes yeux.

o
A PARIS,
DE L'IMPRIMERIE DE LA REPUBLIQUE

Ax V. (1797)

Picture20.

Interesting examples of other such lists of importance for researchers include
Krasheninnikov 1755 (cf. original edition as well as its most complete
edition of 1949 in 19.; the work includes such lists from several lgy@gta

its English translation of 1970, however, completely neglected those
SUHFLRXVY UHFRUGY DQG /DSpURXVH )JUHQFK
[of the French Revolution] (1797, in 20.);

& e VOYAGE ROUND THE WORLD.
VOYAGE | e
ROUND THE WORLD, {
: VOCABULARY

In theYears 1785,1786,1787,and 1788; OF THE ISLAND OF TCHOKA,

BOUSSOLE A;;lﬂROIABE FORMED AT BAIE DE LANGLE.

e e st 0
J.F. G. vx 11 PEROUSE : {

PUBLISHED BY OSDEX OF THE XATIONAL AINELY,

Some words of the language of the inhabitants
of Tehoka are spoken in the throat; but the pro-
nunciation ought to be soft, and rescmbling that
of persons who lisp lightly: 1 bave expressed
this by the letters ch. The gs ut the beginning of
some words 1 have employed to denote a certain

e ——
LA MILETMUREAY, ! the articulation of

hissing, which mast
the syllable following;

NAMES OF THE PRINCIPAL PARTS OF THE BODY.

IN THEEE VOLUMES,
TN | ! oK. ENoLIsiL

TRANSLETED FRON THE FRENCR.
T il K0T,

VOL 1L ’ﬁ““ >

—_—

LONDON: 5
PRINTED FOR LACKINOTON, ALLEX, AXD €O |

|

Picture21.

y\
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and its English translation of 19@31.): cf. also its Russian deluxe edition
of 2014 (22., top):

Cnosaps Hapojia ocrposa Yoka, cocraBieHHbii
npu nocemennu sanusa le-lanrns

XKan Dpancya Hekotopnie cnosa Kuteneii ok NpOMSHOCATCA B TOPIO, OAHAKO MPOMSHOMICHHE
oe /IIIIIL‘/) V3 JOMKHO GWTh MATKHM ¥ HANOMMHATH Pedb /IOfel, KOTOphIe Clerka rpaccHpyior.

w T T———

51 BripaXaio 570 NocpenAcTBoM eh.
ByKBEI g5, KOTOpbIE BCTPEYAIOTCH B HAYa/le HECKONIBKMX C/IOB, BHPAXKAKT CBOC-

Nf obpasmbiit ¢ 3BYK, P M3IaTh Nepe np
creptyioniero cnora.
HasBauus OCHOBHBIX YACTEH YENOBEYECKOTO TeNa
Chy — raas, rnasa Tay — npennnesse
Tara — Gposn Tay ha — sanscrve
Quechetan — no6 Tay pompe — KMCTh W NANBIUB BMECTE
Ftou — woc Tchame — rpynn
Notamekann — wexn Toho — cocku
Tsara — pot Honc — wuwor
Yma — sybu Tsiga — MyACKMe NOMOBME OPrail
2 Aon — naviK Chipouille — xencxse nonossie Oprans
HIECTB II E Mochtchiri — non6oporox Assoroka — Arommust
- Tehe — 6opona Ambe — 6eapa
[10 BCEMY MUPY Qs-chara — yum Aouchi — xonens
fip Chapa — sonocs Oatchika — ronenu
y T
HA «BYCCO/IN» Ochetourou — 3aThunoK Acoupone — NOAMKKM
N «ACTPOJIABMUU» Saitourou — cnmna Paraoure — nojvem cronst

Tapinn chinn — nnewo Otocoukaion — nsTkm

-~ .
Tacts sonk — pyxa Ouraipo — crymn

P Mup

Tchoiza — mope Moncara — Keneausifi Tonop
Hocatourou — nwpora Couhou — nyx
Oukannessi — secna Hounechi — orows

Picture22.

and ta small surprise for the Polish audience: an ABROLVK 3GLFWLR
(23.) (V&R 2 @L1803).

o PoODROZ

¥. PE LA PEROUSE o
SLOWNIK Quecheran Caolo
WYSPIARZY TCHOKA, W ZATOCE L B
LANGLE, SPORZADZONY. Naramekann Poliexii
= 2 Tsara Ggba
Niektbre slowa w igzyla Wyspia- Yua Zeby
rzy Tchoka, "Y"‘:\vi-'u. sig peeez gar- Acn Fezyk
dfo, iednakie wymawianie onych powin. Mochcechiri Todbrodek
no bydi fagodne, podobne do wymowy g Brods
osob chrapliwgeh, Ja to wyrazitem przez ik Y U
Hiskiiand Peieaiont & gloski e. b, — Znayduice si ma poezatku S m:,’,
# paytiveal Uwagini PP, J. K. Forter niektbrych wyrazdw gloski q. 5. stuly . s
YesL. i S 3 Oche toarou Kark
- PR D do ozmaczenin e ie iakim ksykiem :
A oy . Sai - tourou Grabiee
wymawisé mleiy , kidre wprzéd stysa- 25
N Z 2 Tapinin chimi Pleey
ne bydi powinny, 7a nim mafigpne sylla- :
. e / Tacts sook Barki
y wyméwionemi zoflan. ey Ramie
Nozwiska preednieyszyck Crelei Tay - ha Kiyhiee
Ciala lndzhiego. Tay pompé  Rgka i palce w ogilhalci
Tehoka po Poisku Tehousi pompé Wik palec
Chy Oto, O:zy. Khousime pompé  Palec skazuijey
Tire Powicki ' Wisoche kiu pompé  Palec srzedui
Que- o

Picture23.
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Tchokastands here for Sakhalin, the Langle Bay aZeb\ >_eZgley L
situated on the western coast of the southern part of the island with
,O\LQVNR\H Bevbgkdh_a,O\LQVNL\ Bevbgkdbc XQ
) settlemenand small port (population 4,3051959, and 648 2013). This

list, so wel-known due to numerous translations and editions, was honored
with academidreatment as early as 1850 by August Pfizmaier of Vienna
University (Picture 24), one of the firstapanologists (known as author of

the first known direct translation from Japaeeénto any Western language

of a literary text).

I E A =
Rl '. : 2
s ‘;Q% : R : ‘
Pl Dr, ALTRED Y. UATEwrcy - bl ittey 30 Thei I

Bemerlungen
e

die von La Peyrause gelerts Wortersamalung der Sprache

Picture24.

The next name to be mentioned here is lvan Kruzenshtern and his report
from the world circumnavigation in 18@26 which included (1812)
practically a small AintRussian dictionary compiled by his |d@tenant

Gavrilo Davydov (25.); what is of extreme importance here is the initial note
IRU WKH ILUVW WLPH VWDWLQJ WKDW 3WKH O
populationof Yeso {.e. Hokkaido), SakhalifPeninsula(!), and southern

Kuril Islands tthat is all people calling themselves, and being called by the
Japanesdinu, is the samé
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343
NyTEMECTBIE
FR LSRR S ) G CAOBAPS HAPBUIIl HAPOAOB®, OBUTAK-
»3 1803, 4, 5, m 1806 roaaxs. “MHX® HA WAHON OKOHEYHOCTH I10-

Mo oseakmin AYOCTPOBA CAXAAHHA,

ETO MMIEPATOPCKATO BEAUYECTBA
Cofpansmsh aa micmd noxodumins dekmeramosns Tanpuicm Aenigossne.

AAEKCAHAPA IIEPBATO,

(Opuacke: Crss e 23BKXOMY, WAM CW MECAMA MAAOIO WIOAKXKO
gn:mn.i». romopams xopenmnie mwmeim Mamwak wax

cco w oxumxy Kypuancxusn 0cmposom; ciosoxs »ch wa-
POAM, mmewyenme oon Auomnowh AdNaul, KOMMM EMEmEN™

xa sopabaaxs

HAAEXAB u« HEBS,

WOA® MAYAALCTAROMD »
B cann mumean ceba massisaiom ).
aomn Kamamans-Aedmenanims, uninb Kennians sepsaro parrs, Kpysewmmeprs,
& MMOEPATOPCEON
i Hayxs Tacus, Lok %
Avoca. Hewnanrypysa. |BaGymna. Oynum,
Anbopa, nyy (%) Baxaxaitna. Tounspx.
YACTb TPETIA Apm : P g
% T — Bany. 2.
& Apumes  (fu . | Bamiomna. Xawbn, na Mo
wipe onore cern). wab, Via.
Les Marins écrivent mal, mals avec asses de candeur, ks Min Fasyss = ’::"_._: A—
De Brosses, Hist. des navig. aux Terres Austr. Biboven: Bedxs muces- |Bessorocmd.  Xmpawswa Ty~
wWoRs  wasmma~ Py, Kuncaba.
soms Kmurnpy. |Bosrasommll.  Perymumo.

o ¥ WedcES omavaan A0k Romopol Gakme dcero k3 YY, ¥0 Com
By Camxrnerersyers. ©) aa s i bt e

B Mopoxok Tuxmorpadis 1B1s roxs.

Picture25.

CAOBAPB HAPBYIIL HAPOAOB®B, OBUTAMW-
"HWMAX® HA IOKHOW OKOHEYHOCTH no-

AYOCTPOBA CAXAAMHA, —
E P mm—

i Cobpanusiit na i Aeiim Taspmaoio AaBmiz0ssnm.
e ot

(Opuxtc: Cumm &e A3DIKOME®, MAM Ch RECEMA MANOIO ITOABLKO
PISHOCILIIO, IOBOPAIIL KOPERHBIE Mumeam Mamuag wan
Beco m oxubixy Kypurbcsuxs ocmponoss; ClosoML BCh Ha-
poabt, umenyemble oms Amornows AiNaul, KOMMS UMEHEMD
u camp mumean cebx naspisaroms ). B

— e

Picture26.
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i 34
| der Mrulbeerboum Fada. Fude in der Mitfe  moschhidaan
eine Maus pon irimo die Mitternacht annvski
¥ das M atui, adui Mitternacht, Nor-
o i das Meer schwillt en minaschkawa
WORTER - SAMMLUNGEN an schiraroki mitoehmen , zu-
960, das Meer (511t  schirara sammen nehmen wwegari
AUS DEN SPRACHEN d& i schiriano atui ein hlzerner
oLk muschiri wturu Morser, Rischin
FORoER fumi ein Mohr terigi igon
des Meerrettizg Aschescheri die Moltebeere,
. mehr poronno - Schellbeere schidaruri
OSTLIGHEN . ASIENS mein tschoogai, Rorobi der Monath  _ tachukf
a7 und ein Meilsel nomi . in diesem Mo~
meogen, vermi- mathe  ° schickpa
WEST - KUSTE VON AMERIEKA. fehen irampui, ogubui 1000, im kanftigen
LERgHOn I der Mensch uru Monathe imakagiwachidoh tombi
Belannt  gemacht ~ 970, ein dicker Mensch nidobaki rui puwru der Mond scheint eschupni bigi piruka
i ein gefibrlicher Neumond peuri tombi
< Mensch iaikischti guru Vollmond skunnaski tombi.
A. J. v. ERUSENSTERN ¢ia grober Mensch nipha schambi sra- ein Morast nidas ienius
. J i 2 muschkari morgen, mischiatti
Capltaln der Ry Kaisechichen Maias . ein rascher jun- der Morgen nisas

ger Mensch
ein trever Mensch
ein witziger ,

schiritogo piruka
Aeutomo ‘ogurikoi guru

jeden Morgen
Morgen, oder
Osten

Resch to kesch to nisas

tschukpagi mauki

scharfsinniger die  Morgendim- scheridegesi  horoboki, .
Mensch iaikischti guru merang nischatsu
die Menschenliebe aino Aonoburu to10. Morgen ~und
messen pagariva Abend - Tham muwaka
St Petersburg. ein Messer magiri das Moos schinrusch
. Admiralita Meth, gelber schiunin kane Motte Rigiri
RERE R Do ‘ o80. Mebh, rother furi Aane Mowe m:nulapf
1813. misuen, wie eine die Micke unipf ramutschophi
Katze sis die Mihe monraigi, nidarangi
- die Milch oo sich Mahe geben monian
mir tschongai, otta mihsam iumone
die Mifsgeburt  fschumu unino angurd murrisch, stéra i
3 mifsgdonen anon iguru piskiva risch schirambururi
Picture27. mifsganstig anoni gurs der Mand i
1080, den Mund zu-
aft witurufe haiten paru seschki
der Mittag tanoski ebi, unumeni murmeln, leise
ebi . reden - chaugine aku
| um Mittag tookis mathwilliy seyn schnorki
990, die Mitte noschhide die Mutter chaba, mnx

SLFWXUH SUHVHQWYV . UXJHQVKWHUQTYV *HU

collected during his expedition including, of course, a Geriian
dictionary. Both language versions contain the same number (1,987) of

entries. 8QVXUSULVLQJO\ 'DY\GRYYV YRFDEXODUL
studied by Pfizmaier (1851a, Picture 28.).
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Worterfammlung

aus der Sprache

der Ainos ,
_ der Bewohner der Halbinfel Sachalin;

der Jufel Jeffo, und der fudlichen Kurilen.

D Qupet Phme,

WIRKLICHEM NITGLIEDE DER EAIS. AKADEMIE DER WISSENSCHAFTER.

Picture28.

$ IHZ PRUH RI VXFK GDWD H[DPSOHGhinesepRQ Gt
KorearrAinu Vocabulary with about 20Qvords (29.), Walter Dening

(1881), about 925 entry words and 38 sentences (30., left and center), James
A. Summers (1886, here we reach about 3000 words!; 30., rigind)isaac

Titsingh, Dutch Ambassador to Japan (1814) (106 lexical items, 31.):



VOCABULAIRE

CHINOIS — COREEN — AINO

EXPLIQUE EN FRANGAIS

et précddé d'une Introduction sur les écritures
de la Chine, de la Corée el de Yéso
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DESCRIPTIONS €i67) i
2 5 g L s,
oy 5 B Jeat. igasi. Minnassi:
DE LA TERRE IESSO, Lok i [—,
Le sud, Minami. Fikata.
TRADUITES DU JAPONALS Blane, Siro. Léur. e piqg
' Rouge. Aka. Yotl:um
Lar feu M. Tirsixes, Ambassaden hollan- e o
dais au Japon, Unchiriot. © Koeroems.
Une fleur. Fanna.
—— Des fruits. Ki-nomi.
N/Le jour. Firoe.
Lx terre Tesso a long-temps ¢ une de énigmes St b el

| delagéographie. Aujourd'hui méme kes voyages Fae-guats. Une haute o= Taka-jams.
de Lapeyrouse, de Krusenstern et de Brough- ;w-lwu % \/I“:""' %
, 3 Sie 7 jo-gusts. e o.
ton n'ont ’f:m connoitre que les cdtes de cette 1,:...:‘.‘._,...,. K "‘ i.
ile, et n'ont pas encore décidé toutes les Zija-ni-gasts. 3 Karos.
questions de simple géographie nantique. Clest b
donc un véritable teésor quane description de Saiva.
Vintérieur de ce pays,des mceurs de ses habitans, Sima. B
< . Wi % Jesa. iri A
‘ et de son état politique, par des observatenrs ot Dlamana-o: M6 T 70
qui y ont pénétré. M. Titsingh, ambassadeur Jnki. ‘Oeivas (3). wpat . Unecorded'sie. Jami-sogroe.  Kioeka, /
hollandais au Japon , a recaeilli et traduit dewz Fopr Bilings. S, dem, 0 Tcomarhe, B\ Ao e kB ot person
escriptio Plias : . ﬁnhu«h'umﬁm\aumm (V.4 R) |
ds ptions de I'lesso, .tOvmllobl.fL'n, en 1652 et Y, On'pronscira & . La lane 'appellc bomd j [0 l“x mot, comparé & ctkifl qui le préédle deux
en 1920, par des Japonais instruits, et qui tous cher s Ethonicas, conynsn Chili, cohe cher les In- fignes plus haut, W**"W*'::“:’:';' ovla
: sils décrivel 2 . d. ) Sy do
les deux ont visité le pays qu'ils décrivent, , ea anglais. .u.,( ceinture de ro- + wika) Ssiour, eu tchouvasche. Mois il se pest qué le mot
Tous les deux, pleins de hon sens et de bonne (N. d. R) mulhnpulmdnml’hlkh.d.nlnqul
foi, jugent pourtant les peuples d'lesso d'a- & W, can, en lemand. A-..(Yf-x’:;w- Jes o vignifieda nuit. N, d.R.)
K R 4 atars de Tara.
pres leurs idées unationales, et C'est un spec-

5 xxty. VF Souscript. 10

Picture31.

(The handwritten margin notes indicate that someone must have found it of
great use! Its usefulness is thus unquestionable).

And thus we come to real dictionaries deserving this name, like the one of
1854 +Ainu-*HUPDQ E\ 3IL]PDLHU KLPVHOI ,Q IDFW
an 1804 Japaneggnu thematic lexicon known adoshiwogusgUehara &

Abe), and lists some 3,000 Ainu items noted in the Japadkes&ana
syllabary rearranged in accordance with the clumsy obsolete native Japanese
method calledroha written here from right to left; (32.) displays title page,

sample page, and eiats with the < ¢ 1 aino> element.
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Vocubilacim der iino- Spruche:

eatprs - 7% X | 35 & fosipe, der N vies Pisin

4 Lused ch:.
$z ’ 7 ne,  F P F tekra (op. A ¥ tsudzora)
-} 6 2 der  sushessera, fickon.
= 3 @D tesion (‘
noE RER h'“" By > 2 7 |Stebusctich, e
VOUABULADIUN BER AINO-SPRaCnd 4 icg. Voo 7 fe, Vund, Kotk hedioat,
W s Yo 7 dy Kol b
22 n‘uwf,“, m% ypune, Gold 2T desineani (o s Y ) ein
Vitbos e
AUGUST PFIZNAIZR, hwicle un der Tund, = ledva, dev Wisd, Sosst seca
7
B T —— B71 94|y 4  rrira.
ok S a s mono) doe Naae| D F > 7 tennets (jag. T 3 Y diet) eine
{Janglesa.

a3 2 F tenkors, mit den aden fassees
7= 7 tonke, i Und, Soust such 1 7 tete.

>7 %72 - Cate, e 1nad aalegen,

Vorwark

iente zu der als Bellage fur die Sitmngsbericate der
n um.m
e

iscrlichen Akademie der
chen Durchsicht der von Dawidow resfassten Wochorsaiiolang
i cabularivis der Aino-

deges wolle, Ervilimugy
t dioso Arbeit, die wal\r.\d:uul n otte, welehs i aat m Gobicte
i ity volladet lat, gt.um o ainiges Gher g od den Zusira-

o

% 4 7 aine, % ) A 7 wioe (o = 45
cadlich , ;vJ-m

9 @) verweiiea, als Partikel

4 T aipmarren (j
1\ 2 yno mage-no fune) €

9 4 7 civosizanann (isg. = ¢
iecn.
Cie BT k) o] g $292 7 vl
san) presson,
'\e;>\a| 14T e (i
we. ke Bewohane dar lisel Jsio,
Nieasel.

e {ipe by

wierg, dass dor wali
sene Sian der beireffendea Stellen em :Iann.

27 @ trcko-rici (jup.
0 mage-uo fouc)

heiaung trugea

G bei, dass Lu weitem nicht alle Worter uad Sehreibarton i dems fir vollst X 2 T aitstboruete(ing 4 v ] Y VEL ) AT oivodtivi Gup. 249X 2
Sio-geii-zi-go enthalten sind, fornor dass vicle neue Wrter und Sehreibartea bei den ./m.;n der Namie siuer Sschel |ty der Cobemmstessatt,
% a thron in Gebroueh gekozuen zu wein sobeioes, Als Proben solcher Seireiharicn il 47 nktsdta upel £ 29X R Y ) 4 T awenieres das Vol

wwicltung dos Mo -siwo-gusa migen hicr aur folgende Aciikel verseishret stehen. EH-darusee) mismsngeiidese| Aina'

% % : iy i wino-kwri Cap. 5 9 s I
13 k% 8- k.8 1747 4 i
s F 4 7 eink. cia Bewohace der losel oo, kagfiv ) cin
BB R Z o aiy Lt R
B N P 4] wimesetsiri, des wae bits | w.,m..‘ hockeeki

o g 5 e ogels. RS
2 p" ?/ },— Z 2 ¥ v w A0 g 7|); Jeru-tutsw) m)tor.: &
g} e Z = ¥ x Z ibigheit a.l.. on. S a7 T asibosireds Cop.

o = Z, U 7 aickawned (jog. ~ = ) % k) aokomsen, lis

Je i % & £ 1 gu-n0 mayoeno fouc) cim lateherns #/ 4 F atsckinti Ciupeesih ~ < ) X

Pieifapime.

£br D = guemo miageeni teakerd) o

Bine grosse Aazahl anderer Actikel wurde sts den vorgefundenen Redensscton yad Texten
sesmell, wobei jedoch iu Berug wnf die wncrkiirten Sclien der letuleren Manches, dessen

Dokl Oen o phies-Niewe. .. 84 "

)] 4 7 aino (jap. v I = yemisi) ein
Bewohaer der Insel Jesso, ein Aino, auch so viel als
Mensch. : ;

)) 47 4’ 7 aino-ikiri (jap. £ 4 ¥ &
si0-gai) der Lebensunterhalt.’

V' & Y7 ) 4 T aino-utare, das Volk der
Aino’s.

) 7 ) 47 ainokwi (jap. 24 ¥ 55 R
kage-fi-si) ein Zwerg. :

w A=3 ] 4 aino-kore (jap. X > )\ z 7
womowansu) hochsclmiwn, wie einen Menschen.

7 v ) 4 7 aino-schescheku (jap. 7 )~
2 Q& fara-taisu) in Zorn geraihen.

Picture32.

Z1



Alfred F. Majewicz

AL F —\’)/;(74\ :7: deyi-cyi. — 460 — ")T0R0~Ta RH THIIE,

AMHCEO-PYCCKIT

CIOBAPE

FAA

M. M. Io6pOTBOpCKarQ. :

»

Pl D ALFRED . v smnes 10490,

gt INTERNATIONAL INSTITUTE
INOLINGUISTIC AND ORIENTAL ST
PL-62.060 STESZEW, POLsAgg'Es
RA3AHD.
¥ VUMBEPCHTETCRON TUHOUPAIUL
1875
¢

; .

—  10500.

Picture33.

Jeya-cyr, Ia. Maxats (KPHABEME, NAIK0W), Deprbrs
B38)h ¥ BUepexs (EOHLOMB CATIOTE).
'Jcvkapu. [a. sacopursca. Heicepu —, uan sicepu —
oxy, Tpy6Ra 3acOpHLIaCh (TAED 4TO HE HPOXOARTH
AYXS).
'cvna. T'1, yuxats.
Imaixié. C. xocrobra naaeus, panaritium, morrobga,
Smanenecno, Teorp. I, Much kb ory ors p. Opo-
EeCh.
'9manxai. C. wopouxa,
m Janep. zep ua crpban ¢ Gy1aBoo6pas-
OHME KOHIOME.
'Imapara. Geanopagouno,—ubt. IIr. meocropommul.
—_ drxace-rdyupe, YIACTb OTH HEOCMOTPHTENb-
BoCTH (BADD. OTB r1askEbd mo CTOpOBam®)
NpR X0XAeHiM.

- uné, $cts Gess mopasky (meBospeMs, uaAK
[ecnpocacs).

— nyjpu, Geanopsoumoe mosexenie.

— nYypu xopd diny, Geanopaxogmuii 3ex0558T
(Bamp. Gepymilt Gess cmpocy ymoe).

'dmapacs. I'x. cT0STH, BNIDAMATECE, PACHPIMATACH (0
ueaostrd).

Omapdcs-ma, Bw cokpamenin deoma. I'a. mawts crofi-
EOXB,

Smapo. Jauep. cnars.

Imdcape. Ta. wbsars, npowbaars,

Imdcena. C. coberpennoe EeHCROE UMM,

Imdcene, niu smdesne. C. cusyys, Mopexot Xeps,

—_ max, nepexmia HOrE CHBYYA,

Imd, cu. gmoxo. Moc. HOCH.

'Jmoxo, BH cokpaulesin smozs, amd. C. xomens (nai-
k@), Magymka (y uwoay), kpatt. Moc. magato,
BCTOUOHKD.

— ma, ¢» Kpaw, ma kpaw. Ipus. mepsuit, ua-
vassull.—Ilaii sméxoma oxail ymapa. i

— ma ane Geys. Moc, pbra paxozamascs uw
cropon’,

’9mor;o-ma any muwme, kpaligift gomnb, A0MB HAXOAH-
miftca ¢ kpaw. Cus. apemébroc-anz-muwe,

The first dictionary really deserving such designation, however, is a 670
page volumeauthored by military physician Mikhail Mikhailovich

Dobrotvorskiy and published in 1875 (33
Russian) extends over 487 pages and

.) Its dictionary section (Ainu

includes 10,930 consecutively

numbered entry words, with the entries being at times extensiwe;ano
rarity, it was little used by researchers because of the language barrier and

inaccessibility.

Z |
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Inside, its Ainulanguage title has been provideEcg@kkdLc blidm
qy f_ glts importance and content when compared against the background

of the entire Western Airlanguagerelated production has been described
DQG DVVHVVHG LQ '"HSUHUDGRYLFK HW DO

WKH H\HV RI 5XVVLDQ RIILFHUV" ODMHZLF] FI
What follows in thissurvey is a unique dictionary of the Northern Kuril

(—\mu: the AinuPolishLatin ca 190€entry lexicon compiled in Kamchatka

in early 1880s by zoologist Benedykt Dybowski, edited and published by
WKH SKLORORJLVW ,JQDF\ 5DG Ody & keligiodsK R V S H
W LV FRPSDUDEOH RQO\ ZLWK WKH -DSDQHVH
7TRULLYTV PXFK VKRUWHU . XULO OLVW SXEOLVKF
material proved to be the best ever record of the Northernmost Kuril Ainu
language and consiied the basis for about half of the fundamental study

by Murayama (1971). (34.) shows the title and a sample page from
"\ERZVNL 5DGOL VNLYV PDWHULDO DV SXEOLVKH

67) SLOWNIK NARZHCZA AINOW. 15

~
Ionacy RapLmisk

SLOWNIAI NARZECAY LUDOW KAMCZACKIC <

sindud; sedere, sidere; v. agjyj, apunua, ari.
ek nurkowatych, sawka; fuligula mersa.

aajni (aaiti) — siedziod,
1 aana (aawn) — gatunek k
SLOWNIK 3¢ aapu, apy (aamy, ul!_y)'— siostra, soror. ‘lﬂ_:]‘ulli a. (RiAEN a) — siostra
o starsza; soror major natu; v. kijani.
NARZECZA AIN O aathari (aarapu) — winzad, splatad; vincire, mectero, conncetere; V.
1 Sina.
smestiajiezeh wyspg Seamsia o hfcucke Kurylokim proy Kameaice aba (a6a) — drzwi; janua, porta.
20 sbioréw Prof. B. Dybowskiego | abat’ (abate) — deska; asser, tabula.
| abgib (a6ru) — medzny, mizerny ; miser, languidus.
abi (a6w) — ogien , ignis.
abita (afmua) — ganck, projectio.
abigis (aGwruc) — glownia; pruna, titio.
abimiriri (abwmpupn) — iskry, scintillac.
abuubu (aGyy6y) — starszy brat; frater major natus; v. ubnt.
acirva (amEpBa) — giad ere.
acivi (ammsn) — wtykaé; inserere, immitterc
atani (auanu) — podeszwy; soleac.
W asaninerus (amammmepyc) — skéra na podeszwy; corium ex quo soleae
S0, pme))arunmr: V. rus.
1691 atin (aums) — pachy; alae,
atipo (auMio) — wuj, str
adipu midakipn (awmy
truelis (fratcr), consobrinus; v. mici, akipo.
agiri (amapn) — obalié; evertere, pervertero.
atirketo (waupkero) — gwiazdy spadajace; stellae cadentes; v. Kiéto.
adkwmbwm (aurywiyy) — pajak; aranea.
PlCtU re 34 :ulimx‘riri ‘(a,mxupxpn:; — sacrory; sin(wms: $
. asjnyj (anitmiit) — siedzied; sedere; v. aajni, apunud, ari.
aibi (auGu) -— ostrze strzaly; acumen sagittae.
aj (aii) — pocisk, strzala, kula; jaculum , sagitta, glans ; v. ajkarp, ajhep.
ajba (aiifa) — trzed; terere.
ajero (aeBo) — oznaczony; certus.
ajkaco (aikano) — on zdrow, ma sie dobrze; salvus est; valet.
ajkaran (aifsapan) — prosty; rectus, directus.
ajkarp (aimap) — przyrzad do lania kul; instrumentum ad glandes
fundendas.

illae.
unculus, patruus.
axmny) — brat stryjeczny, wujeczny; pa-

ZV
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Paf. D ALFRED Y. MAJEWICZ 50 Art 1—B. Torid
NTERMATIONAL INSTITUTE
e ST O AENTA S0 1. Vocabulaire.
52 060 STESZEW, POLAND

Ce vocabulaire comprendra trois colonnes. Dan
e ey ﬁ 2466¢ colonne, noss donnerons los mots Francai,traduetion

[G/Y

bouche d'insulaires, et dans la troisibme, les mots ATnou du \un
que nous avons tirés du tavail ,, Ainu gogakou 7 4 <%,
Messieurs K. Jimbo #R/PE ot ,\ Kanazawa @FEZL. Pour
les mots Ainou du Yézo, nous emploierons I'orthographe adoptée
par ces Messieurs.

Etudes Archéologiques et Ethnologiques.

Les Ainou des lles Kouriles.

Lar Franeals Aimon Komeliens Avmon du Yiz

Peticha Penata

Petkoutehacon Panata

Rayounshi Eayo'tehi

" Aros 33 Dlancher o8 118 Tinstrations duns lo vexts,

Préliminaires.

o St
E

doisean

Picture35.

Torii 1918 is an impressive study of over 400 pages, including 45 pages of
linguistic data from the Kuril and Yezo Ainu tongues; (35.) shows its title

page and the beginning of the Fretialril-Yeso vocabulary

OXUD\DPD KRZHYHU FDPH WR WKH SHUHPSWR
southern part of Kamchatka was in the 1TRIH QW XU\ WKH ODQG R
(1968: 57+ ZKLOH "\ERZVNLYV RSLQLRQ DV TX
(1901:2812; cf. Majewicz 1981 kxcludedoermanent Ainu settlements on
Kamchatka during his stay there as well as in the past as remembered by the
$LOQX WKHPVHOYHV 37KH $LQX RI WKH 6KXPVKX
of their ancestors inhabiting the area called today [¥8382] Kurilian in
Kamchatka, namely the vicinity of Lake Kuril®(Mmjbevkdh). [hh_jh
When inquiring about the Ainu, the oldest inhabitants of the Yavina village
related that islanders from Shumshu had been coming to Yavina almost
every spring since time immemorial. Thexre hunting on the coasts of
Kamchatka and in ancient times they were reaching the mouth of Lake
(Ozernaya) River where they were fishing. None of the informants recalled
DQ\ $LQX VHWWOHPHQW RQ WKH 3HQLQVXOD"  $
single case of Kamchadal (i.e., Itelmen) settlement on any of the Kurile
Islands was known. Moreover, not even a single case of an incidental
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Itelmen visit to any of the Kurile islands had taken plagiél.). The covers

R1 5DGOL V NMajewicz[19BE are displayed in (36.).

The most important and influential dictionary today, and the only one for
those unable to read Japanese, remains the witdely certainly unfairlyt
criticized AinuJapanes&nglish dictionary authored by Presbyterian
missionary John Batchelor and published in four consecutively numbered
editions (4th 1938treprinted several times since 1995, the latest known to
this author being 2018 and 2020). Presented here are title pages of the 1st
(1889) and 2nd (1905) editiorf87.), the cover and title page of the 3rd
(1926) edition (38.), a 966ntry appendix to it (1932; astonishingly few
people know of its very existence!) and the title page of the 4th edition
(1938; 39.).
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The first work that could be classified as an Ainu grammar was one of 1851
E\ 3IL]JPDLHU WLWOH SDJH OHIW DQG
'REURWYRUVNL\TV GLFWLRQDU\ ULJKW |
grammar.

It was followed by % DWFKHORUYY JUDPPDU ILUVW SU
volume of Tokyo Imperial University Literature College journal, which was
entirely devoted to the Ainu language (title pages of both in 41.). Its
consecutive versions followed in all the four subseqeelitions of the
dictionary mentioned.





