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Editorial Note  
 
Dear Readers, 
"›�,�¥�@)F�8�Z�>�~�r�M�@�
�>
–�¼�_�>4#�H�K�[�K�{�:�?��  
The issue of Silva you have before you is doubly special. Not only is 
�L�W���G�H�Y�R�W�H�G���W�R���S�R�S�X�O�D�U���F�X�O�W�X�U�H���R�I���W�K�H���0�H�L�M�L�����7�D�L�V�K�À���D�Q�G���6�K�À�Z�D���H�U�D�V�����E�X�W��
also is the first culture/literature-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 �<�Ì�V�D�N�X��Suzuki focuses on the trope of the mad scientist 
in the Pacific War-�S�H�U�L�R�G�� �V�F�L�H�Q�F�H�� �I�L�F�W�L�R�Q�� �Q�R�Y�H�O���� �,�N�X�M�L�U�À���5�D�Q�¶�V���8�F�K�Ì��
Bakugeki. You will also find our review of the monumental Edogawa 
Rampo Daijiten �Z�K�L�F�K�� �F�R�L�Q�F�L�G�H�V�� �Z�L�W�K�� �W�K�H�� �F�H�Q�W�H�Q�D�U�\�� �R�I�� �W�K�H�� �D�X�W�K�R�U�¶�V��
landmark debut short story Nisen D�À�N�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 
�L�Q�� �3�R�]�Q�D���� �D�Q�G�� �.�U�D�N�y�Z. It incorporates exclusive bibliographic and 
visual data pertaining to the Western-language sources on the Ainu 
language. Although the content was initially intended to be 
�L�Q�F�R�U�S�R�U�D�W�H�G���L�Q���0�D�M�H�Z�L�F�]�¶�V���F�K�D�S�W�H�U���R�Q���W�K�H���$�L�Q�X���O�D�Q�J�X�D�J�H���V�W�X�G�L�H�V���L�Q��
the West in the eponymous 12th volume of Handbooks of Japanese 
Language and Linguistics (HJLL) by Mouton De Gruyter, due to a 
range of editorial considerations, �D���V�L�J�Q�L�I�L�F�D�Q�W���D�P�R�X�Q�W���R�I���W�K�H���S�D�S�H�U�¶�V��
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 �0�D�M�H�Z�L�F�]�¶�V�� �U�H�V�X�O�W�� �L�Q�� �W�K�H�� �R�U�L�J�L�Q�D�O���� �X�Q�D�E�U�L�G�J�H�G��
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). 
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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 
�3�R�]�Q�D���������7�R�U�X���������&�U�D�F�R�Z�������:�D�U�V�D�Z / Sapporo 
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Robert Jarosz1 
ORCID: 0000-0003-0540-4605 
 
Japanese talking pictures: magic lanterns, silent cinema and kamishibai 
in the context of etoki storytelling tradition  

 
 

ABSTRACT  
The paper examines the relations between three different visual media 
with inherent oral narration which have coexisted in Japan at the 
beginning of the 20th century �± magic lanterns, silent cinema and 
kamishibai (paper theater). The figures of the oral narrators present in 
these three media, most notably represented by the benshi, are 
intertwined with each other and derive from a much older, transmedial 
storytelling practice, which in Japan became known as etoki. The 
author explores 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 socio-political 
background. They are also treated as representatives of a performative 
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 lanterns, kamishibai, silent cinema, benshi 

Introduction  
The figure of the oral narrator accompanied by imagery is, on the most 
fundamental level, connected to two vast and independent histories 
of human storytelling practices �± visual and audial. The primordial figure 
of the oral narrator served as a carrier of legends, myths, religions, and 
histories or biographies, helping countless groups or societies to develop 
a bond and form cultural identity; and visual representations often assisted 

 
1 �5�R�E�H�U�W�� �-�D�U�R�V�]�� �L�V�� �D�� �J�U�D�G�X�D�W�H�� �R�I�� �)�L�O�P�� �6�W�X�G�L�H�V�� �D�Q�G�� �0�H�G�L�D�� �&�X�O�W�X�U�H�� ���E�D�F�K�H�O�R�U�¶�V�� �G�H�J�U�H�H���� �$�G�D�P��
�0�L�F�N�L�H�Z�L�F�]�� �8�Q�L�Y�H�U�V�L�W�\���� �D�Q�G�� �)�L�O�P�� �D�Q�G�� �1�H�Z�� �0�H�G�L�D�� �6�W�X�G�L�H�V�� ���P�D�V�W�H�U�¶�V�� �G�H�J�U�H�H����Jagiellonian 
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 of media genealogy. In the field of film, he mainly focuses on auteur 
cinema, independent cinema, slow cinema, and contemporary Asian cinema. Contact: 
robertjarosz96@gmail.com. 
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such narrations, facilitating the creation of more distinct mental images 
of the conveyed story, the construction of visual 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 oral stories, 
which for the most part of history could only be relayed and received live 
and on the spot. The technology of sound registration was developed only in 
the 19th century, millennia after the first visual carriers emerged. Somewhat 
ironically, in the historical coalescences of those two different but 
complementary traditions, it is the pictures that usually served 
a supplementary role. For the majority of human history, narrators were the 
main aspect and attraction of the spectacle. 
�,�Q�� �-�D�S�D�Q���� �W�K�H�� �³�P�D�J�L�F�� �T�X�D�O�L�W�\�� �R�I�� �Y�R�L�F�H�� �S�U�R�M�H�F�W�L�R�Q�� �J�R�H�V�� �E�D�F�N�� �D�W�� �O�H�D�V�W�� �W�R�� �W�K�H��
intoning of Shinto ritual players (norito), and the reciters of history (katari-
be) with �U�R�R�W�V�� �L�Q�� �S�U�H�K�L�V�W�R�U�\�´�� ���5�X�F�K�� ���������� 305). Carefully nurtured 
throughout the ages, the oral tradition often coincided with visual aids �± one 
of the oldest forms of this type of practice is etoki, which was propagated 
by Buddhist monks as early as the 8th century. This paper will focus on three 
different, yet heavily correlated media, which seem to be pivotal examples 
of a marriage between the visual and the audial modalities �± Japanese 
practices with magic lanterns, silent movie projections with the concomitant 
figure of the oral narrators known as benshi, and paper theater known 
as kamishibai. Although they will be presented in the local context of Japan, 
they come across as significant for the evolution of both the local and 
international media landscape. They will be argued to be a part of a longer 
etoki tradition, as their histories are so strongly intertwined that they seem 
�W�R���E�H���G�L�U�H�F�W�O�\���D�Q�G���L�Q�W�U�L�Q�V�L�F�D�O�O�\���³�U�H�O�D�W�H�G�´���V�W�H�P�P�L�Q�J�����R�U���P�D�\�E�H���F�U�\�V�W�D�O�O�L�]�L�Q�J����
from different parts and �D�V�S�H�F�W�V���R�I���H�D�F�K���R�W�K�H�U�¶�V���O�H�J�D�F�\�� 
Another important factor in each of the media under discussion is their 
performative value, partly derived from their connections to the numerous 
genres of Japanese theatre. The terms performance and performative will 
be crucial for their portrayal. Erika Fischer-Lichte defines them both 
effectively below: 
 

A performance is ultimately created by everyone present and escapes the 
control of any one individual. In this sense it is contingent. The concept 
of contingency emphasizes the involvement of all participants and their 
influence on the course of the performance, including the interplay 
�E�H�W�Z�H�H�Q���W�K�H�V�H���L�Q�I�O�X�H�Q�F�H�V�������«�����7�K�H���L�Q�W�H�U�S�O�D�\���R�I���W�K�H�L�U���D�F�W�L�R�Q�V���D�Q�G���E�H�K�D�Y�L�R�U��
constitutes the performance, while the performance constitutes them as 
actors and spectators. It is only when they take part in the performance 



Robert Jarosz 

 �s�s 

that individuals turn into actors and spectators. This particular quality of 
�S�H�U�I�R�U�P�D�Q�F�H�V���L�V���W�H�U�P�H�G���³�S�H�U�I�R�U�P�D�W�L�Y�H�´�����)�L�V�F�K�H�U-Lichte 2014: 20). 
 

In other words, performative actions always convey some kind of agency, 
and influence the elements of the spectacle, the audience included. Philip 
�$�X�V�O�D�Q�G�H�U�¶�V�� �W�H�U�P��liveness, treated superficially �D�V�� �³�E�R�G�L�O�\�� �F�R-presence 
of �D�F�W�R�U�V�� �D�Q�G�� �V�S�H�F�W�D�W�R�U�V�´�� ���)�L�V�F�K�H�U-Lichte 2005: 23) for the needs of this 
paper, will also serve to distinguish live spectacles from more mediatized 
experiences. Through various modes or modalities, the media under 
discussion create a web of relations between the narrator (performer), the 
audience, and the socio-political background from which they have both 
emerged. 
The paper will first delineate the definition and short history of etoki 
as a specific medium and as a practice present in Japan throughout the 
centuries, highlighting its diversity, crucial aspects, and modalities, which 
will serve as a guideline for understanding other media under discussion. 
The second section will focus on Japanese magic lantern shows, describing 
their development, noting the balance between their audial and visual 
elements, and highlighting the socio-political roles they served. The third 
section will be devoted to kamishibai, a form of paper theater, and its 
development from an independent street show into a powerful, nation-wide 
propagandist tool. The last section will focus on silent cinema, accompanied 
by the figure of narrator-performers known as benshi, whose vocal narration 
initially was the main attraction of the movie projections, only 
to be gradually superseded by legal standardization and the increasing 
independence of visual storytelling. 
 
1. Etoki  
Etoki ().0Ž�A ), in its broadest sense, is the practice of vocal narration 
conjoined with some kind of imagery. It is a performative art, with a strong 
division between the performer (narrator), who recounts the story contained 
in the visual medium, and the audience, who gather around to watch and 
listen. Etoki has a long and rich history in Japan, and has undergone a lot 
of changes throughout the centuries of its popularity, resulting in a plethora 
of heterogeneous forms, often contradicting one another. The atmosphere 
during the performances could be relaxed or strictly sacred. Etoki could take 
place in temples or in private noble houses to entertain audiences drawn 
from the upper classes of society. Or it could be performed in the streets for 
everybody to see and hear, or even near pilgrimage paths, with the content 
deeply involved with magico-religious themes. Interactions between the 
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audience and the narrator were common, often by having an emotive 
�F�K�D�U�D�F�W�H�U���L�Q�I�O�X�H�Q�F�L�Q�J���Y�L�H�Z�H�U�V�¶���I�H�H�O�L�Q�J�V���D�Q�G���F�K�D�Q�Q�H�O�L�Q�J���W�K�H�L�U���D�W�W�H�Q�W�L�R�Q�����Z�K�L�F�K��
left room for manipulation and propaganda. 
Because of this diversity, etoki can serve as an excellent general taxon2 for 
establishing one branch of medial genealogy �± other media, which share 
crucial elements with it, could be said to belong to the same type or group. 
That is the case for all of the three media practices under discussion: magic 
lanterns shows, silent cinema projections accompanied by the benshi, and 
kamishibai performances. Each of them could be said to follow the notion 
of etoki, be a part of it, or even be directly called etoki, especially in the 
Japanese context. Even though their histories outside of the country may 
be less related, judging by their medial ontology, they follow the same 
or very similar principles. Their Japanese relationships are heavily 
interconnected, yet not without some crucial differences. 
 
1.1. Etoki �± history and ancestry 
Details about the history of etoki are still shrouded in mystery. It has 
probably been present in Japan since the 8th century, but the oldest mentions 
of it come from the 10th century3, while the oldest surviving examples date 
from the middle of the 12th century: the diary of Fujiwara no Yorinaga 
mentions an etoki of the Pictorial Biography of Prince Shotoku in 1143 
(Kaminishi 2006: 24).  
Etoki is certainly not a solely Japanese medium or practice �± it came to Japan 
through Chinese Buddhist monks, and Buddhist themes representing 
doctrines or biographies of prominent figures were deeply ingrained in its 
initial topics. The oldest traces of etoki as a medium seem to lead to India, 
where picture-storytelling was practiced by ���D�X�E�K�L�N�D�V in the 1st century 
BCE (Mair 2019: 1�±9), and there are claims (yet doubtful) it could even date 
as far back as the 5th century BCE. Naturally, much like the figure of the 
narrator, etoki is affined to two huge, separate and primordial traditions �± 
vocal and visual storytelling, both of which have been present in human 
history for tens of thousands of years. Their various connections are 
unavoidable, and, unfortunately, in some cases untraceable. 
 
 

 
2 This is a term derived from the biological way of classifying groups of organisms sharing some 
common 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 causing additional nomenclature issues. 
3 The diary �5�L�K�À���Q Ki mentions spontaneous etoki �J�L�Y�H�Q���G�X�U�L�Q�J���S�U�L�Q�F�H�¶�V���6�K�L�J�H�D�N�L�U�D���Y�L�V�L�W���W�R���-�ƒganji 
in 931 AD (see Kaminishi 2006: 20). 
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1.2. Three types of meaning 
Before delving into the specifics of etoki practices, it is important 
to understand the term better. Ikumi Kaminishi describes it as follows:  
 

The term etoki is made up of two words: e ���µ�S�D�L�Q�W�L�Q�J�����L�P�D�J�H�V�¶�����D�Q�G��toki 
���µ�G�H�F�L�S�K�H�U�P�H�Q�W�����H�O�X�F�L�G�D�W�L�R�Q�¶�������7�K�H���Z�D�\���W�K�H���Z�R�U�G��toki modifies the word 
e is grammatically ambiguous so that the conjoined term can be 
�U�H�Q�G�H�U�H�G���D�V���D�Q���µ�H�O�X�F�L�G�D�W�L�R�Q��of �W�K�H���S�L�F�W�X�U�H�¶���D�V���Z�H�O�O���D�V an �µ�H�O�X�F�L�G�D�W�L�R�Q��by 
�W�K�H���S�L�F�W�X�U�H�¶�����.�D�P�L�Q�L�V�K�L������������������������ 

 
Kaminishi also lists a third option, based on a property of medieval Japanese 
�± a lack of distinction between the act and the actor. Because of that 
ambiguity, the term etoki can denote three different things at once: the oral 
performance of explaining; the narrators, who explain the pictures to the live 
audience; and the images utilized during the performance. The last refers 
to the idea that images, if they are based upon some kind of text, serve 
as an explanation of a given text so the text is elucidated by the pictures (see 
ibid., 192). The first etoki in Japan were essentially visual sermons, enacted 
in order to disseminate Buddhist beliefs. Because of that, every element 
of the performance was inextricably related to the sutras or other Buddhist 
writings. The images were most often created independently of the narrators 
by a separate master or groups of masters, who faced the challenge 
of visually adapting holy texts or hagiographic biographies. The narrator, 
on the other hand, faced the challenge of ekphrasis, or orally describing 
a picture, which is also an act of adaptation. Because of these tripartite, 
intersemiotic translations, etoki creates a web of complicated relations 
between its agents �± texts, paintings, and performers, all of which have 
idiosyncratic characteristics and can influence the recipients in distinct ways. 
The figure of the narrators, their relations with other agents, and the amount 
of power they have over the audience is of the utmost importance in this 
paper. Etoki narrators (or rather, 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 beliefs. Next, 
they had to study the holy texts, which were the basis of the images, so they 
knew exactly what stories were depicted visually, and of what elements they 
were comprised. And, last, they had to familiarize themselves with the 
images beforehand in order to effectively guide the audience through the 
visual landscapes, which were sometimes organized into very complicated 
structures. Each of those elements could be difficult or impossible 
to understand without proper guidance or explanation, and that is why etoki 
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were indispensable for the effective proselytizing of Buddhism in Japan and 
were one of the primary elements of its success.  
Etoki began as a religious, liturgical tool, performed by the clergy, and 
occurring mainly in monasteries. Even at that point, there was a dichotomy 
among the performers �± they could have been high-ranked, elegant monks 
(�H�W�R�N�L���V�À), wearing formal robes, and performing for aristocracy and royalty, 
or they could have been �H�W�R�N�L�� �K�À�V�K�L �± lower-ranked monks or monastery 
brothers without the clerical status, presenting etoki for a common audience, 
often outside the monasteries (Kaminishi 2006: 27�±28). From the 13th 
century onwards, the latter monks evolved into itinerant performers, and, 
as such, marked a strong rupture in the character of etoki. 
Over time, these itinerant monks increasingly resembled street performers 
and showmen. Their performances began to resemble entertainment more 
than liturgical sermons; the form of the spectacle itself began 
to be prioritized over the content. The itinerant monks received payment for 
their performances, which radically altered the relationship between the 
audience and the performer �± they needed to impress the audience or at least 
be captivating enough to receive payment. Therefore, the attention shifted 
even more towards the spectacle �± it had to be more entertaining and enticing. 
 
1.3. Imagery and the �S�H�U�I�R�U�P�H�U�¶�V���S�R�Z�H�U 
Three types of images were most commonly used for staging etoki. The first 
type is wall paintings or murals, used mainly in monasteries during the sacral 
era of etoki. They often filled up the whole room, creating a �³�Sict�X�U�H���K�D�O�O�´��
containing religious images related to the Buddhist faith. The second type 
was emakimono �± painted hand-scrolls, with a long international history 
dating back to ancient China and Java (Mair 2019). Most often, they had 
to be unrolled during the spectacle, but they were sometimes placed on the 
floor or hung vertically, already fully unrolled. Picture halls oftentimes used 
a series of vertical hanging scrolls instead of wall paintings. The third type, 
called kakejiku or, more broadly, kakemono, can describe any kind 
of erected imagery, be it unrolled scrolls, mandalas, or simple posters4. Each 
type effectively evoked a different relationship between the performer, 
image, text and audience. 
Etoki preachers used fragmentation �W�R���J�X�L�G�H���W�K�H�L�U���D�X�G�L�H�Q�F�H�V�¶���J�D�]�H through 
the images. The main technique for that, which was possible to achieve in all 
of the listed types of images, was simply pointing �± either with the hand, 

 
4 European counterparts of etoki from the 14th century, called �%�l�Q�N�H�O�V�D�Q�J��or Cantastorie would 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 a long stick, often topped with a feather in order not to damage the 
picture. By pointing, preachers could further emphasize their narration, 
governing at which fragment of the picture the audience looked at a specific 
moment. It is worth noting that etoki oral narration followed the 
chronological order of the story �± it was meant to be linear and easily 
comprehensible. On the other hand, the narrative order of the images could 
have been problematic to unveil. Wall paintings are especially known for 
their complicated, non-linear structures and confusing visual traits such 
as counter-intuitive perspectives (or rather: projections), as well 
as �³�M�X�[�W�D�S�R�V�H�G�� �D�Q�G�� �V�X�S�H�U�L�P�S�R�V�H�G�� �W�H�P�S�R�U�D�O�� �G�L�V�W�D�Q�F�H�V�� ���S�U�H�V�H�Q�W�� �D�Q�G�� �S�D�V�W��
stories) with geographical distances (domestic and f�R�U�H�L�J�Q�� �O�D�Q�G�V���´��
(Kaminishi 2006: 36). Hence, even when the audience had immediate and 
continuous access to the picture in its entirety, it was overwhelming and 
almost impossible for them to fathom without fragmentation, oral narration, 
or textual instructions. Consequently, the content of the story went through 
layers of intermedial translations: from the biographies, legends, or myths, 
to linear Buddhist texts; to non-linear, atemporal paintings; only to be driven 
back into linearity by means of etoki ekphrasis, which helped to unravel their 
enigma (ibid., 41). 
Fragmentation was strongest in the case of emakimono, and it is one of the 
few examples of performers having direct, manual power over the image. 
By alternately rolling and unrolling the hand-scroll, the narrators were able 
�W�R���F�U�H�D�W�H���D���³�I�U�D�P�H�´���R�I��a chosen size for the audience to see. By doing so, they 
could dictate what, when, for how long, and how much the audience could 
see, and could further constrain their gaze via pointing. Using kakemono 
could be perceived as the most balanced way of presenting the story �± the 
images were more freely accessible and not overly complicated 
to comprehend. But they were still comprised of many elements, which etoki 
could elucidate to the audience, leaving them with a full or at least better 
understanding of the content. 
Emakimono epitomizes one more crucial aspect of etoki �± the presence 
(or lack) of text during the spectacle. Only a few types of emakimono were 
composed purely of images (those were called �U�X�V�À�J�D�W�D-shiki or renzoku-
shiki): most of them incorporated some kind of intrinsic text. Some hand-
scrolls contained 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 modern-day 
speech balloons. Intrinsic text left the etoki 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 
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�D�X�G�L�H�Q�F�H�¶�V�� �Q�H�H�G�V���� �$�G�G�L�W�L�R�Q�D�O�O�\���� �V�S�H�H�F�K balloons gave the performers 
a chance to imitate the character speaking, anticipating later etoki practices 
such as the benshi�¶�V �³�G�X�E�E�L�Q�J�´���± kowairo. The presence of text has the 
possibility of confining performers if they were to follow it word by word, 
but it also leaves space for their imagination and showmanship to come 
to the fore if the text lines are delivered impressively. Both of these traits 
became even more important in the history of kamishibai and benshi. 
 
1.4. Power of reinterpretation 
One specific type of etoki serves as a good example of the already described 
properties, as well as serves �D���U�H�S�U�H�V�H�Q�W�D�W�L�R�Q���R�I���W�K�H���S�H�U�I�R�U�P�H�U�¶�V���S�R�Z�H�U���R�Y�H�U��
the content of the told (and shown) stories �± their ability to reinterpret and 
add meaning to the original substance in response �W�R���W�K�H���D�X�G�L�H�Q�F�H�¶�V���Q�H�H�G�V����
Kumano bikuni can be regarded as the female counterpart of �H�W�R�N�L���K�À�V�K�L, and 
are the last significant category of etoki performers. They were Buddhist 
nuns, present in the region of the Kumano mountains, most prominently 
in the 16th and 17th centuries. 
Their role in Japanese society was complicated �± as kanjin hijiri, 
or fundraising religious practitioners, they served by both disseminating 
Buddhist beliefs and collecting contributions to shrines and temples. This 
role was also important for the faithful �± making donations was believed 
to result in vicarious merits, improving chances for a better rebirth. 
Consequently, kumano bikuni served a mediatory role between religion and 
the masses. This transitive state also found its reflection in their status 
as etoki performers. 
During the height of their popularity, kumano bikuni underwent a strong 
secularization; as a result, they began to use Buddhist icons and myths 
instrumentally. They often used mandalas, especially the Kumano kanjin 
jikkai mandara ���µKumano Heart Contemplation Ten Worlds Mandala�¶), 
which contained visual depictions of the human life cycle and spiritual 
pilgrimage, in accordance with Buddhist doctrine, but kumano bikuni 
focused mainly on two aspects of the mandalas �± images of hell and 
messages of hope aimed at women. For the audience, those were the most 
attractive and resonant themes and images, and the nuns used it for their 
profit, enticing the audience and playing on their emotions. 
Barbara Ruch denotes that etoki �I�D�O�O�V�� �L�Q�W�R�� �W�K�H�� �F�D�W�H�J�R�U�\�� �R�I�� �-�D�S�D�Q�¶�V�� �O�L�W�H�U�D�U�\��
�D�U�W�V���� �³�Z�K�R�V�H�� �E�D�V�L�F�� �V�W�U�H�Q�J�W�K�� �O�L�H�V�� �Q�R�W�� �L�Q�� �F�R�Q�I�R�U�P�L�Q�J to theoretical aesthetic 
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�F�R�G�H�V���E�X�W���X�S�R�Q���F�D�S�W�X�U�L�Q�J���D�Q���D�X�G�L�H�Q�F�H���D�Q�G���G�H�O�L�Y�H�U�L�Q�J���D�Q���H�P�R�W�L�R�Q�D�O���L�P�S�D�F�W�´5. 
She elaborates further that this type of literature 
 

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

 
Kumano bikuni developed various strategies for delivering etoki, all 
of which had the common goal of influencing the audience emotively. One 
of those strategies was choosing and adjusting their stories depending 
on who was listening, as well as deliberately postponing the most important 
or interesting parts until a desired sum of money was collected from the 
audience (Saka 2013: 100). Their hell stories were full of torture and misery 
that awaited sinners if they did not follow the religious duties required (e.g., 
manipulating the audience into fear of hell because of infidelity). They also 
recounted historical tales, most notably Soga Monogatari and Heike 
Monogatari. In the latter, the stories weaved by the nuns started 
to incorporate previously absent love themes. The nuns also changed 
characters of the Gempei war, especially those hostile to women, into men 
capable of love (Ruch 1977: 301), serving a much disputed feminist role (see 
Tokita 2008). 
Finally, kumano bikuni often presented their narration in the form 
of confessions or memories, plotting themselves into the fabric of the story. 
It is possible that they narrated the stories from a first-person perspective. 
Consequently, by using themselves as a storytelling means �± for example 
presenting themselves as women who were guilty of romantic love, full 
of contriteness for their sins (Saka 2013: 103) �± the nuns acted and played 
a specific role, in order to impress or manipulate the audience. Adding the 
recitation of poems, songs, and an aim for a specific look, their practices 

 
5 Ruch puts in the same category also heikyoku, �V�H�N�N�\�À���E�X�V�K�L, kowaka bukyoku, �N�R�M�À�U�X�U�L, �N�D�\�À, and 
later bunraku and kabuki (Ruch 1977: 284). 
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became much more embedded into theatrical customs and had a much higher 
performative value than earlier instances of etoki. 
For millennia, the hallmark of oral narrator fi�J�X�U�H�V���Z�D�V���W�R���D�V�V�X�P�H���³�W�K�H���V�H�D�W��
of �U�H�O�L�J�L�R�X�V���D�X�W�K�R�U�L�W�\���W�K�U�R�X�J�K���W�K�H���µ�P�D�J�L�F�¶���D�F�W���R�I���G�H�F�L�S�K�H�U�P�H�Q�W�´��(Kaminishi 
2006: 11)6. But etoki history proves that this magico-religious authority can 
shift and still prevail in a more secular and performative environment. Etoki 
narrators, even while using altered, non-religious means, still possessed 
power over the deciphered pictures and the gathered audiences, imposing 
on them a new, reinterpreted version of the textual or visual content. The 
stories of three different manifestations of etoki will show how diverse 
modalities and forms it can adopt while still possessing conterminous traits. 
 
2. Metamorphoses of the magic lanterns 
The history of magic lanterns in Japan begins roughly where the etoki halted 
its trail �± in the streets, somewhere between the sacred and the secular. 
�&�R�Q�G�L�W�L�R�Q�V�� �I�R�U�� �P�D�J�L�F�� �O�D�Q�W�H�U�Q�V�¶�� �D�U�U�L�Yal developed in Japan through 
a combination of two other practices �± the already mentioned kanjin displays, 
whose goal was to collect alms from Buddhist practitioners, and �N�D�L�F�K�À, or 
public exhibitions of relics ���*�á�R�Z�Q�L�D�� ������������ ����������These two practices 
gradually underwent secularization, mixing carnivalesque entertainment, 
food vendors, and freak shows with the sphere of Buddhist sacrum, 
ultimately leading to misemono. In short, misemono was the practice of 
�³�S�U�L�Y�D�W�H���H�[�K�L�E�L�W�L�R�Q�V���R�I���X�Q�X�V�X�D�O���L�W�H�P�V�����L�Q�G�L�Y�L�G�X�D�O�V�����R�U���V�N�L�O�O�V�����F�R�Q�G�X�F�W�H�G�����«����
�I�R�U���W�K�H���S�X�U�S�R�V�H���R�I���I�L�Q�D�Q�F�L�D�O���J�D�L�Q�´ (Markus 1985: 501). This type of public, 
eclectic display of everything new or attractive, served as a fecund basis for 
introducing and assimilating magic lanterns into an otherwise secluded 
country. 
Magic lanterns are projecting devices that originated in the Netherlands 
around the year 1659 by the hands of Christiaan Huygens (Mannoni 2000). 
In the 19th century, they developed into a blooming industry, producing 
lanterns in the thousands along with various optical equipment needed for 
a plethora of projection types. Magic lanterns (also called laterna magica 
or sciopticon) used glass slides as their primary image carriers. The images 
were initially made by hand using water paint, but were later mass-produced 
in millions using lithography or even photography. Slides contained visual 
representations of any topic imaginable, from simple comic characters 
to historical figures, abstract patterns, or complicated visual effects 
or sceneries. The main function of the lantern is to project and enlarge the 

 
6 The figure of dalang in Javanese wayang beber serves 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 screen, so that everyone gathered in the 
room can see them �± the very essence of the word �³projector� .́ They were 
nothing less than a visual hegemon, dominating Europe and America, 
fertilizing the ground (and technical equipment) for the gradual arrival 
of cinema at the end of the 19th century. 
Magic lanterns came to Japan around the year 1770 �± more than a hundred 
years after their development. They were firstly presented at crude 
misemono exhibitions, serving as an entertaining technical curiosity from 
abroad, as the Netherlands was the only country permitted to export 
scientific equipment to Japan under the sakoku policy. The lanterns were 
quickly adopted, and 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 known as kage-e megane. 
The development of magic lanterns in Japan can be divided into three main 
periods. In the first period, which lasted up until the first half of the 19th 
century, lanterns were used mainly for entertainment purposes. They were 
then called kage-�H�� �G�À�U�À��and saishiki kage-e, denoting equation to the 
tradition of shadow plays, or called �\�À�W�À����emphasizing the magical character 
of the projected pictures (Kusahara 2021: 182). In this period, lanterns were 
capable of creating interesting, magical illusions and transformations and 
of showing famous landscapes and tales (ibid., 184). Two next periods, 
utsushi-e and �J�H�Q�W�À, will be described in more detail. 
 
2.1. Utsushi-e 
The beginning of the second period is generally dated to the dawn of the 
19th century, and associated with Kumakichi Kameya �± a kimono designer 
and rakugo storyteller. Because of his artistic background, storytelling skills 
and knowledge about Western science, he was well oriented to cultural 
needs at the time, and had every ingredient needed to create a new format 
of audio-visual entertainment, which he had called utsushi-e (see Kusahara 
2021). This format contains crucial differences from the European tradition, 
making it a distinctly Japanese version of the magic lantern shows. 
Firstly, utsushi-e was heavily influenced by the theatre. The stories 
presented were often taken directly from kabuki or bunraku plays, serving 
as a cheaper and more accessible counterpart to the otherwise exclusive 
theater. Furthermore, the exhibited stories were much longer than those 
in the first period, containing popular legends and stories about warriors, 
samurais, or ghosts ���*�á�R�Z�Q�L�D���������������������� 
Secondly, the visual techniques were greatly improved. The shows took 
place in darkened rooms, and the lanterns 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 from static �± 
because they were made from wood, Japanese magic lanterns were very light 
and could be easily picked up and operated manually. Thus, images 
exhibited in utsushi-e spectacles were characterized by their mobility and 
liveliness. The operator-performers often had the lanterns attached to 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 on the spot 
by �W�K�H�� �S�H�U�I�R�U�P�H�U�V�¶�� �D�F�W�L�R�Q�V���� �U�H�V�X�O�W�L�Q�J�� �L�Q�� �D�� �N�L�Q�G�� �R�I�� �U�H�D�O-time animation. 
Utilizing two to eight lanterns at once, the visual arsenal of utsushi-e was 
very broad �± Kobayashi Gen�M�L�U�À�� �O�L�V�W�V�� ������ �G�L�I�I�H�U�H�Q�W�� �Z�D�\�V�� �W�R manipulate the 
visible picture, including zooming, fading, and changing light intensity 
(Kusahara 2021: 192). Utilizing overlapping images, utsushi-e could create 
a scenography and �D�� �³multi�S�O�D�Q�H�´ made from light, adding depth 
to projected scenes �± some images could serve as a background or landscape, 
and some as foreground characters. 
Lastly, utsushi-e exploited vocal narration, music, and sound effects, again 
in a manner similar to kabuki and bunraku. The narrator was most often 
a standalone figure, seated at the side or beneath the screen, visible to the 
audience. Sometimes there were multiple narrators interchanging the oration, 
as spectacles could last up to a couple of hours. The narrator(s) not only 
explained what the currently displayed pictures depicted, but acted alongside 
them, mimicking the characters or various sound effects. Sometimes they 
would also play a percussive instrument to create rhythm or further highlight 
the visual action �± in a way, playing the same role as the pointing practices 
described earlier. 
The crucial aspect of utsushi-e is that the aural components of the spectacle 
did not dominate it. In most instances of etoki, it is the oral narration that 
creates the main axis of narrative reference �± the visuals serve merely 
a supportive role. Utsushi-e developed a balanced experience between the 
new, complex and attractive visual strategies and the older, well-established 
oral traditions. The narrators also had a broad arsenal of techniques at hand, 
including, for example, �M�À�U�X�U�L, a melodic narration accompanied 
by a shamisen, or rakugo storytelling, which employed changing pitch and 
tones or producing various onomatopoeia to enliven the spoken story, further 
immersing the audience. Certainly, there were situations during utsushi-e 
spectacles where it was only the vocal narration that pushed the story 
�I�R�U�Z�D�U�G���� �Z�L�W�K�� �Q�R�W�K�L�Q�J�� �Y�L�V�L�E�O�H�� �R�Q�� �W�K�H�� �V�F�U�H�H�Q���� �%�H�F�D�X�V�H�� �R�I�� �W�K�H�� �V�O�L�G�H�V�¶��
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limitations, both in number and in content, it was the narrator who had 
to either fill in the story or fuse together otherwise unrelated sets of slides 
into a coherent narration7. 
Their plasticity notwithstanding, the visual track of the spectacle had 
to be obeyed by the narrators. The presented narration was the effect 
of teamwork and preparation during the production, most probably 
involving multiple rehearsals. Slides were numbered and shown in a specific 
order, in a planned sequence (Kusahara 2021: 184), so it is highly probable 
that the narrators used scripts, and, as in the manner of etoki, the presence 
of text effectively c�R�Q�I�L�Q�H�G���W�K�H���Q�D�U�U�D�W�R�U�¶�V���D�F�W�L�R�Q�V�� 
In one of the many handbooks written about European professional magic 
lantern projections (more lectures than spectacles), the authors underline the 
aspect of communication between the orator and the lantern operator; they 
propose that some kind of signals should be established or prepared 
beforehand, to avoid showing improper slides or confusing their order (Gage 
and Gage 1914: 19�±20). It is hard to imagine the situation being different for 
utsushi-e �± the strong need for synchronization between sound and picture, 
especially with more dynamic projections of dozens of elements, almost 
ruled out the possibility of improvisation on either end. The projectionists 
had to visualize what the narrator was saying, but the narrator also had 
to follow the formerly established story created with available visual 
resources. So, although the spectacle itself was conducted live, the 
preparations must have been strictly structuralized and organized 
beforehand in order to ensure a smooth performance. As a result, utsushi-e 
is an intriguing example of dynamic relationships between subjugated oral 
narration and ever more complicated, yet not fully independent imagery. 
 
2.2. �*�H�Q�W�À 
The third period of magic lantern development in Japan began around the 
second half of the 19th century and reintroduced European, heavy, immobile 
types of lanterns. They were more technically advanced and referred 
to as �J�H�Q�W�À. This period exemplifies two important characteristics of the 
etoki tradition while being tailored to the realities of the Meiji era. 
New types of magic lanterns were imported from the West and introduced 
to Japanese audiences by �6�H�L�¶ichi Tejima, a technical educator, around 1874. 
He advocated for the educational use of the magic lantern throughout the 
country. By the end of the decade, the Ministry of Education took up his 
plan, introducing �J�H�Q�W�À as an official tool for education in schools, 

 
7 Once again, the aspect of fragmentation and seamless conjoining noted in etoki is present here. 
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in universities, and for the general public, sometimes even free of charge 
(�*�á�R�Z�Q�L�D����������: 38). This is a radical shift from the entertainment-oriented 
spectacles, and a comeback to the original etoki application. Even the 
Buddhist entourage implemented �J�H�Q�W�À, as a tool for proselytism. 
However, there was an important difference: with the approval of the 
�F�R�X�Q�W�U�\�¶�V���R�I�I�L�F�L�D�O�V�����J�H�Q�W�À underwent national 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 role to �W�K�H�� �³�Q�D�U�U�D�W�L�R�Q�´�� �R�I�� �W�H�D�F�K�H�U�V��
or public orators. The audience, now in the form of children, students, 
or citizens, was expected to stay passive and focused during the presentation, 
as opposed to the earlier, rather lively and engaging mode of reception. For 
�J�H�Q�W�À lectures, it is the content that served a dominant role, although it can 
still be considered as etoki and as a performative situation. That being said, 
more spectacular shows (now called �J�H�Q�W�À-kai), conducted in a Western 
manner, still subsisted. This was the same with utsushi-e, and these three 
different types of projections coexisted for at least four decades8. 
Institutionalization combined with education often can be a fertile ground 
for national propaganda, and this is the last important notion of etoki usage. 
�*�H�Q�W�À lectures developed during the period of the Meiji restoration, and 
�K�H�Q�F�H���Z�H�U�H���Z�L�G�H�O�\���X�V�H�G���D�V���D���Z�D�\���R�I���S�U�H�V�H�Q�W�L�Q�J���-�D�S�D�Q�¶�V���K�L�V�W�R�U�\���D�V���Z�H�O�O���D�V��the 
�H�W�K�L�F�D�O���D�Q�G���P�R�U�D�O���Y�D�O�X�H�V���W�K�D�W���I�L�W�W�H�G���W�K�H���³�H�Q�O�L�J�K�W�H�Q�P�H�Q�W�´���H�U�D���D�Q�G���L�W�V���Y�D�U�L�R�X�V��
consequences. 
During the first Sino-Japanese War (1894�±95) and the Russo-Japanese War 
(1904�±5), the propagandist possibilities of �J�H�Q�W�À were most heavily 
exploited. In those cases, the government used visuality as a tool for 
disseminating patriotic values and filling the public space with images of the 
�R�Q�J�R�L�Q�J�� �Z�D�U�� �L�Q�� �R�U�G�H�U�� �W�R�� �G�H�Y�H�O�R�S�� �D�� �F�R�O�O�H�F�W�L�Y�H�� �Q�D�W�L�R�Q�D�O�� �P�H�Q�W�D�O�L�W�\�� ���*�á�R�Z�Q�L�D��
2019: 39). Gen�W�À projections were the 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 stamping in anger (ibid., 40). The 
�Q�D�U�U�D�W�R�U�¶�V�� �U�R�O�H�� �L�Q�� �W�Kese kind of �J�H�Q�W�À �³�V�K�R�Z�V�´�� ���R�U �U�D�W�K�H�U���� �³�J�D�W�K�H�U�L�Q�J�V�´������
is similar to the kumano bikuni practices �± they were influencing and 
channeling the emotions of the audience, inciting their attention, and 
promoting desirable beliefs: this 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. Some spectacles also functioned as a fundraising tool, transferring 
collected donations to charities or using them to support military operations. 
 
3. Kamishibai 
Following the chronological order of the discussed media, kamishibai 
should be placed last. But its connections to magic lanterns are in many ways 
stronger than to silent cinema, so it is best to describe it beforehand. 
Kamishibai �O�L�W�H�U�D�O�O�\�� �W�U�D�Q�V�O�D�W�H�V�� �W�R�� �µ�S�D�S�H�U�� �W�K�H�D�W�H�U�¶�� �D�Q�G�� �W�K�L�V�� �W�H�U�P�� �S�H�U�I�H�F�W�O�\��
describes it. Having existed in the Meiji era under the name tachi-e, it used 
rectangular, paper cutout puppets9 contained in a small and portable wooden 
proscenium called a butai. Borrowing themes and characters from bunraku 
or kabuki theater, it served as a miniature and more accessible counterpart. 
Due to its small size and the character of materials it used, tachi-e was 
inexpensive to make, stage and view. 
The short era of tachi-e was quickly occluded in 1929 by a new, similar 
version �± hira-e, which substituted individual cutout figures with bigger, flat 
paper pictures, shown in a succession, serving as a slideshow. Both of those 
spectacles could and had been named kamishibai, but it was hira-e that 
became prevalent and popular. 
Kamishibai represents the type of etoki in which the narrator-performer can 
manipulate the images, in this case by changing the boards with paper 
drawings. As a result, they also have �S�R�Z�H�U�� �R�Y�H�U�� �W�K�H�� �Y�L�H�Z�H�U�V�¶�� �J�D�]�H����
�F�R�Q�V�W�U�L�F�W�L�Q�J���L�W���W�R���W�K�H���L�Q�G�L�Y�L�G�X�D�O���³�V�O�L�G�H�V�´, which themselves were surrounded 
by the wooden frame of the butai. Performers can also use pointing 
as another method of fragmentation, and have the possibility of changing the 
boards more quickly or slowly, creating smooth or dynamic changes adapted 
to the oral narration. To further emphasize vital moments of the story, 
instruments like drums, gongs, or hy�Àshigi were used. The performers were 
also dressed similar to the chanters in kabuki spectacles �± theatrical customs 
and nuances were still very much present (McGowan 2010a: 5). 
 
3.1. �*�D�L�W�À kamishibai 
Because of its small size and poor visibility, kamishibai was better suited 
to being performed on the streets rather than in parlors, fitting the misemono 
phenomenon. This street form has been baptized �J�D�L�W�À�� �N�D�P�L�V�K�L�E�D�L ���µ�V�W�U�H�H�W��

 
9 Thanks to the use of paper cutouts as puppets, tachi-e spectacles are deeply related to puppet and 
shadow theater, and are visually similar to utsushi-e because, just as in lantern shows, figures 
displayed on a black background seemed like they were floating. Kamishibai in general is also 
linked to the peep-show nozoki karakuri, which used a series of changing pictures but was viewed 
more individually through the openings and lenses, which enlarged pictures located inside a wooden 
construction. 
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�S�D�S�H�U���W�K�H�D�W�H�U�¶��, thereby initiating the true history of the paper theater. The 
best audience turned out to be children, and this fact heavily influenced 
kamishibai. Due to its mobility and the public entourage, the payments for 
shows were not based on an entry fee but rather gathered by selling candies 
and snacks to the preadolescent audience before the spectacle. 
An important feature of kamishibai is its position on the peripheries 
of society. The storytellers, known as kamishibaiya, often came from the 
lower classes, as exhibiting paper theaters was a comparatively easy way 
to make money. The only things needed for performances were a few paper 
or cardboard sheets for drawings, a small wooden theater with two doors 
(butai), and a way to transport them, which most often turned out 
to be a bicycle. Kamishibaiya performed their spectacles for a couple 
of hours daily, travelling through different neighborhoods, almost 
as itinerant forms of etoki or utushi-e 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 
kamishibaiya emerged, making use of the unofficial status of the street 
theater to make a living. 
Children in the audience and the storytellers were often from the same 
neighborhood �± hence from the same socio-economic background �± which 
greatly facilitated a local and communal atmosphere of the spectacles. Partly 
because of that, kamishibai established unique interactions between the 
audience and the performer, making use of its liveliness aspect �± for example, 
performers commissioned quizzes and verbal or visual puzzles between the 
stories, and children who answered them correctly were rewarded with 
additional candies. The aspect of emotive impact and enticing audience 
attention, known from the kumano bikuni practices, is clearly prevalent in 
kamishibai �± single performances usually consisted of stories from three 
different genres, e.g., exciting action adventures, sentimental melodramas, 
and comic stories (McGowan 2015: 14), to fulfill the whole range of the 
audience needs. The somatic aspect is also worth noting �± children gathering 
around the small theater scene often had to amass together, forming a tight 
cluster (Orbaugh 2015: 41). 
Instead of adapting well-known tales or theater plays like tachi-e, stories for 
hira-e kamishibai were often created anew. This gave birth to more 
opportunities for inciting the attention of the audience by presenting new, 
captivating characters that had a chance of becoming viral �± especially 
popular were admirable child-heroes like Golden Bat, often acknowledged 
as one of the first illustrated superheroes. Kamishibai also used an episodic 
format for its stories, which, thriving on anticipation, guaranteed children 
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would come back the following day to hear the rest of the story. This was 
vital during the Great Depression �± living on the verge of poverty, the 
performers�¶ chances of survival hinged on their ability to entertain their 
preadolescent audience. 
The performers most often did not create their own drawings, but rather had 
them rented from various rental places or artists. What is important is that 
�W�K�H���³�V�F�U�L�S�W�V�´���I�R�U���W�K�R�V�H���U�H�Q�W�H�G���L�P�D�J�H�V�����D�Q�G���K�H�Q�F�H���± stories) were passed to the 
kamishibaiya orally and rather cursorily, so most often a considerable 
amount of improvisation was involved in the performances. 
 
3.2. Education, propaganda and further standardization 
The unofficial character of �J�D�L�W�À���N�D�P�L�V�K�L�E�D�L spectacles lasted for less than 
two decades. By the second half of the 1930s, as in the case of utsushi-
e, educational practices eclipsed the entertainment period. Yone Imai, 
inspired by �J�D�L�W�À techniques, started using kamishibai for disseminating 
Christian topics in a way more fitted and attractive to children; and Ken�¶ya, 
Matsunaga seeing the growing educational (and commercial) potential of the 
spectacles, in 1938 formed the Educational Kamishibai Federation. 
More institutionalized entities started to appear, producing and distributing 
kamishibai suited for more elaborate environments, like schools and 
households. Matsunaga began publishing his stories in educational journals, 
�³�Z�L�W�K���L�Q�V�W�U�X�F�W�L�R�Q�V���R�Q���K�R�Z���W�R���F�R�O�R�U���D�Q�G���F�X�W���R�X�W���W�K�H���S�L�F�W�X�U�H�V���D�Q�G���W�K�H���W�H�[�W���D�Q�G��
then apply them to stiff cardboard. This innovation allowed educators even 
in rural areas of Japan to �µrecrea�W�H�¶���0�D�W�V�X�Q�D�J�D�¶�V���V�W�R�U�L�H�V���L�Q �W�K�H�L�U���F�O�D�V�V�U�R�R�P�V�´��
(McGowan 2015: 16), laying the foundations for what will become tezukuri 
kamishibai, or hand-made versions of kamishibai. Because of that 
popularization, more than 30,000 kamishibaiya were in operation 
nationwide by 1931 (McGowan 2010a: 6). 
The advent of published kamishibai �D�W�W�U�D�F�W�H�G���W�K�H���J�R�Y�H�U�Q�P�H�Q�W�¶�V���D�W�W�H�Q�W�L�R�Q���D�Q�G��
resulted in further regulations concerning the content of the stories. The form 
also underwent a crucial change �± �I�U�R�P���������������W�K�H���D�X�W�K�R�U�L�W�L�H�V���³�G�H�P�D�Q�G�H�G���W�K�H��
stories be written on the backs of the cards so that they c�R�X�O�G���P�R�Q�L�W�R�U���F�R�Q�W�H�Q�W�´��
(ibid.). Requiring the narrators to read the text verbatim radically changes 
their ontology �± from storytellers, they turn to merely a medium (or rather a 
tool) for conveying the desirable message. This further facilitated 
educational and propagandist content. 
In the first half of the 1940s, during the second Sino-Japanese War and the 
dawn of World War II, censorship and propaganda intensified. During this 
period, 70% of kamishibai produced were destined for adults rather than 
children (McGowan 2010b). Teachers and local authorities were specifically 
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trained to deliver kamishibai �³properly� �́��� �D�Q�G�� �³�D�X�G�L�H�Q�F�H�V�� �Z�H�U�H�� �H�[�S�H�F�W�H�G��
to listen in silent reverence. Any unsolicited interaction with the storyteller 
�P�L�J�K�W�� �K�D�Y�H�� �V�X�J�J�H�V�W�H�G�� �S�R�O�L�W�L�F�D�O�� �X�Q�U�H�V�W�´��(McGowan 2015: 18). With the 
financial backing of the government, the total number of published 
kamishibai had reached over 800 thousand by 1942 (ibid.). The formerly 
cherished communal aspect of the performance-ritual was transformed into 
an idea of national togetherness (ky�ƒkan), creating a countrywide spectacle, 
with the government in the role of the omnipresent etoki, dispersing and 
elucidating its dogma through the pictures. 
 
4. Benshi and silent cinema 
The history of silent cinema and its relation to the benshi narrator-performers 
combines many topics already discussed in the case of other media, but in 
a way highly interwoven and condensed only to around four decades. The 
key difference lies in the scale of organization needed for the proper 
existence of cinema; it requires a much higher level of industrialization and 
institutionalization, involving numerous entities like production houses, 
distribution and advertisement systems, guaranteed imports and exports, and 
more robust places for projections. Proper, dynamically changing technical 
conditions must also be assured for each of those aspects. Understood 
broadly in that manner, the cinematic apparatus involves thousands 
of people and an immense amount of organization in order to endure. 
The Kinetoscope and the Cinematograph were imported to Japan around 
1896 as the first devices for projecting films, and, once again, fitted the 
misemono practice as one of dozens of technical novelties at the time. 
Because the first films presented lasted from only a couple of seconds 
up to half a minute, their exhibitions were often elongated by supplementing 
with an orator who explained the mechanisms involved in projection. Those 
orators are considered to be the predecessors of the benshi figure. 
The ongoing association of cinema with misemono determined its social role 
and modes of recipience. In accordance with the European notion of cinema 
of attraction (Gunning 1990), silent films projections were not focused 
on the narrative and filmic content, but rather on the performative aspect. 
The overall experience itself was crucial, brimming with a live and 
communal atmosphere. Unlike in European history, the first instances 
of cinema in Japan were rather expensive, aimed at the higher strata 
of society, especially those interested in the Occident. After some 
development, motion picture content lasted up to twenty minutes, but the 
shows ranged from two to three hours because of the complicated 
procedures needed for projection. In this first period, benshi greeted the 



Robert Jarosz 

 �t�y 

audience, introduced them to potentially unfamiliar concepts (such as the 
projection mechanisms) and shared background knowledge related to the 
content of the movies. During the many breaks in the spectacles (caused, for 
example, by changing movie reels) benshi served as entertainers, 
guaranteeing a continuous experience. 
The precise role played by the benshi dynamically shifted in tandem with 
the development of cinematic apparatus and advancements in its storytelling 
capacity. Treated syncretically, benshi performers are akin to the narrators 
in previously described media �± other than describing the mechanisms, they 
could elucidate the content of the pictures. This was especially important 
in Japan, because of the sudden introduction of movies with mostly foreign 
content; this act of explaining was labeled with the term setsumei. Their 
narration was not always neutral; benshi supplemented the screenings with 
their personal comments, being able to impose on the audience their own 
feelings and (re)interpretation of the projected films. Through voice 
modulation and mimicry (called kowairo), as well as melodeclamation 
or singing, they could enliven the ongoing action, intensifying the �Y�L�H�Z�H�U�¶�V��
immersion. Furthermore, the music and sound effects affiliated with their 
performances, in the form of hy�Àshigi, flutes, shamisen or even full 
orchestras, should not be omitted10. 
 
4.1. Benshi�¶�V power 
Overall, benshi served a mediatory role between the audience and the 
content of the picture, channeling their understanding and inciting their 
reactions. It is easy to imagine that benshi could consolidate short movies 
created and shown independently, similar to the utsushi-e practice 
of creating a coherent story from different slide sets. This power also 
encompassed the content �± moving pictures did not have to have a fully 
coherent structure because of the benshi�¶�V superimposed explication. 
It is true that benshi dominated the way of experiencing the new medium 
and became the very first stars of the industry, forestalling and outmatching 
the importance of actors and the other personas involved in film production. 
They were an indispensable part of projections and advertising practice �± 
participating in a movie with a different benshi could result in an entirely 

 
10 It is worth noting that benshi was a profession that required certain physical predispositions and 
a lot 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 between the theaters or cities. 
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, preparing or memorizing 
dozens of scripts and travelling hundreds of kilometers per day (see Borton 2015). Benshi may 
be seen as a very close relative of this kind of itinerant compere-performer profession. 
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different experience. But the audience also possessed some power �± much 
like in the case of kamishibaiya, the benshi�¶�V performance and delivery 
(called bensetsu) were constantly judged by the participants. Numerous 
benshi competed 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. 
The benshi figure was in many ways authoritative and sovereign, and (partly 
because of the weak social status of motion pictures) benshi were not 
regulated in any way for around twenty years, leaving them free to orate 
anything they wished. But, much like kamishibaiya, they could not avoid 
regulations forever. As early as 1911, a study regarding the educational use 
of cinema was conducted. Citing various problems with its social role, 
it included the dangers of the benshi being �³�X�Q�I�L�W���L�Q���O�D�Q�J�X�D�J�H���D�Q�G���D�W�W�L�W�X�G�H�´, 
advising against showing movies to children, and exhorting that films and 
the benshi should be carefully selected (Gerow 2010: 69). Another essay 
from 1910 criticized the benshi �I�R�U���³�G�U�L�Q�N�L�Q�J�´���D�Q�G���³�O�H�F�K�H�U�\�´�����)�X�M�L�N�L��������������
78). 
In 1917, the Tokyo Police Department introduced a licensing system, 
holding certifying examinations for the benshi, testing their cultural 
knowledge and the social roles of cinema (ibid.). The regulations increased 
to the point of police officers attending the theaters to monitor whether 
or not the benshi were �³�F�K�D�Q�J�L�Q�J�� �W�K�H�� �S�O�R�W�� �R�I�� �W�K�H�� �P�R�Y�L�H�� �L�Q�W�R�� �V�R�P�H�W�K�L�Q�J��
�L�P�P�R�U�D�O�´ (Omori 2021: 201). It is important to highlight that, initially, 
benshi were not inherently connected to the film industry but were rather 
affiliates, hired specifically for the exhibitions. But after the licensing 
system and regulations, they started serving the contradictory roles 
of educators and narrators, simultaneously gaining importance and losing 
freedom. They became an official part of the industry but also started getting 
more and more subordinate to elements outside of their power and control. 
 
4.2. The textualization of the benshi 
The problematic relationship of power between the text and the performers, 
always important and regulative in the etoki tradition, is probably most vivid 
and dynamic in the case of the benshi. The introduction of intertitles �± text 
�E�R�D�U�G�V�� �L�Q�V�H�U�W�H�G�� �L�Q�W�R�� �W�K�H�� �I�L�O�P�V�¶�� �V�W�U�X�F�W�X�U�H���� �W�U�D�Q�V�F�U�L�E�L�Q�J the dialogue 
or explaining action �± perforce intervened with benshi�¶�V power over the 
image. With the textual narrative embedded in the moving pictures, benshi 
could no longer impose their own interpretation but began to be subdued 
by the movies. Conversely, the introduction of written dialogues, visible 
to everyone, helped to develop the kowairo, or mimicry practice, delivering 
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the lines of different characters with modulated voices. In the first years 
of the practice, kowairo was performed by a group of four to six narrators, 
�D�Q�G���³�V�R�P�H�W�L�P�H�V���H�Y�H�Q���W�K�H���>�P�R�Y�L�H�@���D�F�W�R�U�V���W�K�H�P�V�H�O�Y�H�V���V�D�W���E�H�K�L�Q�G���W�K�H��screen 
and delivered their lines alongside the benshi�´�����'�\�P, n.d.), which resembles 
modern-day dubbing, but conducted live. 
One more force impacted the benshi through the use of text �± the Pure Film 
Movement (jun�¶eigageki und�À), spanning from 1915 to 1925. Inspired 
by global cinema aesthetics and standards, its members, such as Norimasa 
�.�D�H�U�L�\�D�P�D���� �Z�D�Q�W�H�G�� �W�R�� �U�H�Q�R�Y�D�W�H�� �W�K�H�� �³�D�Q�D�F�K�U�R�Q�L�V�W�L�F�� �H�O�H�P�H�Q�W�V�� �R�I Japanese 
cinem�D�´�� ��ibid.), which included theatrical borrowings such as female 
impersonators and the benshi. Their efforts to improve the cinematic 
�³�O�D�Q�J�X�D�J�H�´ focused not only on the visual aspects, but also on the 
organization and status of the film industry, with a strong emphasis on the 
textual layers of cinema. They favored the frequent use of intertitles and 
demanded screenplay renovations and regulations in order to supersede 
previous habits, theatrical and simple, written in a style fitting benshi 
performance manners. Kaeriyama also introduced a new term for denoting 
movies �± eiga ���µ�S�U�R�M�H�F�W�H�G�� �S�L�F�W�X�U�H�¶��, instead of katsud�À shashin ���µ�P�R�Y�L�Q�J��
�S�L�F�W�X�U�H�¶����used thus far, liberating cinema from the connotation with 
misemono practices. As Chika Kinoshita phrased it, the sphere 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 to the benshi, one of the direct effects of the Pure Film 
Movement was the abolishment of introductory remarks (maesetsu), 
stripping the benshi of t�K�H���D�X�W�K�R�U�L�W�\���R�I���E�H�L�Q�J���W�K�H���³�K�R�V�W�´ of projection. The 
result was an eclectic setsumei, encompassing narration, commentary, and 
mimetic dialogue all at once, while the film was being projected (Dym, n.d.). 
Somewhat ironically, this initiated the so-called Golden Era of benshi 
performances, the peak of their popularity and strength, partly resulting from 
�W�K�H���J�R�Y�H�U�Q�P�H�Q�W�¶�V���O�H�J�L�W�L�P�L�]�D�W�L�R�Q�����%�X�W���W�K�H���H�I�I�H�F�W�V���R�Q���W�K�H���R�Y�H�U�D�O�O���L�Q�G�X�V�W�U�\���Z�H�U�H��
more drastic. As Aaron Gerow (2010: 18) lists: the modes of cinematic 
narration were altered, the star system was solidified, the institution of the 
author-director formed, the screenplay was established and codified, and 
in 1925, national censorship was constituted, radically changing the 
cinema�¶�V status and organization. Because of the regulations, film 
distributors were required to �V�X�E�P�L�W���W�K�H���I�L�O�P�¶�V���S�U�L�Q�W���D�Q�G���W�Z�R���F�R�S�L�H�V���R�I the 
benshi script (Kinoshita 2011: 15), further ensnaring benshi within the 
borders of text11. Even though benshi were still expected to go beyond those 

 
11 One more practice can be of value here, namely the film transcriptions and synopses published 
in various movie magazines (see Bernardi 2001: 172�±178) which further textualized cinema and 
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scripts during the performance, the sheer fact of having a textual basis (and 
censorship) normalized the experience to some extent, stripping from 
it dissimilarity and performative value. 
 
4.3. The mediatization of the benshi 
The popularity of the benshi gradually faded away after the introduction 
of sound cinema in the 1930s and 1940s. Yet, there is one aspect of their 
slow demise that seems crucial for the etoki tradition, and it is the matter 
of mediatization. In the 1930s, silent films with benshi narration and sound 
films coexisted, but also two transitory formats emerged, involving 
�V�R�P�H�W�K�L�Q�J�� �F�D�O�O�H�G�� �D�� �µ�V�R�X�Q�G�� �E�D�Q�G�¶���± an audio track, which was post-
synchronously added to an otherwise silent movie. One format of those 
sound bands used music and sound effects, still leaving intertitles to convey 
dialogues and narration, but the other format replaced intertitles with 
a recording of the benshi�¶�V narration (Freiberg 1987). 
The existence of benshi narration as an audio recording marks the 
beginnings of mediatized etoki �± an audio-visual display involving a narrator 
or performer inseparably merged with the image. The vocal narration turns 
internal, synchronous and almost subordinate to the visual. By discarding 
the benshi and gradually switching to sound cinema, the moviegoing 
experience became more of a �V�p�D�Qce rather than a spectacle. Utilizing the 
�Y�L�V�X�D�O�� �³�O�D�Q�J�X�D�J�H�´ to convey a story independent of the exogenous 
narration12, it confined the aspects of liveness and communality. �6�p�D�Q�F�H 
guarantees a technologically mediatized yet complete sensory engagement, 
immersing viewers in a vastly different, often more individual and tacit 
mode of reception. 
Conclusion 
Japanese magic lanterns, silent cinema and kamishibai coexisted and crossed 
paths in Japan during the 1920s and 1930s. Conjunctions between them were 

 
benshi narration. It did not have a strong direct impact on the benshi, but allowed every reader 
to know the content of movies outside of theaters and without the benshi�¶�V influence. 
12 One 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 development of theater hydraulics, as well as a medium called 
eidophusikon, and technologies involved in at least four different kinds of panorama paintings 
(on this topic see also Huhtamo 2013). This was a unique moment when the scenography in theaters 
began to be an attraction 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 stories. In the Japanese context, 
perhaps the advancements in kabuki scenography could also be treated as such. Special effects, 
hydraulics, and perspective backdrops all strengthened the illusion and immersion guaranteed by the 
visual side of the spectacle. Cinema certainly follows (or concludes) this process, with the ongoing 
development of a visua�O���V�W�R�U�\�W�H�O�O�L�Q�J���³�O�D�Q�J�X�D�J�H�´�� 
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inevitable, influencing presented themes or topics, their forms or modes 
of recipience. They have also infused the national visual and aural 
imagination in similar, yet different ways. Each of them carries various 
traces of the misemono practice and the opulent theater tradition, serving 
as new carriers for centuries-old epics, legends and folktales. Each of them 
can also be understood and categorized as either a medial relative of the etoki 
tradition or a direct representative of it, while still possessing its autonomous 
characteristics. 
In the case of etoki, the fundamental, dynamic coalescence of oral and 
pictorial layers, both with independent and rich histories, results 
in a plethora of possible modes of spectacle, serving explanatory, 
educational, or entertaining roles. Treating media as members of the same 
medial group can highlight various convergence points, which are 
sometimes difficult  to trace individually. Through their mutual analysis, 
general schemes of functionality and development can be deduced, even 
with media stemming from different socio-technological backgrounds, 
either local or global. In the Japanese context a good example 
of a contemporary relative of etoki could be anime voice-actors, �V�H�L�\�Ì, 
whose practices resemble benshi�¶�V kowairo or kagezerifu, but achieved 
in a fully mediatized manner, embedded into the visual layer of animation.  
Treating etoki as a wider medial practice or strategy for supporting visual 
media with vocal commentary, an inapparent connection could also 
be projected onto audio-visual media currently present globally, such 
as television anchors, sport commentators���� �R�U�� �O�H�W�¶�V�� �S�O�D�\�H�U�V���� �H�V�S�H�F�L�D�O�O�\��
in a form of live broadcasts or livestreams. 
The perplexing aspect of intersemiotic translation was highlighted here �± 
oral narratives in etoki always redefine pictorial narratives to some extent, 
and the pictures can possess a dual character: of an independent narrative 
source, and of a pictorialization, a redefinition of written texts or separate 
oral narratives, which have preceded the act of etoki. Those translations are 
fueled further by interactions between the audience and the performer, 
�U�H�V�X�O�W�L�Q�J���L�Q���Y�L�U�W�X�D�O���³�W�H�[�W�V�´ �± live spectacles. Additional themes mentioned 
in this paper, like the consequences of affiliating narrators with the written 
texts serving as scripts, and detailed power relations between the performer 
and the audience are undoubtedly important, and can be fruitful for further 
studies. 
The narrator can be placed at the very center of the discourse about etoki 
practice with regard to their social status, specific roles, and capabilities. 
Their repertoire consisted of oral techniques and variables like rhythm, 
volume, intonation, tempo, clarity, accuracy, fluency (Fujiki 2006: 71), 
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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 influence and incite them 
directly or implicitly. If the stories relayed by narrators were of national 
provenance, they turned into important disseminators of culture, an effective 
medium for the audience to cultivate their cultural identity. 
The narrators served contradictory roles. Their impact could be miniscule 
and benign, or it 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; 
�S�R�Z�H�U�I�X�O�����V�R�Y�H�U�H�L�J�Q���V�W�R�U�\�W�H�O�O�H�U�V�����P�H�U�H���J�R�G�V�¶���V�H�U�Y�D�Q�W�V, or tools in the hands 
of the government. Their social status was, surprisingly, for the most part, 
low, contrasting with their function and on-stage (or while-performance) 
status. As a result, they gave their services to all of the social strata. Falling 
somewhere between beggars and gurus, between the textual, the visual and 
the audial, between the communal and private, etoki storytellers filled many 
contingent niches, creating a heterogenous amalgamate of medial and social 
practices. 
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ABSTRACT 
�7�K�L�V���S�D�S�H�U���G�L�V�F�X�V�V�H�V���W�K�H���F�U�L�W�L�T�X�H�V���R�I���W�K�H���L�P�S�H�U�L�D�O���Z�R�U�O�G���L�P�D�J�H���L�Q���,�N�X�M�L�U�À 
�5�D�Q�¶�V�� �X�Q�S�X�E�O�L�V�K�H�G�� �Z�R�U�N��Space Bombing. In this work, the researcher 
Murao, who works at the Borneo branch of the Institute of Magnetics, 
�V�W�X�G�L�H�V���D���³�P�L�F�U�R�V�F�R�S�L�F���Z�R�U�O�G�´���L�Q���Z�K�L�Fh microscopic humans live in an 
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 
�D�V���D���V�L�Q�J�O�H���D�W�R�P�����7�K�L�V���S�D�S�H�U���D�U�J�X�H�V���W�K�D�W���0�X�U�D�R�¶�V���S�H�U�F�H�S�W�L�R�Q���Z�D�V���E�D�V�H�G��
on the scientific knowledge of the scientist Hantar�À Nagaoka. 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 world. Moreover, we 
�V�X�J�J�H�V�W�� �W�K�D�W�� �0�X�U�D�R�¶�V�� �P�D�G�� �V�F�L�H�Q�F�H�� �L�Q�G�L�F�D�W�H�V�� �W�K�D�W�� �W�K�H�� �L�P�S�H�U�L�D�O�� �Z�R�U�O�G�
�V��
configuration is not an absolute domination vs.no-domination 
relationship, but merely a relative relationship, and that the clashes 
between civilizations are able to be interpreted as insane. 
 
KEYWORDS: Sci-fi, mad-science, imperialism, Pacific War 
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Even seventy years after his death Edogawa Rampo remains 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 appear steadily in various media. The latest examples are a TV 
series produced by NHK to commemorate the centenary of Rampo�¶�V���O�L�W�H�U�D�U�\��
debut, Tantei romansu �± Dear Detective from RAMPO with Love (Detective 
romance), and a theatre reading of �.�R�W�À���Q�R���R�Q�L (The Demon of the Lonely 
Isle, 1929�±1930) staged by Kenta Fukasaku in Tokyo. However, one does 
not need to look to adaptations of Rampo�¶�V���Z�R�U�N���L�Q�W�R���R�W�K�H�U���P�H�G�L�D����in order 
to witness the influence of his iconography on the popcultural landscape 
of Japan, as his idiosyncratic take on crime fiction has left its mark 
on numerous aspects of Japanese post-war popular culture, with his 
influence acknowledged by such important creators as Masaki Tsuji and 
Hayao Miyazaki. 
Despite the impact of Rampo, his work has rarely been the focus of academic 
research. The situation has changed somewhat in the 21st century, with more 
willingness in Japanese academia to conduct proper studies of popular 
literature, but up until now �D�O�P�R�V�W�� �D�O�O�� �D�Q�D�O�\�V�H�V�� �R�I�� �W�K�H�� �Z�R�U�N�� �R�I�� �³�W�K�H�� �I�D�W�K�H�U��
of �-�D�S�D�Q�H�V�H�� �F�U�L�P�H�� �I�L�F�W�L�R�Q�´�� �K�D�G�� �E�H�H�Q�� �F�R�Q�G�X�F�W�H�G�� �E�\��essayists specializing 
in the genre rather than researchers. As such, a vast number of texts devoted 
to Rampo and his literature have been addressed to the general reader. What 
is more, these writings are usually deeply indebted to Rampo himself, 
as there is no doubt that his essays on �W�D�Q�W�H�L�� �V�K�À�V�H�W�V�X (detective novel) 
collected in such volumes as �7�D�Q�W�H�L�� �V�K�À�V�H�W�V�X�� �\�R�Q�M�Ì�Q�H�Q (Forty Years 
of Crime Fiction, 1954�±1961) or �*�H�Q�¶�H�L�M�À (The Castle of Illusion, 1951�±
1954) remain the most widely-read and influential works dealing with the 
history and evolution of crime fiction in Japan. Therefore, as Morio Yoshida 
has noted in his discussion of the latter collection, the most trusted account 

 
1 �$�Q�G�U�]�H�M�� ���Z�L�U�N�R�Z�V�N�L�� �L�V�� �D�� �6�H�Q�L�R�U�� �/�H�F�W�X�U�H�U��at the Institute of Oriental Studies, Adam Mickiewicz 
�8�Q�L�Y�H�U�V�L�W�\���� �3�R�]�Q�D������ �+�H���V�S�H�F�L�D�O�L�]�H�V�� �L�Q�� �-�D�S�D�Q�H�V�H�� �S�R�S�X�O�D�U�� �O�L�W�H�U�D�W�X�U�H�� �R�I�� �0�H�L�M�L���� �7�D�L�V�K�À�� �D�Q�G�� �6�K�À�Z�D����
Contact: andrzej.swirkowski@amu.edu.pl. 
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on the �W�D�Q�W�H�L���V�K�À�V�H�W�V�X �K�D�G���E�H�H�Q���Z�U�L�W�W�H�Q���E�\���R�Q�H���R�I���W�K�H���J�H�Q�U�H�¶�V���P�D�L�Q���F�U�H�D�W�R�U�V����
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 popular view on Japanese crime fiction has been long 
overdue. 
Edogawa Rampo Daijiten (hereafter the ERD) is an expansive 900-page 
volume that had been long in the making. Its origin dates back to the 
exhibition Edogawa Rampo �W�R���W�D�L�V�K�Ì���Q�R������-seiki (Edogawa Rampo and the 
�µ�0�D�V�V�¶������th Century)�����Z�K�L�F�K���R�S�H�Q�H�G���L�Q���7�À�E�X���'�H�S�D�U�W�P�H�Q�W���6�W�R�U�H���L�Q���,�N�H�E�X�N�X�U�R��
�L�Q���������������2�U�J�D�Q�L�]�H�G���E�\���5�L�N�N�\�À���8�Q�L�Y�H�U�V�L�W�\���W�R���F�R�P�P�H�P�R�U�D�W�H���W�K�H���D�F�T�X�L�V�L�W�L�R�Q��
of the Edogawa Rampo Ikebukuro residence (where he had lived from 1934) 
�D�O�R�Q�J�� �Z�L�W�K�� �W�K�H�� �Z�U�L�W�H�U�¶�V�� �Y�D�V�W���O�L�E�U�D�U�\�� �D�Q�G�� �D�U�F�K�L�Y�H���� �W�K�H�� �H�[�K�L�E�L�W�L�R�Q�¶�V�� �S�O�D�Q�Q�L�Q�J��
proved difficult, as a similarly themed event had been on display in the same 
place only a year before. That earlier exhibition covered Rampo�¶�V���O�L�I�H���D�Q�G��
work through his personal belongings, which left the organizers 
no alternative, but to look for a novel way to talk about the author. They 
decided to avoid the standard biographical approach. and placed Rampo 
in the context of his times and the mass culture (�W�D�L�V�K�Ì bunka) that had seen 
rapid growth in early �6�K�À�Z�D���-�D�S�D�Q�� This proved 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 include Edogawa Rampo �V�K�À�V�H�W�V�X���N�L�L�Z�—�G�R�� �M�L�W�H�Q (Keyword 
�'�L�F�W�L�R�Q�D�U�\�� �R�I�� �(�G�R�J�D�Z�D�� �5�D�P�S�R�¶�V�� �)�L�F�W�L�R�Q���� ������������ �D�Q�G��Edogawa Rampo-go 
jiten (Edogawa Rampo Dictionary, 2020). The first of these is a thorough 
�E�U�H�D�N�G�R�Z�Q���R�I���5�D�P�S�R�¶�V���³�N�H�\�Z�R�U�G�V�´���L���H�����W�K�H���Q�D�P�H�V���R�I���F�K�D�U�D�F�W�H�U�V�����S�O�D�Fes and 
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 readers. The ERD differs from 
them in many aspects, being an academic reframing of Rampo through the 
context of his epoch and not the other way round. 
The ERD is divided into four parts. Part One, Ningen Rampo, focuses on the 
�D�X�W�K�R�U�¶�V�� �E�L�R�J�U�D�S�K�\���� �,�W�� �L�Q�F�O�X�G�H�V�� �H�Q�W�U�L�H�V�� �R�Q�� �S�O�D�F�H�V�� �F�R�Q�Q�H�F�W�H�G�� �W�R�� �5�D�P�S�R����
important events that formed his literary persona, as well as his interests, 
quirks and hobbies. The second part, Shakai (Society) is concerned with the 
socioeconomical ba�F�N�G�U�R�S�� �D�Q�G�� �F�X�O�W�X�U�D�O�� �S�K�H�Q�R�P�H�Q�D�� �R�I�� �7�D�L�V�K�À�� �D�Q�G�� �H�D�U�O�\-
�6�K�À�Z�D�� �-�D�S�D�Q����Misuterii (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 part, Media, contains mainly entries on various 
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printed media associated with Rampo and early 20th century mass culture. 
The appendices include chronological tables and a list of first publications 
�D�Q�G���E�R�R�N���H�G�L�W�L�R�Q�V���R�I���5�D�P�S�R�¶�V���Z�R�U�N�V�� 
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 of pre-war mass culture than 
found in previous works on Rampo. In the explanatory notes, the editors 
�V�W�D�W�H�� �W�K�D�W�� �W�K�H�L�U�� �J�R�D�O�� �Z�D�V���� �³�W�R break away from the usual disconnected 
perceptions of Rampo as the pioneer of Japanese crime fiction, the author 
of �F�K�L�O�G�U�H�Q�¶�V�� �O�L�W�H�U�D�W�X�U�H���� �R�U�� �W�K�H�� �O�R�U�G�� �R�I�� �W�K�H�� �F�D�V�W�O�H�� �R�I�� �L�O�O�X�V�L�R�Q�V2 and to bring 
about an all -encompassing and academic reappraisal of Rampo by placing 
�K�L�P�� �D�Q�G�� �K�L�V�� �Z�R�U�N�� �L�Q�� �W�K�H�� �E�U�R�D�G�H�U�� �F�R�Q�W�H�[�W�� �R�I�� �P�D�V�V�� �F�X�O�W�X�U�H���´�� �+�D�Y�H�� �W�K�H�\��
achieved this goal? In the opinion of this reviewer the answer can only be 
a resounding yes. All entries take the form of deeply thought-out articles, 
and no items feel like afterthoughts. There is no doubt that the final lineup 
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 important achievements of the encyclopedia may be the lack 
of overreliance on the words of its main subject. Of course, no scholar 
of �W�D�Q�W�H�L�� �V�K�À�V�H�W�V�X���Q�H�H�G�V�� �W�R�� �E�H�� �U�H�P�L�Q�G�H�G�� �W�K�D�W�� �5�D�P�S�R�¶�V�� �D�X�W�R�E�L�R�J�U�D�S�K�L�F�D�O��
writings, while reliable for the most part, contain a considerate amount 
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 makes them 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 
biographical entries never feel like a retread of the same facts known 
to every Rampo fan, and contain a vast amount of new or corrected 
�L�Q�I�R�U�P�D�W�L�R�Q�����7�K�H���V�D�P�H���J�R�H�V���I�R�U���W�K�H���D�U�W�L�F�O�H�V���G�H�W�D�L�O�L�Q�J���5�D�P�S�R�¶�V���U�H�O�D�W�L�R�Q�V�K�L�S��
with other writers of crime fiction. For example, �H�Q�W�U�L�H�V�� �R�Q�� �-�X�Q�¶�L�F�K�L�U�À��
Tanizaki �R�U���.�À�M�L��Uno are remarkable attempts to straighten out inaccuracies 
found in oft-repeated anecdotes. Equally, if not more impressive, are the 
parts of the encyclopedia devoted to the mass culture of pre-war Japan. The 

 
2 This is a reference to the aforementioned �*�H�Q�¶�H�L�M�À�� 
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�H�Q�W�U�\�� �³�(ro-guro-�Q�D�Q�V�H�Q�V�X�´�� ���H�U�R�W�L�F-grotesque-absurd) 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 on writers discussed in Part Three, 
or the scant number of illustrations), it is an indispensable volume for every 
researcher of Edogawa Rampo, �W�D�Q�W�H�L�� �V�K�À�V�H�W�V�X, or �W�D�L�V�K�Ì�� �E�X�Q�N�D, and will 
surely usher in a new era of Rampo studies and an imminent academic 
reappraisal of not only the author of Nisen �G�À�N�D (The Two-Sen Copper Coin, 
1923), but also the whole of Japanese crime fiction. 
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A new vision and new frontiers of Japanese linguistics. Ainu Language 
Western Sources in the Handbooks of Japanese Language and Linguistics 
(12) Ainu Volume 
 
 
 
Introduction  
The goal of the present anniversary text* on the subject rich in great 
pompous words (vision, frontiers, new) but tamed with the restrictions 
formulated in its a bit mysterious subtitle is to introduce the largest �± in 
scope, proportions, and resources involved so far �± international project in 
the field of Japanese linguistics emerging from Japan, under the auspices of 
what stands behind the acronym NINJAL. 
First then �± what is NINJAL? Still in the shadow of the US occupation of 
Japan following World War II, on November 21, 1948, an institution labeled 
National Japanese Language Research Institute (Kokuritsu Kokugo 
�.�H�Q�N�\�Ì�M�R ���s���¢�\�‚	v �����Z�D�V���I�R�X�Q�G�H�G���D�V���D�Q���³�L�Q�G�H�S�H�Q�G�H�Q�W���D�G�P�L�Q�L�V�W�U�D�W�L�Y�H��
�D�J�H�Q�F�\�´���Z�L�W�K���W�K�H���D�L�P���W�R���³�V�F�L�H�Q�W�L�I�L�F�D�O�O�\���V�W�X�G�\�����V�X�U�Y�H�\�����S�U�R�P�R�W�H�����D�Q�G���W�R���J�X�D�U�G��
�D�Q�G���V�H�F�X�U�H���W�K�H���S�U�R�S�H�U���X�V�D�J�H���R�I���W�K�H���-�D�S�D�Q�H�V�H���O�D�Q�J�X�D�J�H�´2. 
As in ma�Q�\�� �R�W�K�H�U�� �F�R�X�Q�W�U�L�H�V�� �Z�L�W�K�� �V�L�P�L�O�D�U�� �U�H�V�S�H�F�W�L�Y�H�� �³�V�W�D�W�H�� �a�� �R�I�I�L�F�L�D�O 
�O�D�Q�J�X�D�J�H�´-�U�H�O�D�W�H�G�� �³�L�Q�G�H�S�H�Q�G�H�Q�W�´�� ���L�Q�W�H�U�H�V�W�L�Q�J�O�\���± of what?) institutions 
established, the said Institute was intended to prioritize, and focus on, 
�O�D�Q�J�X�D�J�H���S�X�U�L�W�\�����F�K�D�U�D�F�W�H�U�L�V�W�L�F�D�O�O�\���X�Q�G�H�U�V�W�R�R�G���³�>�S�R�O�L�W�L�F�D�O�@���F�R�U�U�H�F�W�Q�H�V�V�´���D�Q�G��
�O�D�Q�J�X�D�J�H�� �S�O�D�Q�Q�L�Q�J�� �D�Q�G�� �S�R�O�L�F�\�� �I�R�U�� �Z�K�D�W�� �Z�D�V�� �³�R�Q�H�� �H�W�K�Q�L�F�D�O�O�\�� �K�R�P�R�J�H�Q�R�X�V��
���³�Q�D�W�L�R�Q-�´�����V�W�D�W�H���Z�L�W�K���R�Q�H���K�R�P�R�J�H�Q�H�R�X�V���O�D�Q�J�X�D�J�H�´�����D�Q�G���W�K�X�V���L�P�P�X�Q�H���W�R���D�Q�\��
�³�P�L�Q�R�U�L�W�\-�S�U�R�W�H�F�W�L�R�Q�´�� �L�V�V�X�H�V�� �D�Q�G�� �F�R�Q�Y�H�Q�W�L�R�Q�V�� �R�Q�� �W�K�H�� �D�V�V�X�P�S�W�L�R�Q�� �E�H�V�W�� �D�Q�G��
most straightf�R�U�Z�D�U�G�O�\���S�U�R�Q�R�X�Q�F�H�G���E�\���-�D�S�D�Q�¶�V���W�K�H�Q prime minister Yasuhiro 
Nakasone in October-�1�R�Y�H�P�E�H�U������������ �W�K�D�W���W�K�H�U�H���Z�D�V���³�Q�R���P�L�Q�R�U�L�W�\���U�D�F�H���L�Q��

 
*which constitutes a transcript and documentation of the presentation delivered under the title as 
above on March 25 at the International online Conference Practicing Japan �± 35 Years of Japanese 
�6�W�X�G�L�H�V���L�Q���3�R�]�Q�D�����D�Q�G���.�U�D�N�y�Z�� GkGHGXG•& G=GwG=Gc�¥�•�Û�S�7&É0¿'g35�Ø�º0°�Õ�Û�
   (March 
24-26, 2022). 
1 �3�U�R�I�H�V�V�R�U���H�P�H�U�L�W�X�V���R�I���$�G�D�P���0�L�F�N�L�H�Z�L�F�]���8�Q�L�Y�H�U�V�L�W�\���L�Q���3�R�]�Q�D�����D�Q�G���1�L�F�R�O�D�Xs Copernicus University 
�L�Q���7�R�U�X�������$���O�L�Q�J�X�L�V�W�����D�Q�W�K�U�R�S�R�O�R�J�L�V�W���D�Q�G���R�U�L�H�Q�W�D�O�L�V�W�����7�K�H���D�X�W�K�R�U���R�I���U�R�X�J�K�O�\���I�R�X�U���K�X�Q�G�U�H�G���D�F�D�G�H�P�L�F��
publications, including roughly eighty monographs. The editor of the multi-volume The Collected 
�:�R�U�N�V���R�I���%�U�R�Q�L�V�á�D�Z���3�L�á�V�X�G�V�N�L. Recipient of the Order of the Rising Sun (2002), a honor awarded by 
the Emperor of Japan. Contact: majewicz@amu.edu.pl. 
2 A summary quotation from various official documents. 
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�-�D�S�D�Q�´�� �D�V�� �G�H�I�L�Q�H�G�� �E�\�� �W�K�H�� ��������3 United Nations Declaration on Human 
Rights, hence there are no minority rights or minority attributes to protect in 
his country Japan (repeated later by many leading Japanese politicians long 
after, and in spite of, research and legal advancements �± �H���J���� �7�D�U�À���$�V�R���L�Q��
2005) 
It turned out, however, that the Institute staff started treating seriously also 
the other �³�S�U�L�R�U�L�W�\�´���� �Q�D�P�H�O�\�� �W�K�H���³�V�F�L�H�Q�W�L�I�L�F�� �V�W�X�G�\�´�� �D�Q�G���W�K�H���J�U�H�D�W�H�V�W���� �L�Q���W�K�L�V��
�D�X�W�K�R�U�¶�V�� �Y�L�H�Z���� �F�K�D�O�O�H�Q�J�H�� �U�H�V�X�O�W�L�Q�J�� �I�U�R�P�� �W�K�L�V�� �³�I�D�Q�F�\�´�� �I�R�U�� �D�F�D�G�H�P�L�F��
involvement  (read: disobedient academicians all of a sudden demonstrated 
interest in academic research !) appeared to be a dictionary of the Okinawan 
language (not <Okinawan dialect(s)> !), dated (in the Preface p. 2) as early 
�D�V���6�K�À�Z�D�����������.�R�N�X�U�L�W�V�X���.�R�N�X�J�R���.�H�Q�N�\�»jo 1975, cf. Picture 2.4) ! 
Almost exactly 61 years after its foundation (on October 1, 2009), the 
�,�Q�V�W�L�W�X�W�H���X�Q�G�H�U�Z�H�Q�W���D���³�U�H-�H�V�W�D�E�O�L�V�K�P�H�Q�W�´���W�R���F�R�Q�V�W�L�W�X�W�H�� 
�³�W�K�H�� �V�L�[�W�K�� �R�U�J�D�Q�L�]�D�W�L�R�Q�� �R�I�� �W�K�H�� �,�Q�W�H�U-University Research Institute 
Corporation National Institutes for the Humanities 5�´��--- under its Japanese 
name seemingly unchanged but wrapped up snugly in additional narrations, 
the English name expanded to National Institute for Japanese Language and 
Linguistics (Picture 1.).�� 

One of the first NINJAL initiatives, after the said re-establishment, was a 
�U�H�V�H�D�U�F�K�� �³�S�U�R�M�H�F�W�� �R�I�� �F�R�P�S�L�O�L�Q�J�� �D�� �V�H�U�L�H�V�� �R�I�� �F�R�P�S�U�H�K�H�Q�V�L�Y�H�� �K�D�Q�G�E�R�R�N�V��
�F�R�Y�H�U�L�Q�J�� �P�D�M�R�U�� �I�L�H�O�G�V�� �R�I�� �-�D�S�D�Q�H�V�H�� �O�L�Q�J�X�L�V�W�L�F�V�´�� �W�R�� �E�H�� �S�X�E�O�L�V�K�H�G���� �Z�L�W�K�� �W�K�H��

 
3 Interestingly, almost the same date appears for the second time in this short fragment 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 been rigorously observed.   
5 The remaining five being the 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 National Museum of Ethnology. 

Picture 1. 
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cooperation from, and by De Gruyter Mouton under the label Handbooks of 
Japanese Language and Linguistics, abbreviated to <HJLL>. The cover 
displayed in Picture 4 is electronic-only and symbolic but reflects the cover 
design of the entire HJLL series which is briefly, and best, advertized on the 
�E�D�F�N�� �F�R�Y�H�U�� �R�I�� �L�Q�G�L�Y�L�G�X�D�O�� �Y�R�O�X�P�H�V���� �³�V�X�U�S�D�V�V�>�L�Q�J�@�� �D�O�O�� �Furrently available 
�U�H�I�H�U�H�Q�F�H���Z�R�U�N�V���R�Q���-�D�S�D�Q�H�V�H���L�Q���E�R�W�K���W�K�H�L�U���V�F�R�S�H���D�Q�G���G�H�S�W�K�´�����³provid[ing] a 
comprehensive survey of nearly the entire field of Japanese linguistics for 
�W�K�H�� �J�H�Q�H�U�D�O�� �D�F�D�G�H�P�L�F�� �F�R�P�P�X�Q�L�W�\�� �D�V�� �Z�H�O�O�� �D�V�� �I�R�U�� �V�S�H�F�L�D�O�L�V�W�V�� �>�������@�´���� �D�Q�G��
including a balanced (what an elegant word!] selection of contributions by 
established linguists from Japan as well as outside Japan summariz[ing] 
milestone achievements [...], provid[ing] overview[s] of the state of the art, 
and pointing to future directions of research in the field� 6́. And it is precisely 
the reason for the attributives <NEW>, <VISION>, and <FRONTIERS> in the 
title of this jubilee presentation.  

 
The series label reminds this author of 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 
�D�Q�G���7�D�U�R���.�D�J�H�\�D�P�D���¶�V���³�3�U�H�I�D�F�H�´���L�Q���L�Q�G�L�Y�L�G�X�D�O���Y�R�O�X�P�H�V�����L�W�D�O�L�F�V���$�)�0�� 

Picture 2. Picture 3. 
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16 chapters by 18 contributors and 556 pages, but what is strikes when one 
compares it with HJLL is the volume �± at least twenty times larger in the 
case of the latter. Compare also the contents of Tsujimura (consecutive 
�F�K�D�S�W�H�U�V���� �³�$�F�F�H�Q�W�´���� �³�0�R�U�D�� �D�Q�G�� �6�\�O�O�D�E�O�H�´���� �³�7�K�H�� �3�K�R�Q�R�O�R�J�L�F�D�O�� �/�H�[�L�F�R�Q�´����
�³�9�D�U�L�D�W�L�R�Q�L�V�W�� �6�R�F�L�R�O�L�Q�J�X�L�V�W�L�F�V�´���� �³�6�F�U�D�P�E�O�L�Q�J�´���� �³�5�H�I�O�H�[�L�Y�H�V�´���� �³�3�D�V�V�L�Y�H�V�´����
�³�&�D�X�V�D�W�L�Y�H�V�´�����³�4�X�D�Q�W�L�I�L�F�D�W�L�R�Q���D�Q�G��wh-C�R�Q�V�W�U�X�F�W�L�R�Q�V�´�����³�:�R�U�G�V���)�R�U�P�D�W�L�R�Q�´����
�³�7�H�Q�V�H�� �D�Q�G�� �$�V�S�H�F�W�´���� �³�/�H�[�L�F�D�O�� �6�H�P�D�Q�W�L�F�V�´���� �³�)�L�U�V�W�� �/�D�Q�J�X�D�J�H�� �$�F�T�X�L�V�L�W�L�R�Q�´����
�³�6�H�Q�W�H�Q�F�H�� �3�U�R�F�H�V�V�L�Q�J�´���� �³�'�L�V�F�R�X�U�V�H�� �$�Q�D�O�\�V�L�V�� �D�Q�G�� �3�U�D�J�P�D�W�L�F�V�´���� �D�Q�G��
�6�R�F�L�R�O�L�Q�J�X�L�V�W�L�F�V�����+�R�Q�R�U�L�I�L�F�V���D�Q�G���*�H�Q�G�H�U���'�L�I�I�H�U�H�Q�F�H�V�´�����Z�L�W�K���W�K�H���W�L�W�O�H�V���R�Q�O�\���R�I��
the respective planned volumes of HJLL: 
 
 1. Handbook of Japanese Historical Linguistics 
 2. Handbook of Japanese Phonetics and Phonology 
 3. Handbook of Japanese Lexicon and Word Formation 
 4. Handbook of Japanese Syntax 
 5. Handbook of Japanese Semantics and Pragmatics 
 6. Handbook of Japanese Contrastive Linguistics 
 7. Handbook of Japanese Dialects 
 8. Handbook of Japanese Sociolinguistics 
 9. Handbook of Japanese Psycholinguistics 

10. Handbook of Japanese Applied Linguistics 
11. Handbook of the Ryukyuan Languages  
12. Handbook of the Ainu Language.  
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�1�R�Z�� �F�R�P�H�V�� �W�K�H�� �W�L�P�H�� �I�R�U�� �W�K�L�V�� �Z�U�L�W�H�U�¶�V 
personal confession: I had the privilege 
and honor to have been invited to join the 
�W�H�D�P�� �R�I�� �W�K�H�V�H�� �V�H�O�H�F�W�H�G�� �³�H�V�W�D�E�O�L�V�K�H�G�´��
linguists �± prospective contributors of 
individual chapters in individual volumes 
�± with the proposal to author a chapter on 
�³�H�D�U�O�\�� �(�X�Uopean records of the Ainu 
�O�D�Q�J�X�D�J�H�´�� �S�O�D�Q�Q�H�G�� �I�R�U�� �Y�R�O�X�P�H�� �������� �)�R�U��
some time I kept trying to evade that 
doubtlessly honorable proposal on the 
grounds that respective reference 
materials did exist and that there were 
�³�H�V�W�D�E�O�L�V�K�H�G�� �O�L�Q�J�X�L�V�W�V�´���� �R�W�K�H�U�� �W�K�D�Q�� �P�H����
renowned for their research and 
accomplishments in the discipline and 
thematic sphere. The pressure, 
nevertheless, continued to insist on the 
need for a new look at, and assessment 
of, the existing legacy, and allegedly 

involved also persons I dared recommend for the job.... Instead, they 
apparently succeeded in recommending me. 
In the first place, I drew the attention of the NINJAL project managers to the 
editor of the impressive 25-volume Ainu Library, Kirsten Refsing; Picture 
5. is the title page of volume 1 of the ten-�Y�R�O�X�P�H�� �D�Q�W�K�R�O�R�J�\�� �R�I�� �³�H�D�U�O�\��
�(�X�U�R�S�H�D�Q�´���Z�R�U�N�V���G�H�Y�R�W�H�G���W�R���W�K�H���$�L�Q�X���O�D�Q�J�X�D�J�H�����(�(�:�/�������F�R�Q�V�W�L�W�X�W�L�Q�J���R�Q�H��
of the four subseries of that Library7. Refsing also compiled i.a. a catalog of 
Ainu materials held at Aarhus University (Taguchi 1974, 6.) and is 
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, 1991; Picture 7.), Dettmer 
(1967�±���������� �'�R�E�U�R�W�Y�R�U�V�N�L�\�� �����������E������ �3�L�á�V�X�Gski (1912: XXV�± XXVI), and 
Irimoto (1992).  

 
7 The other three being EEWCTD, EEWCRF, and EEWI.   

Picture 4. 
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In the pursuit of rapprochement I was 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 relatively recent (within 
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!): 

Picture 5. Picture 6. Picture 7. 
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Picture 8. 
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Picture 9. shows, as an example, the 
cover and back of the already 
published (2015) volume on the 
Ryukyuan languages which includes 
descriptions of grammatical 
structures of six among them besides 
an impressive amount of other 
material more general in character 
���O�L�N�H�� �D�Q�� �³�2�Y�H�U�Y�L�H�Z�´�� �L�Q�F�O�X�G�L�Q�J��i.a. 
�V�H�F�W�L�R�Q�V�� �R�Q�� �³�:�K�D�W���� �L�I�� �D�Q�\�W�K�L�Q�J���� �L�V��
�5�\�X�N�\�X�D�Q�"�´���� �W�K�H�� �U�H�O�D�W�L�R�Q�V�K�L�S�� �R�I�� �W�K�H��
Ryukyuan languages with Japanese, 
�³�3�U�R�W�R-�5�\�X�N�\�X�D�Q�´���D�Q�G�����R�I���F�R�X�U�V�H�����R�Q��
Western studies in the field, 
�³�/�L�Q�J�X�L�V�W�L�F�� �I�H�D�W�X�U�H�V�´����
�³�6�R�F�L�R�O�L�Q�J�X�L�V�W�L�F�V�´�� �R�U���± separately �± 
�³�6�R�F�L�R�O�R�J�\�� �R�I�� �O�D�Q�J�X�D�J�H�´������ �7�K�H�� �W�H�[�W��
on the back cover ends with the firm 
�F�R�Q�Y�L�F�W�L�R�Q�� �W�K�D�W�� �³�W�K�H�� �K�D�Q�G�E�R�Rk will 
serve as standard reference work for 
�\�H�D�U�V�� �W�R�� �F�R�P�H�´���± and, actually, that 
applies to the entire series. 

 
The volume serving here as our case study is yet to appear** but its cover 
(Picture 10.) and final contents have already been estbalished8: 
 
     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 head-marking language of the Pacific Rim (Anna Bugaeva)  
 2. Ainu ethnic origins (Juha Janhunen) 

 
** Added November 2, 2022: The book was published earlier than expected , in October 24, 2022, 
�Z�L�W�K���W�K�H���S�U�L�F�H���W�D�J���¼�������������� 
8 �(�Y�H�Q���W�K�H���S�U�L�F�H�����¼�����������������D�Q�G���S�U�H-paid price (for Poland PLN 1,224.28 as of April 7, 2022) is to be 
found in the Web.  

Picture 9. 
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 3. Major old documents of Ainu and 
some problems in the historical study of 
�$�L�Q�X�����7�R�P�R�P�L���6�D�W�À�� 
 4. Ainu language Western records 
(Alfred F. Majewicz) 
 �������7�K�H���$�L�Q�X���O�D�Q�J�X�D�J�H���W�K�U�R�X�J�K���W�L�P�H�����-�R�V�p��
�$�Q�G�U�p�V���$�O�R�Q�V�R���G�H���O�D���)�X�H�Q�W�H�� 
 6. Ainu elements in early Japonic 
(Alexander Vovin)  
 7. Language contact in the north 
(Hidetoshi Shiraishi and Itsuji Tangiku ) 
 8. Hokkaido Ainu dialects: Towards a 
classification of Ainu dialects (Hiroshi 
Nakagawa and Mika Fukazawa) 
 9. Differences between Karafuto and 
Hokkaido Ainu dialects (Itsuji Tangiku) 
���������$�L�Q�X���R�U�D�O���O�L�W�H�U�D�W�X�U�H�����6�K�L�K�R���(�Q�G�À�� 
11. Meter in Ainu oral literature (Osami 

Okuda) 
12. The history and current status of the Ainu language revival movement   
      ���7�H�W�V�X�K�L�W�R���¿�Q�R�� 
II. Typologically interesting characteristics of the Ainu language  
13. Phonetics and phonology (Hidetoshi Shiraishi) 
14. Parts of Speech �± with a focus on the classification of nouns (Hiroshi  
      Nakagawa) 
15. Verbal valency (Anna Bugaeva and Miki Kobayashi) 
���������1�R�X�Q���L�Q�F�R�U�S�R�U�D�W�L�R�Q�����7�R�P�R�P�L���6�D�W�À�� 
17. Verbal number (Hiroshi Nakagawa) 
18. Aspect and evidentiality (Yasushige Takahashi)  
19. Existential aspectual forms in the Saru and Chitose dialects of Ainu  
      (Yoshimi Yoshikawa) 
III. Appendices: Sample texts 
�������� �$�Q�� �X�Z�H�S�H�N�H�U�� �³�5�H�W�D�U�� �.�D�W�D�N���� �.�X�Q�Q�H�� �.�D�W�D�N�´�� �D�Q�G�� �N�D�P�X�\�� �\�X�N�D�U��
�³�$�P�D�P�H�F�L�N�D�S�S�R�´���Q�D�U�U�D�W�H�G���L�Q���W�K�H���&�K�L�W�R�V�H���+�R�N�N�D�L�G�R���$�L�Q�X���G�L�D�O�H�F�W���E�\���,�W�R���2�G�D��
(Anna Bugaeva) 
���������³�0�H�N�R���2�\�D�V�L�´�����D���6�D�N�K�D�O�L�Q���$�L�Q�X���X�F�D�V�N�X�P�D���Q�D�U�U�D�W�H�G���E�\���+�D�U�X���)�X�M�L�\�D�P�D��
(Elia dal Corso) 
        Subject index 
 

Picture 10. 
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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 discuss its vision of mine at the 
International Conference North 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 has been based. 
     
The initial and fundamental question was what actually the potential user 
would like, and could expect, to find in such a chapter of the Handbook with 
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 so-�F�D�O�O�H�G�� �³�H�D�U�O�\�� �Z�U�L�W�L�Q�J�V�� �L�Q�� �:�H�V�W�H�U�Q�a�(�X�U�R�S�H�D�Q��
�O�D�Q�J�X�D�J�H�V�´���V�K�R�X�O�G���E�H���W�D�N�H�Q���L�Q�W�R���D�F�F�R�X�Q�W���D�Q�G�����L�I���V�R���� 

�x what date should be the chronological end line; 
�x �Z�K�H�W�K�H�U�� �W�K�H�� �W�H�U�P�� �³�:�H�V�W�H�U�Q�a�(�X�U�R�S�H�D�Q�� �O�D�Q�J�X�D�J�H�V�´�� �V�K�R�X�O�G�� �F�R�Y�H�U��

�R�Q�O�\���W�K�H���W�R�Q�J�X�H�V���R�I���³�W�K�H���L�Q�W�H�U�Q�D�W�L�R�Q�D�O���V�S�K�H�U�H���R�I���L�Q�I�O�X�H�Q�F�H�´���R�U���V�K�R�X�O�G��
the chapter also provide information as well as data recorded in 
�P�H�W�D�O�D�Q�J�X�D�J�H�V���I�U�R�P���W�K�H���³�O�H�V�V�H�U-�X�V�H�G���O�D�Q�J�X�D�J�H�V�´���R�I���W�K�H���:�H�V�W�� 

�x whether source-authors and source-collectors should be limited to 
�³�:�H�V�W�H�U�Q�´�� �Q�D�W�L�R�Q�D�O�V�� �R�U�� �V�K�R�X�Od the criterion be rather language-
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 account their significance and 
usefulness/uselessness for, and function in, the current research. 

The overall conclusion was that something different, new, and value-adding 
must be written about what is old and seemingly well-established on this 
matter to suit/fit the entire series. 
Before, the respective surveys were almost exclusively limited to the 
�³�K�L�V�W�R�U�\���R�I���$�L�Q�X���V�W�X�G�L�H�V�´���L�Q���U�H�V�S�R�Q�V�H���W�R���W�K�H���G�H�P�D�Q�G���O�L�P�L�W�H�G���L�Q���W�K�H���V�D�P�H���Z�D�\���� 
Researchers involved in the history of studies on the Ainu language have 
been naturally excited by discovering and listing the oldest sources 
recording a very limited number of words �± and this should be cherished and 
evaluated positively. On the other hand,  such records were very imprecise, 
often resulting from mishearings, false interpretations, 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 
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collecting such data �± so collectors could be anyone but linguists. Therefore, 
�W�K�H�U�H���D�U�H���Y�R�L�F�H�V���D�P�R�Q�J���W�R�G�D�\�¶�V���O�L�Q�J�X�L�V�W�V���Z�K�L�F�K���R�S�S�R�V�H���W�D�N�L�Q�J���L�Q�W�R���D�F�F�R�X�Q�W��
such materials postulating their total negligence and exclusion from research 
�± on the grounds that one cannot rely on nonprofessional, second hand, 
fragmented, and inaccurate data. 
Such records, however, do have their value,  above all for a rather small 
number of well-trained linguists capable of identifying the recorded items 
and using them for rational purposes, 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) such lists constitute, above 
all, evidence of contacts of voyagers, explorers, travelers, missionaries, etc., 
with the natives �± now known to be the Ainu. 
Besides, one has to remember that there is a difference of cosmic proportions 
in the importance between records 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 stops, Ainu should be 
treated as such �± and in such cases every record is precious and irreplaceable 
�D�V���D���I�U�D�J�P�H�Q�W���R�I���P�D�Q�N�L�Q�G�¶�V���K�H�U�L�W�D�J�H�� 
Thus, the material for the commissioned chapter offered in its first version 
�K�D�G���Q�H�L�W�K�H�U���F�K�U�R�Q�R�O�R�J�L�F�D�O���Q�R�U���³�Q�D�W�L�R�Q�D�O�´���O�L�P�L�W�V��and has been organized into 
�G�H�V�F�U�L�S�W�L�Y�H���V�H�F�W�L�R�Q�V�����O�L�N�H���H���J�����³�J�H�Q�H�W�L�F���D�I�I�L�Q�L�W�\�´�����³�J�H�R�J�U�D�S�K�L�F�D�O���G�L�V�W�U�L�E�X�W�L�R�Q�´����
�³�S�K�R�Q�H�W�L�F�V�´���� �³�J�U�D�P�P�D�U�V�� �D�Q�G�� �J�U�D�P�P�D�W�L�F�D�O�� �V�W�U�X�F�W�X�U�H�´���� �³�Z�R�U�G�� �O�L�V�W�V�´����
�³�G�L�F�W�L�R�Q�D�U�L�H�V�´���� �³�G�L�D�O�H�F�W�V�´���� �³�W�H�[�W�V�´���� �E�X�W�� �D�O�V�R�� �³�J�H�R�J�U�D�S�K�L�F�� �G�L�V�W�U�L�E�X�W�L�R�Q�´����
�³�S�K�R�Q�R�J�U�D�S�K�L�F�� �U�H�F�R�U�G�V�´���� �³�R�Q�R�P�D�V�W�L�F�V�´�� ���U�D�W�K�H�U�� �W�K�D�Q�� �W�R�S�R�Q�\�P�L�F�V������
�³�L�Q�V�F�U�L�S�W�L�R�Q�V�´���� �³�-�D�S�D�Q�H�V�H�� �V�R�X�U�F�H�V�� �Z�L�W�K�� �(�Q�J�O�L�V�K�� �J�O�R�V�V�L�Q�J�´���� �D�Q�G�� �H�Y�H�Q��
�³�X�Q�S�X�E�O�L�V�K�H�G���P�D�W�H�U�L�D�O�´���D�Q�G���³�Z�H�E-�R�Q�O�\���P�D�W�H�U�L�D�O�´�������H�D�F�K���I�R�O�O�R�Z�H�G���E�\���L�W�V���R�Z�Q��
bibliography. Taken into account for selection were all records known to 
�H�[�L�V�W���L�Q���Z�K�D�W���L�V���F�R�P�P�R�Q�O�\���S�H�U�F�H�L�Y�H�G���D�V���³�:�H�V�W�H�U�Q�´���O�D�Q�J�X�D�J�H�V�����U�H�J�D�U�G�O�H�V�V���R�I��
the nationality of authors and other factors enumerated.   
This sort of chapter content determined its character �± primarily 
bibliographical, with the bibliography becoming 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 many cases the 
publications referred to were extremely rare and hardly accessible otherwise 
than in photocopies, and certain data are simply confusing or absent, 
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including cut-off pagination, the lack of the original title page, the lack of 
�W�K�H�� �D�X�W�K�R�U�¶�V�� �Q�D�P�H�� �Rr varying versions of it provided in different sources, 
incorrectly interpreted data from the title page by individual bibliographers, 
errors in bibliographies, etc.9 . All data in languages using in writing 
characters other than Roman have been transliterated in 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 incompatible with the concept of 
the entire HJLL 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 
(subsequently returned for re-editing 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 HJLL volume Handbook of the Ainu Language  
 
Contents 
 
 1. Introduction 
   1. 1.  Introduction. Reference 
   1. 2. List of abbreviations used in bibliographical data and cross-references 
 
 2. General and bibliographies  
   2. 1. General and bibliographies. References 
 
 3. Genetic affinity; glottogenesis, comparative word lists; areal  
    studies, typological studies 
   3. 1. Genetic affinity; glottogenesis, comparative word lists; areal studies, 
typological  studies. References 
 
 4. Geographical distribution, population, and sociolinguistic  
    perspectives 
   4.1. Geographical distribution, population, and sociolinguistic 
perspectives. References 

 
9 Unfortunately, errors and inexactitudes common in academic publications even today. 
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 5. Phonetics 
   5. 1. Phonetics. References 
 
 6. Grammatical (structural) descriptions and grammars 
   6. 1. Grammatical (structural) descriptions and grammars. References 
 
 7. Wordlist-type vocabularies, museum catalogs, and lexical studies     
   7. 1. Wordlist-type vocabularies, museum catalogs, and lexical studies. 
References 
 
 8. Dictionaries 
   8. 1. Dictionaries. References  
 
 9. Dialects and sociolects 
   9. 1. Dialects and sociolects. References  
 
10. Texts and text interpretation 
   10. 1. Texts and text interpretation. References  
 
11. Phonographic records 
   11. 1. Phonographic records. References 
 
12. Onomastics 
   12. 1. Onomastics. References 
 
���������$�L�Q�X���³�L�Q�V�F�U�L�S�W�L�R�Q�V�´ 
   ���������������$�L�Q�X���³�L�Q�V�F�U�L�S�W�L�R�Q�V�´����References 
 
14. Japanese-language sources with English glossing 
   14. 1. Japanese-language sources with English glossing. References 
 
15. Known significant unpublished material 
   15. 1. Known significant unpublished material. References  
 
16. WWW-only published materials - selection 
   16. 1. WWW-only published materials. References  
 
17. Conclusion 
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I still hold the opinion that the character of the text justified the structural 
deviation but on the grounds that it is not my book and not my project I 
rearranged the material to meet the expectations of the editors and, on the 
other hand, to save the maximum possible amount of the information offered 
in the version as presented above. Picture 11. reflects the pre-final title page 
of the text after the requested adjustments and typesetting.  
A brief exemplificatory selection of records described in the chapter in 
question with illustrations displayed during the said anniversary conference 
which follows10 �Z�D�V���L�Q�V�S�L�U�H�G���E�\���W�K�H���W�L�W�O�H���R�I���R�Q�H���R�I���5�H�I�V�L�Q�J�¶�V���S�D�S�H�U�V����������������
perhaps optimally characterizing the history of studies on the Ainu language 
�D�V���U�D�Q�J�L�Q�J���³�I�U�R�P���F�R�O�O�H�F�W�L�Q�J���Z�R�U�G�V���W�R���Z�U�L�W�L�Q�J���J�U�D�P�P�D�U�V�´���� 
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 moshir �µ�W�K�H���O�D�Q�G �R�I���W�K�H���$�L�Q�X�¶���D�Q�G��repun kur �µ�D�O�L�H�Q���S�H�R�S�O�H���I�U�R�P��
�E�H�\�R�Q�G�� �W�K�H�� �V�H�D�V���� �D�� �I�R�U�H�L�J�Q�� �O�D�Q�G�¶���� �L���H����WE and the OTHERS. The record is 
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 the Ainu Land but in... Kyoto 
(here quoted after Cieslik 1962:[40], cf. also 40 ff., see also Kodama 
1970:14�±5).  

 
10 No illustrations have been foreseen to be included in the chapter under scrutiny.    

Picture 11. 
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De Iezorum insula 
Pars insulae quae hoc loco apponitur, est eius quam Japonenses Iezorum 
vocant, indigenae Ainomoxori 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 Iezorum insulam conspricitur et ad 
septentrionem tendit, vocaturque Rebuncur quam cum Coraica regione 
continuam esse ipsi Corianses testantur. Gens haec Iezorum inculta et 
impolita omnino est, robusta tamen et valida satis, pellibus corpora induit, 
arcus breviores Japonensibus gestat, enses e collo suspendit, aliisque multis 
rebus potius Tartaros imitatur, quam Japonenses, 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 missa ad urbem Miacensem [Kyoto; > Miyako �µ�W�K�H�� �F�D�S�L�W�D�O�¶�@��
pervenit11.    

                                                    
Western-language Ainu word lists inevitably start with Jesuit missionary 
Jeronymo (~Jeronimo ~Jerolamo ~Girolamo ~Jerome ~Hieronim(o)) de 
Angelis with hi�V�����������a�����������³�O�L�V�W���R�I���������$�L�Q�X���Z�R�U�G�V�´�����$�F�W�X�D�O�O�\�����W�K�H���Y�D�U�L�D�W�L�R�Q�V��
�R�Q���W�K�H���J�L�Y�H�Q���Q�D�P�H���G�H�S�H�Q�G���R�Q���W�K�H���O�D�Q�J�X�D�J�H���L�Q���Z�K�L�F�K���G�H���$�Q�J�H�O�L�V�¶�V���W�H�[�W���K�D�V��

 
11 For this author, the text sounds almost like, and resembles, the famous opening of C. Iulius 
�&�D�H�V�D�U�¶�V��De bello Gallico commentarii (Gallia est omnis divisa in partes tres, quarum unam 
incolunt Belgae, aliam Aquitani, tertiam, qui ipsorum lingua Celtae, nostra Galli appellantur). 
�(�Q�J�O�L�V�K���W�U�D�Q�V�O�D�W�L�R�Q���R�I���0�R�U�H�L�U�D�¶�V���W�H�[�W���L�Q���.�R�G�D�P�D����������������-5, Japanese translation in Cieslik 1962:106.   

Picture 12. Picture 13. 



A new vision and new frontiers ...                                         SILVA IAPONICARUM LXIX 

 �y�r 

been written (more 
precisely, on his signature 
under the text) or the 
language of narration 
about him; astonishingly, 
there are no such lists in 
either of the two editions 
indicated by the dates 
referred to. Pictures 12.�±
13. show the 1624 cover 
and the first page of the 
description of Yezo12.  
Picture 14. shows pages 
from the first, 1624 
edition with Ainu words, 
marked in yellow, 

 
12 I.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 and more limited to finally be used to 
call what later became Hokkaido.    

Picture 14. 

Picture 15. 
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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���$�Q�J�H�O�L�V�¶�V���O�L�V�W�����Q�H�Y�H�U�W�K�H�O�H�V�V�����G�R�H�V���H�[�L�V�W���L�Q���D���G�R�F�X�P�H�Q�W���L�Q���3�R�U�W�X�J�X�H�V�H���G�D�W�H�G 
1621, see its fragment as published by Cieslik 1962: (36)f., Picture 15.  
 
A list of Ainu numerals (26 lexical items) can also be found in 
�6�W�U�D�K�O�H�Q�E�H�U�J�¶�V��Tabula Polyglotta 1730 (the seventh column from the right 
in 16., enlarged in 17.), and the title page of the 1730 book (18.).  
 Particular number names are easily recognizable, provided one knows them 
(1 shinep [sinip], 2 tub[ichi] [tubich], 3 reb[ichi] [renich], 4 inep [inip], 5 
ashkinep [askinip], 6 iwampe [ivanini], 7 aruwampe [arvampij], 8 
dobisampe [tupsampij ~~ tubich tubich inip], 9 shinibesampe [sinip sampij], 
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10 wambe [vampij],... 20 howat ) �± then it is even easy to detect an error 
(misprint ? �± one and four are the same here).   
 
  

Picture 17. Picture 16. 
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Picture 18. 

Picture 19. 
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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 languages; 
its English translation of 1970, however, completely neglected those 
�S�U�H�F�L�R�X�V���U�H�F�R�U�G�V������ �D�Q�G���/�D�S�p�U�R�X�V�H�����)�U�H�Q�F�K���R�U�L�J�L�Q�D�O���H�G�L�W�L�R�Q���G�D�W�H�G�����\�H�D�U���9�!��
[of the French Revolution]  (1797, in 20.);  
 

Picture 20. 

Picture 21. 
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and its English translation of 1903 (21.): cf. also its Russian deluxe edition 
of 2014 (22., top): 
 

 

 
and �± a small surprise for the Polish audience: an Ainu-�3�R�O�L�V�K���³�G�L�F�W�L�R�Q�D�U�\�´��
(23.)  (�V�á�R�Z�Q�L�N!)  of 1803).  

 

Picture 22. 

Picture 23. 
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Tchoka stands here for Sakhalin, the De Langle Bay ���a�Z�e�b�\�� �>�_�e�Z�g�]�e�y���� �L�V��
situated on the western coast of the southern part of the island with 
�,�O�\�L�Q�V�N�R�\�H�����B�e�v�b�g�k�d�h�_�a�,�O�\�L�Q�V�N�L�\���B�e�v�b�g�k�d�b�c�����X�Q�W�L�O�������������.�X�V�X�Q�Q�D�L�s	a�¼
) settlement and small port (population 4,305 in 1959, and 649 in 2013). This 
list, so well-known due to numerous translations and editions, was honored 
with academic treatment as early as 1850 by August Pfizmaier of Vienna 
University (Picture 24), one of the first Japanologists (known as author of 
the first known direct translation from Japanese into any Western language 
of a literary text). 

 
 
 
The next name to be mentioned here is Ivan Kruzenshtern and his report 
from the world circumnavigation in 1802�±06 which included (1812) 
practically a small Ainu-Russian dictionary compiled by his late leitenant 
Gavrilo Davydov (25.); what is of extreme importance here is the initial note 
�I�R�U�� �W�K�H�� �I�L�U�V�W�� �W�L�P�H�� �V�W�D�W�L�Q�J�� �W�K�D�W�� �³�W�K�H�� �O�D�Q�J�X�D�J�H�� �V�S�R�N�H�Q�� �E�\�� �W�K�H�� �L�Q�G�L�J�H�Q�R�X�V��
population of Yeso (i.e. Hokkaido), Sakhalin Peninsula (!), and southern 
Kuril Islands �± that is all people calling themselves, and being called by the 
Japanese, Ainu, is the same�´�������������� 
 
 
 
 

Picture 24. 
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Picture 26. 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Picture 25. 



A new vision and new frontiers ...                                         SILVA IAPONICARUM LXIX 

 �y�z 

 
 
 
 
�3�L�F�W�X�U�H�� �������� �S�U�H�V�H�Q�W�V�� �.�U�X�]�H�Q�V�K�W�H�U�Q�¶�V�� �*�H�U�P�D�Q�� �H�G�L�W�L�R�Q�� �R�I�� �Y�R�F�D�E�X�O�D�U�L�H�V��
collected during his expedition including, of course, a German-Ainu 
dictionary. Both language versions contain the same number (1,987) of 
entries. �8�Q�V�X�U�S�U�L�V�L�Q�J�O�\���� �'�D�Y�\�G�R�Y�¶�V�� �Y�R�F�D�E�X�O�D�U�L�H�V�� �Z�H�U�H�� �D�O�V�R�� �³�F�U�L�W�L�F�D�O�O�\�´��
studied by Pfizmaier (1851a, Picture 28.).  
  
 
   
 
 
 
 
 
 
 
 

Picture 27. 
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Picture 28.  
 
 
 
 
 
 
 
 
 
 
 
�$�� �I�H�Z�� �P�R�U�H�� �R�I�� �V�X�F�K�� �G�D�W�D�� �H�[�D�P�S�O�H�V���� �� �/�p�R�Q�� �G�H�� �5�R�V�Q�\�¶�V�� �)�U�H�Q�F�K-Chinese-
Korean-Ainu Vocabulary with about 200 words (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., right):, and Isaac 
Titsingh, Dutch Ambassador to Japan (1814) (106 lexical items, 31.):  
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Picture 29. 

Picture 30. 
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Picture 31. 

 
 

 
 
 
(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-�*�H�U�P�D�Q���E�\���3�I�L�]�P�D�L�H�U���K�L�P�V�H�O�I�����,�Q���I�D�F�W�����L�W���L�V���D�Q���³�D�G�D�S�W�D�W�L�R�Q�´���R�I��
an 1804 Japanese-Ainu thematic lexicon known as Moshiwogusa (Uehara & 
Abe), and lists some 3,000 Ainu items noted in the Japanese katakana 
syllabary rearranged in accordance with the clumsy obsolete native Japanese 
method called iroha written here from right to left; (32.) displays title page, 
sample page, and entries with the <� �¢�Ì aino > element. 
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Picture 32. 

 
 

  
 
  
 
 



Alfred F. Majewicz 

 �z�u 

Picture 33. 
 
 
 
 
The first dictionary really deserving such designation, however, is a 670-
page volume authored by military physician Mikhail Mikhailovich 
Dobrotvorskiy and published in 1875 (33.) Its dictionary section (Ainu-
Russian) extends over 487 pages and includes 10,930 consecutively 
numbered entry words, with the entries being at times extensive; now a 
rarity, it was little used by researchers because of the language barrier and 
inaccessibility.  
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Picture 34. 

Inside, its Ainu-language title has been provided: �È�c�g�m-�j�ê�k�k�d�L�c�� �b�l�i�d�m-
�q�y�f�_�g�t. Its importance and content when compared against the background 
of the entire Western Ainu-language-related production has been described 
�D�Q�G���D�V�V�H�V�V�H�G���L�Q���'�H�S�U�H�U�D�G�R�Y�L�F�K���H�W���D�O���������������Y�R�O�X�P�H���G�H�Y�R�W�H�G���W�R���W�K�H���³�$�L�Q�X���L�Q��
�W�K�H���H�\�H�V���R�I���5�X�V�V�L�D�Q���R�I�I�L�F�H�U�V�´�����0�D�M�H�Z�L�F�]�����F�I�����D�O�V�R���0�D�M�H�Z�L�F�]�������������������� 
What follows in this survey is a unique dictionary of the Northern Kuril 
Ainu: the Ainu-Polish-Latin ca 1900-entry lexicon compiled in Kamchatka 
in early 1880s by zoologist Benedykt Dybowski, edited and published by 
�W�K�H���S�K�L�O�R�O�R�J�L�V�W�����,�J�Q�D�F�\���5�D�G�O�L���V�N�L�����Z�K�R���V�S�H�F�L�D�O�L�]�H�G���L�Q���W�K�H���V�W�Xdy of religions. 
�,�W�� �L�V�� �F�R�P�S�D�U�D�E�O�H�� �R�Q�O�\�� �Z�L�W�K�� �W�K�H�� �-�D�S�D�Q�H�V�H�� �S�L�R�Q�H�H�U�L�Q�J�� �D�Q�W�K�U�R�S�R�O�R�J�L�V�W�� �5�\�Ì�]�À��
�7�R�U�L�L�¶�V�� �P�X�F�K�� �V�K�R�U�W�H�U�� �.�X�U�L�O�� �O�L�V�W�� �S�X�E�O�L�V�K�H�G�� �L�Q�� �)�U�H�Q�F�K�� �L�Q�� ������������ �� �'�\�E�R�Z�V�N�L�¶�V��
material proved to be the best ever record of the Northernmost Kuril Ainu 
language and constituted the basis for about half of the fundamental study 
by Murayama (1971). (34.) shows the title and a sample page from 
�'�\�E�R�Z�V�N�L���5�D�G�O�L���V�N�L�¶�V���P�D�W�H�U�L�D�O���D�V���S�X�E�O�L�V�K�H�G���L�Q������������ 
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Torii 1918 is an impressive  study of over 400 pages, including 45 pages of 
linguistic data from the Kuril and Yezo Ainu tongues; (35.) shows its title 
page and the beginning of the French-Kuril -Yeso vocabulary. 
�0�X�U�D�\�D�P�D���� �K�R�Z�H�Y�H�U���� �F�D�P�H�� �W�R�� �W�K�H�� �S�H�U�H�P�S�W�R�U�\�� �F�R�Q�F�O�X�V�L�R�Q�� �W�K�D�W�� �D�O�V�R�� �³�W�K�H��
southern part of Kamchatka was in the 17th �F�H�Q�W�X�U�\���W�K�H���O�D�Q�G���R�I���W�K�H���$�L�Q�X�´��
(1968: 57�± �������� �Z�K�L�O�H�� �'�\�E�R�Z�V�N�L�¶�V�� �R�S�L�Q�L�R�Q�� �D�V�� �T�X�R�W�H�G�� �E�\�� �5�D�G�O�L���V�N�L��
(1901:281-2; cf. Majewicz 1981) excluded permanent Ainu settlements on 
Kamchatka during his stay there as well as in the past as remembered by the 
�$�L�Q�X���W�K�H�P�V�H�O�Y�H�V�����³�7�K�H���$�L�Q�X���R�I���W�K�H���6�K�X�P�V�K�X���L�V�O�D�Q�G���G�R���Q�R�W���U�H�F�D�O�O���D�Q�\���F�D�V�H��
of their ancestors inhabiting the area called today [1879�±1882] Kurilian in 
Kamchatka, namely the vicinity of Lake Kurile (�D�m�j�b�e�v�k�d�h�_�� �h�a�_�j�h). [...] 
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. They were 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 
�D�Q�\���$�L�Q�X���V�H�W�W�O�H�P�H�Q�W���R�Q���W�K�H���3�H�Q�L�Q�V�X�O�D�´�����$�F�F�R�U�G�L�Q�J���W�R���W�K�H���V�D�P�H���V�R�X�U�F�H�����Q�R�W���D��
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 

Picture 35. 
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Itelmen visit to any of the Kurile islands had taken place (ibid.). The covers 
�R�I���5�D�G�O�L���V�N�L�������������D�Q�G��Majewicz 1961 are displayed in (36.). 
The most important and influential dictionary today, and the only one for 
those unable to read Japanese, remains the widely �± but certainly unfairly�± 
criticized Ainu-Japanese-English dictionary authored by Presbyterian 
missionary John Batchelor and published in four consecutively numbered 
editions (4th 1938 �± reprinted 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) editions (37.), the cover and title page of the 3rd 
(1926) edition (38.), a 900-entry appendix to it (1932; astonishingly few 
people know of its very existence!) and the title page of the 4th edition 
(1938; 39.).  

Picture 36. 
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Picture 37.    
    

Picture 38. 
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Picture 39. 
 
 
 
The first work that could be classified as an Ainu grammar was one of 1851 
�E�\�� �3�I�L�]�P�D�L�H�U�� ���W�L�W�O�H�� �S�D�J�H���� �������� �O�H�I�W������ �D�Q�G�� �L�W�V�� �³�F�U�L�W�L�F�D�O�� �D�Q�D�O�\�V�L�V�´�� �L�Q��
�'�R�E�U�R�W�Y�R�U�V�N�L�\�¶�V�� ���������� �G�L�F�W�L�R�Q�D�U�\�� ���������� �U�L�J�K�W���� �E�H�F�D�P�H�� �W�K�X�V�� �W�K�H�� �V�H�F�R�Q�G�� �$�L�Q�X��
grammar. 
It was followed by �%�D�W�F�K�H�O�R�U�¶�V�� �J�U�D�P�P�D�U���� �I�L�U�V�W�� �S�U�L�Q�W�H�G�� ���������� �L�Q�� �W�K�H�� �I�L�U�V�W��
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 subsequent editions of the 
dictionary mentioned. 
 
    
 




