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EDITORIAL

A revista Estudos Japoneses é uma publica¢cdo anual do Centro de Estudos
Japoneses da USP (CEJ-USP) que chega, este ano, ao seu décimo sexto numero, firmando-
se como Importante veiculo académico que visa a divulgacao de pesquisas e trabalhos
realizados no ambito dos Estudos Japoneses no Brasil, no campo especifico das
Humanidades, sem excluir, contudo, as colaboracoes estrangeirase

Por essarazao, neste numero, o CEJ-USP buscou reunir os trabalhos dos eminentes
Professores Donald Keene (da Universidade de Columbia EUA), Jean-Jacques Origas
(do INALCO Institut National de Langues et Civilisations Orientales, Franca), Masao
Yamaguchi (da Universidade Shizuoka, Japao) e Mariko Kuno (Universidade
Kokugakuin, Japao), apresentados durante o Ciclo Internacional de Conferéencias e
Seminarios “Aspectos da Cultura Japonesa” realizado por nos entre 22 a 26 de agosto
de 1995, em comemoracao ao Centenario do Tratado de Amizade, Comercio e Navegacao
entre o Brasil e 0 Japacx Contando com o inestimavel apoio e colaboracao da Fundacao
Japao, da Comissao Comemorativa do Centenario Comité da Comunidade Nipo-
Brasileira de Sao Paulo, da Alianca Cultural Brasil-Japao, do Consulado Geral do Japao,
da Pro-Reitoria de Pds-Graduacao da USP, da Faculdade de Filosofia, Letras e Ciencias
Humanas da USP, o Ciclo Internacional de Conferéncias constituiu-se num dos mais
significativos eventos academicos gque reuniu, numa rara oportunidade, alguns dos nomes
malis expressivos e renomados da atualidade que se dedicam aos estudos da cultura
Japonesa, dentro e fora do Japao.

Assim, nos Estudos Japoneses, n° 16, o leitor encontrara reunidos os textos das
trés conferéncias e dos quatro seminarios, alem da mesa-redonda sobre “O Modo de
Pensar dos Japoneses” que constituiram as atividades do Ciclo Internacional de
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Conferéncias, enfocando varios aspectos da cultura japonesa, vistos sob o prisma da

lingua, da literatura, da antropologia e da dialetologiajaponesa.
E importante lembrar igualmente que o referido evento marcou também a Semana

Inaugural do primeiro Curso de Pés-Graduacao, no Brasil e na América do Sul, na area
de Lingua, Literatura e Cultura Japonesas.

Com a publicacao deste numero, a equipe dos acredita estar
cumprindo seu papel de divulgacao dos estudos japoneses, atendendo, Inclusive, ao
anselo dos estudiosos e das pessoas Interessadas na cultura japonesa que, por razoes
diversas, nao tiveram a possibilidade de assistir aos trabalhos e exposicoes de tao

Importantes especialistas.

8 EDITORI
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JAPANESE LIFE IN THE EDO PERIOD AS REELECTED
IN LITERATURE

Donald Keene

Before entering my discussion, | should say a word about the term “Edo Period”
itself In Japanese the most often used term for the period from 1600 to 1868 is kinsel,
meaning “recent times” This term designates only this one particular period, and does
not include any other “recent times”, making It difficut to use the term in translation. The
period of 268 years Is known also as the Tokugawa period, from the family name of the
shoguns who were the effective rulers of Japan during these yearseIn Western studies of
Japan one now encounters the term “early modem” for the same period, | myself prefer
to use “pre-modern”. Finally, In literary studies one most often finds “Edo Period” The
significance of this term Is that the center of literary production, long in Kyoto, the old
capital, or (more recently) in Osaka, shifted to Edo, the modem Tokyo. However, It Is
hard to date the shift. Matsuo Basho, the greatest of the haiku poets, moved to Edo In
1672, and one might take this year as the beginning of “Edo literature” *but i1t was not
until the middle of the eighteenth century that Edo became the center of other forms of
literature, such as fiction and drama. In short, there is really no satisfactory term that can
be used both in Japanese and In foreign languages for this important period

The Edo period - or whatever one chooses to call it - begins In historical terms
with the Battle of Sekigahara in 1600. As the result of the victory In this battle, the
Tokugawa family emerged as the strongest military power in Japan. Soon afterwards, It
established its seat of power in Edo, known as bakufu, or “tent government”, emphasizing
Its military aspects. It retained control over the country until its armies were defeated by
those of the emperor in 1868.

| shall not describe the military or political aspects of the regime, but | must say a
little about the situation that prevailed prior to the establishment of the Tokugawa bakuni
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because It contrasted so markedly with what would be typical of Japan for two and a half
centuries. The chieffigure in the Japan of the 1580s and 1590s was Toyotomi Hideyoshi
(1536-1598), a self-made man with pretensions to aristocratic culture. During this period
Japan was open to foreigners and to outside Influence. Ever since 1543 when three
Portuguese arrived at the island of Tanegashima, there had been an increasing foreign
presence In Japan. At first there were, In addition to the Portuguese, Spaniards,
Englishmen, Dutch and a scattering of other Europeans, but in 1636, the country would
be closed to all except a handful of Dutch traders kept more or less imprisoned on an
Island In Nagasaki Bay.

The screens ofthe 1580s and 1590s often depict foreigners, both priests and soldiers,
In their distinctive clothes walking through the streets of Kyoto. In 1587 when Hideyoshi
organized a mammoth tea party at the Kitano Shrine, he specified that foreigners should
feel free to attend He himself enjoyed wearing Western clothes when relaxing in his
castle in Osaka, and his favorite dish was beef stew. The Japanese, as Buddhists, had not
eaten meat, but under foreign influence it was introduced and accepted, at least by a
small part of the population. Bread still known today in Japan by the Portuguese word
panywas not only introduced, but in a few years a Spanish priest would declare that the
best bread baked anywhere in the worldpan was made in Edo. Wine was also introduced
and found favor among intellectuals, some of whom claimed that (unlike sake) one could
drink large quantities of it without getting drunk. Not all of the novelties originated In
Europe. The Portuguese also introduced tobacco and maize from the New World, and
within a short period of time other vegetables (such as sweet potatoes) that were first
cultivated in Mexico or elsewhere In North America became familiar to the Japanese, as
we know from depictions In screen paintingse

The invasions of Korea staged by command of Hideyoshi were deplorable acts of
aggression, but they enhanced Japanese culture. Korean artisans were brutally removed
to Japan where they made pottery and silk textiles that were more refined than those
previously made locally. A printing press was presented to the Emperor Goyozei In
1593, and from this time on printed books, as opposed to manuscripts became the normal
means of disseminating works of literature.

During the twenty years at the end of the sixteenth century the Japanese theatre
greatly developed Both Kabuki and Bunraku originated at this time; these would be the
main forms of theatre during the Edo period.

Even in the world of scholarship there were great changes in the direction of creating
a popular culture. In 1599 Fujiwara Seika punctuated the Confucian classics to make
them easler for Japanese to read This unsensational event, followed by many similar
steps, would make it possible for many more Japanese than before to read works written
In Chinese on which the official philosophy of the Tokugawa regime was based. Agalin,
In 1603 public lectures on Confucianism and on the classic work of Japanese literature,
Tsurezuregusa were offered by Hayashi Razan (who would be the Confucian adviser of
the shogun) and Matsunaga Teitoku, the chief haiku poet of the day. Public lectures
broke through the tradition of secret transmission of learning that had been the bane of
Japanese education until this time and still survives to this day in the traditional arts. No
longer would appreciation of the Confucian texts or the classics of Japanese literature be
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restricted to persons of the proper lineage: it became possible for anyone with the
Inclination and the necessary money to acquire culture.

Japan at the end of the sixteenth century was more cosmopolitan than it would be
again until the present day. However, the Tokugawa regime decided to expel all foreigners
and to prevent Japanese from going abroad. This system was known as sakoku, literally
“chained country” aterm not invented, however, until the nineteenth century. Apparently
the shogun’s government was disturbed by the success of Catholic missionaries and
feared that Japanese who became converts to Christianity might divide their loyalty
between their political allegiance to the shogun and their religious allegiance to the
West. The example of the Philippines, colonized by the Spaniards on the heels of
missionary activity served as a warning this might happen in Japan as well. Relations
with China and Korea were not severed but they were also brought under strict control
The maintenance of order became a mania with the shoguns who wanted their regime to
last forever, and they believed that the greatest danger to order came from outside Japan.
However, the government wished to be kept informed about developments abroad, and
for this reason it tolerated the Dutch trading station on the island of Deshima. The Dutch
were able to make considerable profits, mainly by smuggling, but they were required to
provide annual reports on conditions In other countries. A trickle of information about
Europe entered Japan In this way through the seventeenth century, and in the eighteenth
century a small number of Japanese, believing that Western learning could help their
country, began the study of Dutch, mainly in order to read medical and other scientific
workse

Most people In Japan were undoubtedly grateful to the Tokugawa shoguns for
establishing peace after almost two centuries of warfaree One can find echoes of this
gratitude in unexpected places, such as the poetry and prose of Basho. In 1689, when he
made a walking tour through the north of the country, he visited Nikko, the site of the
tombs of the shoguns. His expressions of reverence In the prose account seem absolutely
sincere, and the poetry, If less direct, conveys thesame feeling:

ara toto How awe-Inspiring!
aoba wakaba ni On the green leaves, the young leaves
hi no hikari The light of the sun.

Here, the light of the sun Is the radiance emanating from the presence of the Tokugawa
shoguns. It also refers to Nikko, a place-name meaning “sun-light””but it would be
strange to say that the light was “awe-inspiring” unless it meant the special light shed by

the shoguns.

We probably would not have enjoyed living under the rule of the shoguns in a so-
clety where individuals enjoyed little freedom, but the blessings of peace (which lasted
throughout the period) were of the highest importance to those who knew from personal
experience or the reminiscences of their parents what the wars had been like. The advent
of a lasting peace seems also to have been responsible for the shift in attention from the
world to come, the concern of Japanese of the medieval period, to the present world. Of
course, the Japanese continued to be Buddhists, but religion was no longer the principal
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factor in their lives. Confucianism, with its emphasis on life as a member of a this-
worldly society, supplanted Buddhism as a guide to daily behavior. The prosperity that
came with peace also induced people to expend treasure for this-worldly goods, rather

than making offerings to the Buddha.
In the medieval period it had been common to look back to a golden age when life

was superior to that in the present, but this attitude was increasingly displaced by interest
In this world. The term ukiyo, which in the medieval period had meant “the sad world”,
now came to mean by a homonym “the floating world” the ever-changing aspects of
contemporary life. There was a new Insistence of being up-to-date In fashions, In the
style of wearing one’s hair and so on. Perhaps the ultimate symbol of the new culture
was the wave, as depicted on screens in the museums in New York and Boston ever-
changing, always exciting. Change, which had generally been deplored, now came to be
desired.

Fiction, which for centuries had been set In a vaguely indicated past (whether the
court life of the Helan period or martial scenes from the Kamakura period), was now
written about the present. Uraminosuke, a story written about 1612, is stated to be the
account of events that took place in Kyoto In the summer of 1604 A somewhat later
work, Ukiyo Monogatari by Asal RyO0l, written about 1660, is important not only because
of its insistence on the new meaning of ukiyo the delightful uncertainty of life in a
Joyous age when people live for the moment - but because the author was the first
professional writer In Japanese history. Only now, with the increase of literacy and the
development of relatively inexpensive methods of printing, could anyone make a living
as a writer by appealing to the general public. The fact that we know the name of the
author is also significant We do not know the name of even one writer of fiction for
about four centuries, between approximately 1200 and 1600. This reflects no doubt the
humble status of the art of fiction during those centuries; but now that it was possible to
make a living as a writer, It was essential that readers know who had written the books.
Indeed, sales or books by the most famous novelist of the Edo period, Ihara Saikaku
(1642-1693), were so intimately connected with his reputation that his name appeared In
the titles of several of his books, as in Saikaku Shokoku Hanashi (Saikaku ¥ Tales ofthe
Provinces) of 1685-

Salkaku’s novels closely reflected life in the Japan of his day, especially life as led
by the merchant class. This class, though despised by the samural because It did not
produce anything useful (unlike the farmers and the artisans), nevertheless steadily
acquired wealth and with the wealth the ability to indulge in luxuries that were beyond
the reach of all but a few of the samurai class.

Saikaku’s first novel, Koshoku Ichidal Otoko {The Life ofan Amorous Man) was
published Iin 1682. Saikaku had already established himself as a leading poet of haikal,
excelling especially in rapid impromptu composition. In 1684, at the Sumiyoshi Shrine
In Osaka, he composed the incredible total of 23,500 verses in a single day and night,
too fast for the scribes to do more than tally. The prose style of his novels was closely
related to the elliptic manner of his poetry, depending on the alertness of the readers to
catch the meanings. The hero of Koshoku Ichidal Otoko is called Yonosuke, which
probably was short for Ukiyonosuke, the man of the floating world par excellence. He Is
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Interested only In lovemaking, not in the artistic manner of a Helan aristocrat but as an
unremitting agent of the craving for fleshly pleasure. The book is so devoted to this one
theme that it would be unreadable were it not for the flashing style and for the joie de
vivre communicated. At the end of the work Yonosuke at the age of sixty sets sail for the
Island of Women (nyogo no shima) aboard a ship called the Yoshiiro Maru (S.S. Lust),
loaded with aphrodisiacs.

Saikaku created in Yonosuke an emblematic figure who was immediately accepted
as representing the new society. He Is an exemplar of the man who exploits his own
potentialities, and above all the man of the ukiyo, the world of delightful uncertainty, of
pleasure and of expertise. Among his later works of fiction the best are those in an erotic
vein which convey his celebration of the life of the “floating world” of the Osaka
townsmeneHe also wrote more serious works describing how merchants have made or
lost fortunes, and others describing less convincingly the samural, a class for whom he
seems to have had exaggerated respect.

Salkaku’s novels reflect his observations, but it was the theatre above all that served
as a mirror of contemporary Japanese society. Reading the plays of Chikamatsu
Monzaemon (1653-1725) one finds, not necessarily in the most important parts, references
to how people did business, practiced religion, believed or did not believe In superstitions,
assoclated with other people at different levels of society. Scholars have traced thirteer
levels of politeness used by the female characters in Chikamatsu” plays, an indicatior
npt simply of politeness but of acute awareness of the many strata making up the society.
The prevailing impression one obtains from Chikamatsu” plays about contemporary
life, known as sewamono or domestic tragedies, as contrasted withjidaimono or period
pleces, Is of a soclety where everyone knew what everyone else was doing, and fear of
what other people might think was an obsession. In this culture shame, rather than sin,
was dreaded

The prevailing thought behind these plays, as behind much of Tokugawa culture,
was Confucianism. Only the learned actually read the neo-Confucian texts that had beer
adopted by the bakufu as a kind of state religion, but everyone was indocrinated witt
Confucian thought, whether on the level of being good to one’s parents (known as oya
koko or filial piety), or in the recognition that society has claims on the individual which
must be acknowledged.

Chikamatsu was so much under the influence of Confucian ideology that Japanese
critics have often discussed his plays in terms ofgiri and ninjo, the two aspects of popular
Confucian thought most commonly found In literature of the time. Girl was the sense of
obligation towards people who have favored one with kindness either from the heart or
only formally. It was also one’s obligation to society as a whole. Giri preserves order in
soclety, and nothing was more important to the Tokugawa rulers than order; their mania
for order seems to have stemmed from recollections of the disorder that had earlier
afflicted Japan, and every sign of disorder, whether an unruly crowd In a theatre or a
merchant who flaunted his wealth, was firmly suppressed as examples of a lack of giri
towards society.

Ninjo, or human feelings, was arecognition of the existence of sometimes irrational
elements In human behavior originating in the emotionse Ninj0 was the cause of the
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tragic endings of Chikamatsu’s plays. It was considered quite normal and appropriate
for amarried man to amuse himself with prostitutes in the licensed quarters from time to
time. His wife, If we can believe the plays, was likely to be an inarticulate creature who
mutely observed her husband’s behavior, never complaining even if the cost of his
pleasures deprived her and their children of necessities. There was only one thing the
husband might not do: he must not fall in love with a prostitute. If he had the misfortune
to fall in love, and was not content merely with enjoying physical pleasure, this access of
ninjo could destroy his family and ruin him not only as a husband and father but as the
successor to his family. The heroes of many of Chikamatsu’s domestic tragedies are
good men who make the unforgivable mistake of falling in love with a prostitute, an
offense for which the man, and usually his beloved too, must pay for with their lives.

Even at the risk of such disasters, the Confucian-inspired rulers recognized the
necessity for outlets for men’s passions. They believed that a wellrun society was the
supreme good, but were aware that there 1s an unruly, Irrational streak in men whict
always threatens to explode If not given an outlet. The government therefore, though
officially deploring the existence of “bad places” (akusho), tacitly allowed licensed
quarters and theatres to be built. The connections between the two were close. From
time to time, when samurai fell to quarreling over favorite actresses, or some other disorder
occurred, the government would close the theatres. Eventually women were barred from
the stage and grown men took their places in female roles, but the licensed quarters
remained In business.

The licensed quarters became the center of the popular literature. It was there that
merchants especially went and enjoyed, thanks to their money, the privileges that were
formerly restricted to the upper classes. The prostitutes were known by Genji-na or
Genji names, meaning names derived from The Tale ofGenji and merchants could buy
the favors of Murasaki or Rokujo or Tamakazura, depending on his fancy. The houses of
prostitution were beautifully decorated - as one can tell from such surviving examples
as the Sumiya in Kyoto and the courtesans were attired in magnificent robes. A special
etiguette of the licensed quarter developed which made a visit not merely an opportunity
to satisfy physical craving but provided the only social life that most men knew.

A code of behavior for the courtesans developed, which was described in great de-
tail in Shikido Okagami (The Great Mirror ofthe ArtofLove, 1678) written by Fujimoto
Kizan (1626-1704)« It took the author over twenty years to complete his masterpiece.
Quotations from the Cninese and Japanese classics sprinkle the pages, giving a dignified
and even erudite tone to his account. Kizan devoted minute attention to every aspect of
a courtesan’s appearance and behavior. Each article of clothing she wore, each gesture
she made, had to be in keeping with the traditions of the licensed quarter as they haad
evolved Here Is a sample:

Laughter It 1s most delightful when, something amusing having happened, a courtesan
smiles showing her dimples...But for her to open her mouth and bare her teeth or to laugh In a
loud voice Is to deprive her instantly of all elegance and make her seem crude. When something
IS so extremely funny that she must laugh, she should either cover her mouth with her sleeve or
else avert her head behind the customer’s shoulder.

16 KEENE, D. Japanese Life in the Edo Period as Reflected in Literature



A courtesan should be able to write poetry. She should at least be familiar with the old
language so that she can recite poems describing the changing of the seasons. It is a mistake to
assume that only crude, ignorant men buy prostitutes. If a woman can converse adequately with a

cultivated customer, why should he ever look elsewhere?

A most interesting section of The Great Mirror deals with the pledges of love
(shinju) offered by courtesans to prove they really love particular customerseThe supreme
pledge treated by Kizan was the cutting off of a finger. He commented:

The other four varieties of pledges tearing off fingernails, writing oaths cutting off locks
of hair, and tattooing the customer’s name - can be carried out, as part of a calculated scheme,
even If the woman in insincere. But unless she really loves a man, it is hard to go through with
cutting off a finger...Nalls grow back in days, a head of hair in months oaths can be hidden away,
and tattooing can be erased when a woman no longer sees a man. But giving up a finger makes a
woman a cripple for life, and she can never restore things to what they were. The act should

therefore be performed only after grave deliberation.

Fujimoto Kizan did not treat the ultimate form of shinju, the willingness of a
courtesan to die with her lover, but this Is the subject of a number of Chikamatsu's best
plays, notably Sonezaki Shinju (The Love Suicides at Sonezaki,1703) and Shinju Ten no
Amijima (The Love Suicides atAmijima 1721). The devotion of a prostitute to one man,
even though she was compelled to sell her body to many others, Is a theme running
through these plays. In the end, she proves her love in the most unanswerable manner by
aying with the one man she loves. The term shinju, which originally meant any
demonstration of what was In the heart of a courtesan, came to mean only one thing,
double suicides, a courtesan and her customer dying together. Chikamatsu undoubtedly
beautified these women; not all of them could have been so devoted, so ready to sacrifice
themselves.

The licensed quarters undoubtedly had a sordid aspect. Women were sold to the
brothels by their families and had to remain there until their contracts expired. They
were like serfs, forbidden to leave the licensed quarter; and although they might wear
splendid clothes, they were often obliged to lie with men whom they found physically
repulsive. It is true that the tayu or grand courtesans, had the privilege of refusing men
they did not like, and even after accepting a large fee might do nothing more for a man
than condescend to offer him a cup of sake; but extremely few women attained this rank,
ana her glory did not last long In the licensed quarter For men, the licensed quarters
provided an area of freedom in an otherwise constricted society. The government, which
allowed no political freedom, perhaps allowed this sexual freedom as a way of defusing
possible tensions. The merchant, who might have to toady to samurai during the day,
could associate with the women of the quarter on an equal footing. Tahel, a character In
Chikamatsu’s play The Love Suicides atAmijima, says, “A customer’s a customer, whether
he’s a samural or a businessman. The only difference Is that one wears swords and the
other doesn’t”
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The 1deal home of the Tokugawa period, as prescribed by the Confucian
philosophers, must have been an extremely boring place. One gets the impression from
reading the texts of the plays that the wife rarely said a word to her husband. The husband
of the deferential wife would approve of her behavior, but he could scarcely have found
life at home exciting, and he paid little attention to his wife or his children. Marriage as
an institution was necessary in Confucian terms in order to prolong the family line and to
ensure In this way that there would be descendants who offered their respects to deceased
ancestors. A husband’s chiefduty to his parents was to provide heirs. The wife had many
duties but few pleasures. Naturally, there was no licensed quarter where she could go to
dissipate her frustration. It was said that a woman had no home of her own through three
generations: as a child, she served in her father’s home; when she married, she went to
her husband’s home; and If she survived him, she lived In her son’s home. Perhaps her
greatest pleasure whs to become armther-in-law and have a daughtcr-
In the manner made familiar by many works of Japanese literature of this period.

Of course, women's lives could not have been quite so dreary as they seem in the
novels and the plays. Obviously, their relations with their children were not confined to
serving them. They loved their children and shared responsibility with their husbands
for raising them properly. In the following passage from Yari no Gonza (Gonza the

Pricer,1717), the play by Chikamatsu, Osal, the mother, scolds her little son who Is
playing at being a samurai by brandishing a lance:

For shame. Youwe a big boy, and you still don’t understand even the simplest things! Of
course, you’re a samural, but look at your father. He enjoys his lordship’s favor, and his stipend
nas been increased, not because he’s handy with weapons there s nothing so remarkable about
hat In a samurai - but because he performs the tea ceremony so well. That s why his services are
In demand and why he’s treated with such consideration. Now, while you re still young, you
should learn how to hold the tea ladle and how to fold the napkins. FI1 get a terrible reputation If
people start saying that you children are being brought up badly while your father’s away in Edo.
I’ll be disgraced. Yes, | can see why they say a boy should be trained by a man. Go to your
grandfather’s and study The Great Learning.

The Great Learning was one of the Four Books of Confucian philosophy that
every educated person, especially of the samural class, was expected to study. Osal IS
correct In saying that advancement as a samurai at this time, when there was no warfare,

was less likely to depend on martial prowess than on a proficiency In an appropriate art,
such as the tea ceremony.

Married women were also subject to temptations, even though the penalty was
extreme. As we know from Saikaku’s novel Koshoku Gonin Onna {Five Women who

Loved b 1685) a woman found guilty of adultery would be paraded through the
streets and then executed by burning at the stake. All the same, adultery occurred, perhaps
more out of desperate loneliness than because of passion. Husbands of the samurai class
would go to Edo for years at a time, but their wives were left in the provinces. While In
f do, the husband was 'free to divert himself in the licensed quarter, but the wife was

Tsuzumi (The Drumof the WavesofHorikawa, 1706) are samural wives who yield
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desires of which they are not consciously aware. Otane, despite her sister’s warning, gets
drunk, and this causes her to forget her natural modesty and the strict code of behavior
she has learned; she makes advances to a man (a teacher of the drum) and enters into
adulterous relations. Osai, another samurai wife, has been separated from her husband
while he is In service In Edo. Although she professes to be interested In the young man
Gonza solely as a prospective son-in-law, we realize that she herself is attracted to him.
What else could explain the following remarks she makes to her daughter?

Osal It’s unbecoming for a mother to praise her own child, but | should hate to give a
daughter like you to any ordinary man. I’ve long thought quite seriously that If we choose a
husband for you from among the samurai of this fief, | would like it to be Sasano Gonza. He’s the
best-looking man in the province, a master of the military arts, and none of my husband’s other
puplils of the tea ceremony can approach him. Besides he has such a pleasant disposition that
nobody can dislike him...

Okiku - But, Mother, Gonza’s a grown-up. He’s old enough to be my uncle. | don’t want to
marry him.

Osal - You’re talking foolishness. Mother is thirty-seven. | was bom in the Year of the
Bird just like Father, who’s forty-nine and what wonderful children we’ve had! Gonza was bom
In the Year of the Bird after mine which makes him twenty-five and you In the next Year of the
Bird That’s twelve years apart-just the right combination. In a couple of years’ time you’ll be
using make-up and wearing fitted clothes. You and Gonza will make a perfect pair. Isn’t it strange
- all four of us bom In the Year of the Bird. No more silly talk now - accept him as your husband!
If you refuse, Mother will take him instead! Really, if | didn’t have a husband, 1’d never give up
Gonza to anyone else!

Herjoke has sinister overtoneseAlthough she is fully aware of the terrible penalty
she would pay 1f she committed adultery, she talks as If, given the opportunity, she and
Gonza would make an ideal couple. Later, she meets Gonza at night. She has agreed to
give him secrets of the tea ceremony In return for his promise to marry her daughter But
when she I1s with him that night she notices that he I1s wearing a sash with a design of two
crests joined m a lover’s knot, a sign that Gonza is already affianced to another woman,
though he denied this when promising to marry Okiku, In ajealous rage, she tears offthe
sash and throws It into the garden*When he complains that he needs the sash, she takes
off her own and gives It at him. Annoyed, he throws It into the garden after his own. At
this point a rival of Gonza’s, who has been secretly watching all that has happened,
rushes Into the garden, and seizes the two sashes as proof that Osai and Gonza have
committed adultery. She seems curiously exhilarated, despite her words:

Osal Nothing can restore matters now. We are ruined, whether we live or we die...We are
doomed but at least let us give my husband the chance to regain his reputation. Let us become
lovers, adulterers, and then let him kill us.

Gonza No, we needn’t stoop to adultery. It’s enough for your husband’s reputation if he
kills us even without justification. After we are dead we will be cleared of this infamy, and our
own reputations will be vindicated. It would degrade me to become your lover.

Osal | understand your reluctance, of course. But if our names are later cleared, my
husband will be humiliated a second time, this time for having killed a man who was actually not
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his wife's lover. | know how the thought repels you, but please call me here and now your wife

and | will call you my husband.
Gonza- To call another man’s wife my own is a torture a hundred times, a thousand times

more painful than to have to vomit out my entrails or to swallow molten iron. My luck as a
samural has run out, or | should never have sunk to this. There’s no helping it now. You are

Gonza's wife.
Osal And you are my husband.
Gonza Ahhh - we are accursed!

Gonza Is an ambitious, even unscrupulous man. In the first act he swears that he
will marry the girl who gave him the sash, but he quickly forgets this promise when he
learns that the condition of being allowed to examine a scroll showing secrets of the tea
ceremony Is that he marry the daughter of the teamaster, Icnmoshm. He Is quite frank
when he explains to Osal why he so badly wants to see the secret scroll of instruction:
“In this age of lasting peace, it Is hard for a samurai to make a name for himself unless he
IS proficient in one of the arts” When Osal agrees to show him the scroll if he will
promise to marry her daughter, he swears this oath: “If | should violate tms oath, may |
never again wear armor on my back, may | be slashed to bits by Ichinoshin’s sword, and
may my dead body be exposed on the public highway!” This, In fact, Is precisely what
happens to mm.

How faithful was Chikamatsu to his time? Can we accept his plays as mirrors held
up to Tokugawa society? Gonza the Lancer like most of Chikamatsu's domestic tragedies,
was based on real events, though he altered the names and the circumstances. The public
enjoyed his historical dramas for their high-flown sentiments and heroic actions of the
persons portrayed, but in the case of the domestic tragedies, the public wanted to believe
that everything had actually happened; it craved truth even more than artistry. Yet the
dramatist had to shape the facts in such a way that the play was in some sense a work of
art; otherwise, it would be forgotten as quickly as bit of contemporary gossip. Chikamatsu
was aware of the discrepancy between real life and the theatre. In a conversation with a
friend he Is reported to have said

In writing plays for the puppet theatre, one attempts first to describe the facts as they really
are but In so doing one also writes things which are not literally true, In the interests of art In
recent plays many things have been said by female characters which real women would not utter.
. Such things fall under the heading of art: It Is because they say what could not come from a real
woman'’s lips that their true emotions are disclosed. If in such cases the author were to model his
character closely on a real woman and conceal her feelings, such realism, far from being admired,
would permit no pleasure in the work.

Not only the words spoken by the characters but their manner of expressing
themselves was artificial, yet essentially true to the characters being portrayed. The
characters in a play by Chikamatsu are very much bound up with their society, and the
tragedies in which they become involved often stem from the lack of money, a problem
typical of their age, though not of the No plays, nor of Shakespeare, nor of Racine,
Chikamatsu in this respect, as well as in his choice of inconspicuous little people, rather
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than larger-than-life characters for his heroes and heroines, may seem curiously moderne
His plays, taken together, make up an extraordinarily vivid picture of life in Edo Japan,
as led by the merchants and the lower ranks of the samurai class.

We may not be convinced by the tortuous reasoning employed by Osai in explaining
why she and Gonza must become lovers. We may suspect that her insistence that they
must give her husbandjust cause for killing them masks her real desire to become Gonza’s
lover. But the reasoning would have made sense to audiences of the Japan of that period,
for whom the form was no less important than the reality.

The domestic tragedies all but disappeared as a genre after the death of Chikamatsu.
At most, some scenes within a supposedly historical drama would anachronistically be
set In the recent past, as when we discover that the hero Minamoto Yoshitsune, fleeing
the wrath of his brother, has taken ajob as an assistant in a sushi shop. Audiences seem
to have enjoyed the shifts of mood and characterization between the battlefield of heroic
wars and the humble circumstances of a sushi shop.

The disappearance of the love suicide plays can be attributed directly to
governmental prohibition. Many young people, seeing couples much like themselves
commit double suicides in the plays of Chikamatsu, decided to follow their example, a
case of life Imitating art. The government felt it necessary to intervene, in the interests of
Confucian principles, but it was unfortunate for the drama of the latter part of the Edo
period.

As | have mentioned, the early “Edo literature” for the most part was not composed
In Edo. Chikamatsu’s plays were all staged in either Kyoto or Osaka, and the settings of
the plays were most often the same region. Saikaku was a typical townsman (chonin) of
Osaka, and although he sometimes wrote about other parts of Japan his best-knowr
works drew their materials from the world of Osaka and Kyoto he knew best. Ever
Basho, who Is thought of as an Edo poet, spent much of his life away from that city,
travelling to various parts of Japan or during his last years, living at a retreat on the
southern shores of Lake Biwa. However, towards the end of the eighteenth century a
shift in literary production from the Kansal (mainly Osaka and Kyoto) to Edo, largely
because leading novelists and dramatists decided that the best market for their talents
was now In Edo.

For example, the most popular dramatist in the Kansai region, Namiki Gohel (1747-
1808) the son of a doorman at an Osaka theatre, moved to Edo In 1796. From this time
on, Kabuki developed essentially as atheatrical art of Edo, and made its appeal especially
to people of that city. The artists of Joruri, or the puppet theatre, did not move to Edo,
and this had the result of making it a provincial entertainment, enjoyed by people in the
Kansai but no longer a medium for which dramatists of importance wrote plays.

Kabuki during the late Edo period iIs remarkable for its extraordinary realism, not
In the plots but In the delineation of the characters, most of whom are drawn from the
lowest segment of society - thieves, swindlers, prostitutes, gamblers and the like, none
of them romanticized in the manner of Chikamatsu. The language they use Is close to the
colloguial of the time, though Chikamatsu generally wrote a stylized language, and the
plays are effective theatrically because of the opportunities they provide actors with
occasions to really act. Such plays also give us unigue glimpses of the underworld of
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Edo at a time of general disillusion with the Confucian ideals preached by the samural
class. They do not, of course, tell us much about the ordinary, hard-working citizens of
Edo, but perhaps there was not much dramatic interest in their lives.

In addition to plays about the riffraff of society, many dealt with quarrels within
the household of a daimyo (olemono); but the characters are just as dissolute as the
Inhabitants of the lower depths of Edo soclety. Surely not all of the great families were as
corrupt, as unworthy of their positions, as the people in these plays. Like any other kind
of mirror, the Kabuki plays of this time reflected only the part of society which the
dramatists chose. The samural virtues, largely ignored In these plays, did not In fact
disappear: they were never more in evidence than in the struggles of the mid-nineteenth
century leading up to the Melji Restoration of 1868.

The fiction of the nineteenth century Is similarly both revealing and unrevealing of
the society it portrays. The works of Shikitel Samba (1776-1822) especially Ukiyoburo
(The Up-to-date Bathhouse, 1809-1813) and Ukiyodoko (The Up-to-date Barbershop,
1813-1814) relate so brilliantly that we know they must be faithful to their speakers the
conversations of people in a public bath and atthe barberW e obtain precious glimpses
Into the lives of ordinary people as they struggle to make ends meet, confess their
weakilesses, hint at their hopes; but obviously, only people who interested Samba appear
In these pageseAgain, there is no hint of the political life of the time, the apprehensions
caused by the intrusions of foreign ships into Japanese waters, the economic crises that
beset the government or, for that matter, the study of European learning that had come to
attract intellectuals.

The poetry of the same time only occasionally touches on larger concerns that the
daily activities of the poet. Some patriots at the end of the Edo period, It Is true, wrote
poems In Chinese expressing their indignation over the faillure of the government to
expel the foreigners and similar topics; but most poets, like those of a thousand years
earlier, wrote about the scent of the first plum blossoms or theirjoy on discovering of an
early autumnal morning that the leaves on the trees were beginning to turn color. These
themes had eternal validity, and were not any more false to the poets of the nineteenth
century than they had been of the poets of the KokinshU writing in the ninth century,
though 1t would take an exceptionally keen nose to detect the scent of plum blossoms in
Tokyo today.

Poems on such eternal themes are unsatisfying if we are trying to discover something
about the age that produced them. We want to know more about the poet, what it was like
to live Iin 1840 or 1850 or whenever he was writing. Some poets of the time felt this too-
Okuma Kotomichi (1798-1868) wrote, “The masters of the past are my teachers, but
they are not myself. | am a man of the Tempo era, not a man of old If | were
Indiscriminately to imitate the men of old, | might forget my plebeian name...lt would be
an act of pure imitation, like a performance of Kabukie “When we turn from this
pronouncement to Kotomichi’s poems, however, we are likely to be disappointed. It Is
not because they are insincere or lack literary skill, but because they are so exclusively
concerned with himself and his appreciations of nature that they tell us very little about

him as aman ofthe Tempo era (1830-1843). | will give a few of his best tanka to suggest
what | mean:
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Lamenting the World

wa ga mi koso As far as I’m concerned,

nani to mo omowane It doesn’t bother me a bit,

me kodomo no But when my wife and kids
ushi cho nabe ni Complain how hard things are
uki kono yo kana It really seems a hard life.

Sweeping the Grounds of a Poverty-Stricken House

mazushikute In this house where | have lived
toshi ftiru kado wa In poverty all these years

waza mo nashi There 1s nothing to do;

haraishi niwa wo | sweep again the garden,

mata haraitsutsu The garden | have already swepit.

Thinking of the Future Life

shina takaki | have no desire

koto mo negawazu For loftiness of rank;

mata kano yo wa In the world to come

mata wa ga mi ni zo | hope | can come back again
narite kinamashi Exactly as | am now.

The tanka was too short to be suitable for the exposition of the poet’s views on life
or his description of the tensions within the society. The poetic diction, which insisted
that only words of pure Japanese origins could be used In a tanka, militated against the

poet’s describing things or Institutions of the Edo period that were known or

derived from China or elsewheree Only a few tanka poets managed to cor

ly by names
vey In their

poetry something more than momentary reactions to the sights of nature or to emotional
experiences. Tachibana Akemi (1812-1868) for example, wrote a series of tanka called

“Solitary Pleasures”, each of which opens with the lane tanoshimi wa9or “it is
Here are a few:

tanoshimi wa It Is a pleasure

mare ni uo nite When, a most infrequent treat,
kora mina ga We’ve fish for dinner,

umashi umashi to And my children cry with joy,

lite kuu toki “Yum! yum!” and gobble it down.
tanoshimi wa It IS a pleasure

ebisu yorokobu When, In these days of delight

YO no naka ni In all things foreign,

mikuni wasurenu | come across a man who

hito wo mini toki Does not forget our empire.

apleasure”
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The first of these two poems, though It contains only words of pure Japanese
origins, violates all the rules of poetic diction by including such humble expressions as
umashi umashi, the sound of lips smacking, like the English “yum yum ' In place of the
elegance of manner and language that had long been characteristic of the tanka, the poet
Insists on the possibility of writing tanka about ordinary, even poverty-stricken people,
something that would have been unimaginable to tanka poets of the early Edo period, let
alone those of antiquity.

The second tanka introduces an intellectual, or at any rate, a patriotic conception,
though this, too, was highly unusual Iin poetic composition at this time. Akemi, writing at
the end ofthe Edo period, when intellectuals were divided between those favoring opening
the country to the west and those whose battle cry was “drive out the barbarians!”, clearly
cast his lot with the xenophobic patriots. Apart from the particular issue of whether or
not to open the country, one senses that poets like Tachibana Akemi were impatient with
the limitations of the tanka, but did not know how to overcome them. This would take
Influence from the outside, when the translations of European poetry opened the eyes of
Japanese poets to new methods of expression.

The works of the outstanding haiku poet of the late Edo period, Kobayashi Issa
(1763-1827) show a similar tendency to treat the humble and the ordinary, rather than
the profound, as found in the haiku of Basho. A few of his haiku will suggest his typical

Mmanner.

yasegaeru Skinny frog,
makeru na Issa Don’t get discouraged:
kore ni ari Issa IS here.

This haiku was written in 1816 when Issa watched a fight between two frogs. It
shows his sympathy with the underdog, and this has brought the haiku popularity, but it
skirts the borders of sentimentality. Issa even showed sympathy for insects and animals
that are normally disliked:

yare utsu na Hey! don’t swat him!
hae wa te wo suri The fly rubs his hands then his feet
ashl wo sum Begging for mercy.

In this haiku Issa ingeniously interpreted the familiar movements of afly as begging
for mercy. The haiku has no seasonal word or kireji, and it is in the colloguial language,
making It uncertain whether it is proper to call the poem a haiku. But Issa has admirers
among contemporary haiku poets who rate him even higher than Basho. The haiku of
Issa’s that | like best does not fulfill any requirement of the haiku except being written In
5,7, and 5 syllables, but it is unforgettable. After the death of one of his children, a little
girl named Sato, he composed this haiku:

tsuyu no yo wa The world of dew
tsuyu no yo nagara Is a world of dew, and yet
sarinagara And yet".
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One can Imagine that friends attempted to console him by saying that the world we
live In Is as ephemeral as the dew, and that the only real world is the world of Buddha to
which we travel after death. Issa agrees, and yet he cannot forget the child he has lost. In
this and many others of the haiku of Issa the lives of the very ordinary people are evoked
with a few words that linger in the mind.

For poets of the late Edo period who felt that their thoughts could not be compressed
Into the 31 syllables of a tanka or the 17 syllables of a haiku, there was another possibility
open, composing poetry In classical Chinese, as poets in Europe until the nineteenth
century composed poetry In Latin, The composition of poetry in Chinese was obviously
far more difficult for a Japanese than poetry in his own language. Not only had he to
master the difficult grammar, which is totally unlike Japanese, but he had to obey the
rules of Chinese poetry including rhyme, though hardly any Japanese knew the sounds
of Chinese, and the prescribed patterns of tones, though Japanese Is not a tonal language.
This meant that Japanese who felt impelled to compose in Chinese had to verify in a
special dictionary the sound and tone of each character they used in a poem. One would
Imagine that this would have prevented Japanese from composing many poems in Chinese,
but the late Edo period was in fact a time when such poetry flourished One shortkanshi
(as Japanese poems In Chinese were called) by one of the best kanshi poets, Yanagawa
Seigan (1789-1858) should suggest how unlike the content of a kanshi was to that of a
tanka or a haiku. It 1s an attack on the shogun:

You, whose ancestors In the mighty days

Roared at the skies and swept across the earth,

Stand now helpless to drive off wrangling foreigners
How empty your title “Queller of Barbarians!”

This poem was naturally not delivered to the shogun himself Yanagawa Seigan
was not so foolhardy as to challenge the severe censorship, let alone the bakufu itself.
But it Is noteworthy that such rebellious sentiments were expressed in literary terms. The
kanshi was the chosen medium of the samural class, whose education was largely in the
Chinese classics especially the Four Books of Confucianism. The patriotic kanshi poets
of the end of the Edo period provided a marked contrast to the Confucian poets of the
seventeenth century who related in kanshi such subjects as their pleasure In the quiet
beauty of a spring day. The times had changed, and even conservative poets who carefully
observed the rules of their particular medium inevitably showed in what they wrote
about (and what they did not write about) how much the world had changed

The end of the Edo period was one of the worst periods In the history of Japanese
literature. The novels of the early nineteenth century which are still read today, such as
those by ShiKitel Samba (whom | have mentioned), or Jippensha Ikku (1765-1831) whose
Tokaido Docnu Hizakurige {Travels on Foot on the Tokaido) is still funny after all these
years, retain the attention of readers today because there Is still a part of the daily life of
Japanese which has not changed greatly since their time. But for most educated Japanese
of the end of the Edo period, the great climax of Japanese fiction was the works of
Takizawa Bakin (1767-1848). W. G. Aston, whose history of Japanese literature published
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In 1899 was until recently the only such history available in English, expressed the high
opinion of Bakin that he probably derived from his Japanese intellectual friends. Today,
the novels of Bakin are still admired, but seldom read. Their emphasis on Confucian
morality, especially the justification of literature as a means of

(encouragement of virtue and chastizement of vice), makes them unwelcome to readers
who do not share this Confucian ideal of literature. But it is possible to read the novels of
Bakin as a kind of mirror of the samurai class at the end of the Edo period, when the
world they believed in seemed to be crumbling around them, and they desperately turned
to the past for reassurance and renewed faith in their ideals.

The Edo period by whatever name it was known was extremely unpopular
when | was first living in Japan in the early 1950s. It was associated with feudalism
(hokenshugi) and feudalistic was the worst epithet people knew. Children accused their
parents of feudalism, and every custom from the past that did not please a person was
generally labelled as feudalistic. The only reason admitted for reading the literature of
this period was to trace the muffled cries of protest and anguish of authors that can be
heard despite the polished surfaces of their works. Attempts were made to prove that
every writer of note belonged to the peasant or merchant class, and thus was oppressed
by the system. Perhaps the worst feature of the period in the eyes of these writers was the
closure of the country: sakoku was called the tragedy of Japan.

The situation has completely changed today. Many writers now claim that sakoku
was an extremely enlightened policy, quoting the praise for the system by Europeans
who visited In Japan as members of the Dutch trading station in Nagasaki, There are
even scholars who write articles advocating a “new sakoku” It Is not necessary to take
sides In this dispute. The literature of the period Iitself, whether read for Its Intrinsic
beauty or as the background of an extraordinarily important period of Japanese history,
deserves greater attention throughout the world.
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SILLAGE DU TEMPS
FORMES ET POSSIBILITES DU ROMAN DANS LE JAPON
CONTEMPORAIN - 1967-1994

Jean.Jacques Origas

Nombreuses sont les expressions qui permettent de nommer le temps present. Dans
la langue japonaise standard, deux termes apparaissent comme des choix prioritaires,

tres simples: gendal, “lI’épogue contemporaine”et  Ima “maintenant”. Chacun
se situe dans un registre distinct, mais ils ont tous deux une frequence d’emploi fort
Hélevee et entrent, |’'un comme |’autre, dans le lexique fondamental. Nous en usons en
toute circonstance, sans méme y prendre garde, tant leur signification semble evidente.
Nous croyons connaitre, nous pensons comprendre le temps que nous vivonseD ailleurs,
les moyens danformation, qui creént I’horizon de notre vie quotidienne, ne nous invitent-
1ls pas a suivre d’heure en heure cette histoire en devenir?

Le mot gendal appartient d’abord aux historiens. Il ne peut étre compris vraiment

s’1l n’est pas mis en relation avec kindal, “I’époque moderne” A leur tour ces
deux termes, kindal et gendal, s’ordonnent par rapport au couple / kinsel/
cnuseij les temps modernes” ou le “Moyen-Age”, et celui-ci renvoie a des référence plus
elorgnées, par exemple kodal ou jodal “I’antiquité” ou “la Haute epoque”™
De fil en aiguille se déploie un systeme complexe de categories, la porte s’ouvre sur le
labyrinthe des siecles. 1l ne faut donc pas hésiter a revenir a une question rudimentaire:
au juste, quand debute gendail b” reponse n’est pas evidente, lors de la. La “Collection

complete de la litterature du Japon contemporain” Gendal Nihon
bungaku zensht que publierent les editions Chikuma shobo a partir de 1953, reunissait
en quelque cent volumes des oeuvres remarquables de plusieurs genérations, dont les
plus anciennes remontent aux annees 1880. Beaucoup tiennent une telle interprétation
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de la notion de gendal pour trop extensive. Il serait plus correct, objectent certains, de
commencer au XXesiecle, a partir des annees vingt. Le début de |’ere Showa, en 1926,
pourrait étre un repere commode. D ’autres tracent cette ligne en 1945, D ’autres la fixent
dix ans plus tard, aux alentours de 1955. D’autres encore vers 1973, au moment du
premier choc petrolier Il va sans dire que ces reperes ne sont pas identiques a ceux qul
peuvent étre retenus par d’autres nations, en Asie ou en Europe, en Amérigue du Nord
ou du Sud. Us donnent d’utiles indications, en tout cas, pour comprendre comment se
constitue au Japon la conscience de |’histoire. Mais quelle diversité de perspectives!
Quel embarras! Des lors gu'une recherche doit étre menée avec précision, force est de
prendre parti.

Si la notion de gendal s’avere fallacieuse et plus difficile amanier qu’il ne semblait
a premiere vue, il suffirait de se tourner vers imayce mot qui se rencontre déja a mainte
reprise dans le Man.y0-shi et qui est demeuré intact depuis le Vlllesiecle, sans lamoindre
altération; un mot lisse comme un galet au creux de la main, et gue comprend sans peine
un tout jeune enfant. Arrétons-nous un instant. Prétons I’oreille a ce que dit Furul
Yoshikichi. Ce romancier qui s’etait affirme des 1970 comme |’un des ecrivains les plus
originaux, mais aussi les plus rigoureux de sa génération, fait paraitre en ce moment,

pendant I’annee 1995, dans larevue mensuelle5 ~ / une oeuvre intitulee

Hi kurete michikusa, “Quand tombe le soir, aux detours des chemins' Le titre est piem
de charme, mais étrange, et ce “roman’ ne |’est pas moins. Dans les pages que vient de
publier la revue dans le numéro dejuillet 1995, Furui Yoshikichi tente d,interpréter des
textes de quelgues maitres spirituels occidentaux du Moyen-Age, tels Meister Eckhart
ou son disciple Johannes Tauler. Sa demarche est minutieuse, a mi-chemin entre la
philologie et la philosopnie. Il vamémejusqu’aciter en langue étrangere guelques termes
et, fait rare dans I’histoire du roman japonais moderne, des mots en romaji se glissent ¢a
et la entre les kana et les kanji. Ici, Furui Yoshikichi examine le mot ima, en allemand
nun. Il met en question cette catégorie. Il est impossible de lui attribuer une valeur
temporelle exacte, qui pourrait étre évaluée avec objectivite. Elle ne prend son sens que
dans une relation personnelle, entre la conscience et la durée temporelles Pour rendre
sensiole cette aporie, |’auteur invente des formulations paradoxales, telles

Imaaru ima, ou encore Imano ima le “maintenant du maintenant”. Pour répondre
a des guestions intimes, au plus profond de lul, I’écrivain veut se mettre a |’ecole des
mystiques rhénanse Il dit aussi ses perplexitése Il doute et s’interroge. Ce livre plein de
noblesse est un temoignage sur les recherches les plus recentes d’un écrivain remarguable.
Il nous incite a nous interroger nous_MmMemes.

Aux questions d’ordre methodologique que souleve la recherche historique,
s'ajoutent des interrogations plus radicales. Nous vivons le présent. Nous ne pouvons le
comprendre totalement. Comment donc aborder 1histoire de la littérature du Japon
contemporain? Comment la saisir dans son devenir, et ce particulierement a partir de
19707 Les chemins sont mal balisés. Hest vrai qu’au début de cette période, la formule

naiko no sedal, “la géneration de I’intériorité” connut un vif succes. Elle
avalt ete lancée en mai 1971 par Odagiri Hideo et parut bien convenir pour caracteriser
les orientations de jeunes auteurs qui venaient a peine de se réevéler Furui Yoshikichi et
Abe Akira, Kurol Senji et Goto Meisel (voire méme Ogawa Kunro, dont les premiers
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ecrits sont pourtant bien antérieurs), ou encore des intellectuels, des critiques tels Akiyama
Shun et Karatani Kojin- La formule avait de quoi séduire. Elle n’en était pas moins
approximative. Ces auteurs qui se virent regrouper sous cette étiquette, ne songerent
jamais a former un groupe, arédiger un guelconque manifeste. Bientot, leurs chemins se
separerent. Et apres? Des que flit franchi le seuil des annees quatre-vingt, quelles etiquettes,
quelles formules imaginer pour considerer d’un regard juste les auteurs qui firent alors
leur apparition Murakami Haruki et Shimada Masahiko; Tawara Machi et Yoshimoto
Banana; Takahashi Gen.ichiro; Shima Makoto ou ljlin Shizuka, pour n’en citer que
quelques-uns? Les rapprochements qui furent esquissés a I’occasion, relevaient plutot
des caprices de la mode. En serions-nous reduits a dresser des catalogues, qu’il faudrait
remettre au gout du jour, saison apres saison?

|| sera propose ici de travailler sur une partie limitée de r histoire contemporaine,
comprise d’une part entre les années 1967-1970 et d’autre part 1991-1994. |l est trop tot
sans doute pour pretendre porter un jugement definitif, mais en observant le
developpement de la littérature, et revolution génerale de la societe, on remarque que ce
sont deux penodes-charnieres, gui annoncent de profondes mutationse Telle est du moins
r hypothese de travail gueje soumets aujourd’hul.

Dans |’état précaire ou se trouvent encore les recherches sur la littérature
contemporaine, Il ne parait pas souhaitable de donner la priorite au nombre des auteurse
Ni de privilegier de facon exclusive les “jeunes auteurs” (les “‘jeunes romanciers” de
1970 ne sont plus jeunes, et rien n’oblige a accorder une attention exclusive a leurs
cadets, aux cadets des cadets, ou aux derniers benjamins). Il est proposé au contraire de
s’en tenir a quelques ecrivains seulement, différents par leur orientation comme par
|’age. Et ce sans se laisser arréter par r opposition, si souvent proclamee, érigée comme

une barriere absolue, entre junbungaku “littérature pure” et taishu
bungaku “littérature a grand public” Certains rapprochements pourront surprendre. Qu’on
ne m’en tienne pas rigueur. Je souhaiterais mener |’analyse cas par cas. Suivre le
cheminement propre a chacun, et mettre r accent sur les dernieres oeuvres, afin de voir
en quoil elles se distinguent des productions anterieures. A partir de ces investigations se
discerneront peut-étre des observations de portee plus génerale, se reveleront quelques
orientations de la littérature de ce oavs durant une periode de pres de trente ans. Ici
seront évoques: Tsushima Yuko, une romanciere, née en 1947; Ariyoshi Sawako, qui est
de beaucoup son ainée, puisqu'elle naquit en 1931 et disparut prematurément en aodt
1984; Oe Kenzaburd, né en 1935; et Shiba Ry(tard, qui vit le jour en 1923, 1l sera le
doyen de ce petit groupe. Son regard malicieux eclaire des cheveux blancs qui le sont
deja depuis fort longtemps.
Ainsi souhaiterais-je suivre le sillage du temps.

Tsushima Yuko est encore une toute jeune fille lorsqu’elle fait ses premiers pas
dans le domaine de la littérature. Ces tentatives sont menees d’un coeur leger Avec un
rien d’impertinence et de soudains moments de gravitée. Tsushima collabore a
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Yoseatsume “Pele-méle” une petite revue gu’avaient fondée quelques
camarades. Elle compose des textes de protest-songs et 1’on devine |’atmosphere qui

regnait alors, peu avant 1968, dans les campus universitaires de la capitale® Quand parait,

en 1971, son premier livre Shanikusal “Cameval”. des critigues reconnaissent
son originalite et signalent un “ton nouveau” Dans plusieurs oeuvres de sa premiere
période, les titres evoquent la presence d’un enfant: Ar* tanjo “Une naissance”
(1968); DOji no kage “L’ombre du petit” (1973); ou encore, en 1978 —bien
que dans une perspective un peu differente - fS  Choji “L’enfant de fortune”. Plusieurs
fois, elle fait surgir le silhouette d’un enfant handicapé. Méme si elle ne cache pas, a
certains instants, une reaction d’effrol, elle en parle sans aversion ni fausse compassion.
Malis au contraire comme d’un étre rayonnant, aupres duquel on redéecouvre le bonheur
de vivre. Une telle attitude s’oppose aux jugements et aux comportements qui sont les
plus courants dans la societé contemporaine. Tsushima pense a son propre irere, decedé
en 1960 et qui avait été frappé d’une grave maladie congenitale. Le choix qu’elle fait,
Impligue un véritable renversement de valeurs. Il commande d’une certaine facon le
developpement ultéerieur de son oeuvre. Tsushima, d’ailleurs, n’est pas seule a faire un
pareil choix. Songeons a Oe Kenzaburd: la naissance d’un enfant gravement handicapé
fut un événement qui bouleversa son existence et le pacte secret qu’il conclut alors avec
son fils, déecidant de rester a ses cotes “a la vie et a la mort” fut une donnée premiere a
partir de laquelle il concut son travail d’ecrivain.
Durant cette période, Tsushima Y uko écrit ses recits comme on construit une maison.
Elle desire instituer un espace ou tous pourraient se retrouver et seraient protégeés.
Ilkimorio no atsumaru le, “Dans la maison se retrouvent tous le
vivants” 1973) nofushido, “Lacouche d’herbes” 1977) ces titres traduisent bien
son aspiration. La maison ne peut-elle devenir un lieu qui accuelllerait tous les étres, des
humains qui sont liés les uns aux autres, mais aussi tous les autres étres vivants? La
romanciere veut capter cette vie multiple, mais elle n’a pas rintention de derouler des
scenes Idylliques, faussement rassurantes. Elle sait trop bien que dans les relations qui
animent des étres proches se mélent souvent r affection et |’hostilite. Ainsi qu’il a été
Indigué mainte fois, Tsushima Y Uko se situe dans lalignéede ’J watakushi shosetsu
dans une tradition du “récit personnel” qui fut si importante au Japon pour toute la litterature
moderne et qui vise a transmettre sans détour les expériences les plus personnelles de la
vie privée, sans rien dissimuler, sans rien enjoliver. C’est vral, un tel dessein se retrouve
chez elle. Mais Il ne suffit pas a rendre compte pleinement de son oeuvre.
Elle n’entend pas devenir la prisonniere des contraintes etouffantes que peut susciter
une vie de couple, une étroite communaute familiale. Elle crie son besoin dandépendance.

Elle est “une femme qui court lamontagne” Yama wo hashiru onna comme
le dit le titre d’un roman paru en 1980. Elle “court la montagne” et le moment venu, elle
ne craint pas de rompre. S’il le faut, elle élevera seule son enfant. Dans I’ordre de recriture,
pareillement, elle ne veut pas se laisser paralyser par les contraintes d’un realisme
monotone. Elle introduit dans ses récits des images et des legendes venues des temps
Immeémoriaux, des traditions orales pour lesquelles elle a une predilection particuliere.

Telle est la direction qui s’affirme de plus en plus vers 1980 et tout au long des
annees suivantes. Ses romans se degagent de r étroitesse du quotidien. lls se tournent
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souvent vers rimaginaire, ou le fantastique. Obstinément reviennent les grands motifs

de I’eau et du feu, de la lumiere et de la nuit. Hikari no ryobun “Territoire de
la lumiere” 1979) Suifu “L’Empire des eaux” (1982); Hi
no kawa no Idm “Au bord du fleuve de feu” 1983); ibrw

hikari ni owarete “Traquee par le lumiere de la nuit” 1986), Une fois pour toutes, le
réalisme, dans son acception la plus banale, parait abandonne. La romanciere alterne les
points de vue, méle les époques et les niveaux d,expression. Des étres chers se retrouvent,
mais dans un autre monde. Les forces elémentaires de r univers s’affrontent et s’unissent
dans un cycie incessant de métamorphoses.

Ecrire est une maniere de lutter contre la fatalité. Tsushima Ydko fut frappée
plusieurs fois, avec une cruelle soudainete, par le malheur. Elle avait perdu son frere,
ainsi qu’il a aeja éte dit. Sans tomber dans les pieges d’une indiscrete biographie, il faut
rappeler que son pere, Dazal Osamu, fut I’un des écrivains les plus célebres de r immediat
apres-guerre et qui’il choisit la mort en 1948, se noyant pres de Tokyo en compagnie
d’unejeune femme. Elle méme avait a peine plus d’un an et elle véecut toute son enfance
aux cotées de sa mere dans r ombre de la solitude. En 1985, son propre fils age de huit
ans disparaissait soudain. De ce creuset de la douleur naissent quelques unes de ses
oeuvres les plus poignantes: ainsi  Ar  Mahiru he, “En plein midi” 1988) ou

Oi naru yume yo, “Oh toi, réve immense” 1991). Récits singuliers o
se découvre une forme de litterature onirique. Il devient strictement impossible de tracer
la frontiere entre les expériences de la vie réelle et des evenements qui n’eurent lieu
qu'en reve.

En mal 1994, Tsushima Yuko publie sous le titre Kaga-
yaku mizu nojidal “Le temps de |’eau en sa splendeur” un volume qui n est pas tres
epais et qui réunit, selon le modele frequent dans la litterature contemporaine du ren-

saku / des “oeuvres liees” quatre textes: chacun peut étre abordé independamment
mais ils s’enchainent, se repondent et se completent. Des le début, le personnage principal
parle a la premiere personne, watashi et avec le lecteur s’instaure une relation
presque intime confiante et simple. Mais la narratrice, icl, se trouve en terre étrangere.
Bien que la ville ne soitjamais nommée que de facon indirecte 15 Kono tokal,
ou parfol sono tokai, “cette ville” - il apparait bientot, avec certitude, que
c’est Paris. Lajeune femme qui parle ici,a laissé derriere elle son pays, et sa vie anterieure.

e roman prend sa source au coeur d’une realite étrangere. L’amie a qui s’adresse
la narratrice, porte un nomjaponais, Asako. En rait, c’est apeine si elle comprend quelques
bribes de japonais. Il faut parler anglais ou francais. La narratrice devra se resigner a
parler anglais. Mais des qu’elle fait etat de ses réves, son amie Asako reprend la balle au
bond avec un sourire mutin. Elle reprend le mot réve, yume avec le kanji correspondant
et en marge le terme anglais dreams et r instant d’apres elle reprend le mot yume, ce
méme kanji et en marge, en katakana le terme francais réves!Plusieurs langues se croi-
sent et, maintenant, Tsusnima Yuko tente d’écrire un roman pour le nouveau moment de
r histoire que nous sommes en train de vivre, cette étape de r histoire que nous appelons,
faute de mieux,llinternationalisation. L’intrigue se réduit a peu de chose: un séjour a
Paris, au cours duquel la narratrice retrouve par hasard Asako, une cousine qui a grandi
aux Etats-Unis, un voyage en Amerique, afin de revoir les parents d’Asako, et le retour a
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Tokyo. De retour dans sa ville, elle veut mettre par ecrit ses souvenirs, comme si ¢ ’étaient
des biens tres précieux. Elle les rédige enjaponais, et les destine a Asako, sans savoir si
celle-ci pourrajamais les lire. La narratrice n’apas oublie son passe. Mais elle veut garder
ses distances. Elle se tient en retrait. Elle apprends regarder cette realité étrangere. Elle
se tourne vers le monde exterieur Elle ecoute. De jour enjour, elle apprend la patience.

Le terme internationalisation ou son equivalent japonais kokusailka
comportent de multiples significations, bien des ambiguités. Tsushima ne le cite pas,
mais c’est bien de cela qu’il s’agit. Elle ne veut pas montrer un décor étranger, ni le choc
que peut ressentir une personne japonaise au contact d’une civilisation etrangereeElle
tient plutot a rendre perceptible, a partir d,expeéeriences personnelles et d’évenements
Infimes, ce processus global d’internationalisation qui, peu ou prou, touche toutes les
nations et aura des repercussions sur le destin d,innombrables individus. D faudrait évoquer
une a une les silhouettes qui traversent ce roman, des personnages modestes et d’une
etonnante dignite, des étres confrontés a la solitude, aux formes banales et terribles du
désespoir et qui pourtant refusent de désesperer. Il conviendrait de mettre en évidence
les petites observations permettant de pressentir les transformations profondes qui
affectent le temps et |’espace. Tsushima n\a pas son pareil pour déecrire en tres peu de
lignes un vol intercontinental, |’arrivée dans un aeroport, un trajet sur une autoroute
urbaine. Vis-a-vis d'elle-méme, elle manifeste une lucidite neuve, impitoyable. Et quand
elle introduit un episode onirique, elle le fait avec tact et prudence. Consciemment ou
non mais peu importe elle repond a Milan Kundera pour qui il ne peut y avoir de
roman contemporain sans depouillement, sans une extréme economie de moyens.

Ariyoshi Sawako est a peine plus agee que Tsushima Yuko quand elle commence
a ecrireeMais |’époque est fort differente. Nous sommes au debut des années cinquante.
Dans maint quartier de Tokyo, des ruines ou des terrains vagues témoignent encore des
destructions de la guerre. Il y a la mille taches urgentes, a la mesure des ambitions et de
rardeur d’une nouvelle géneration. Ariyosm Sawako est de cette géneration. Bien que
de constitution fragile, elle se consacre a son travail d’ecrivain avec une energie farouche.
Elle fut considéree souvent comme , taishil sakka comme un auteur qui,
d,emblee, s’adresse a un tres large public. Elle méme avait en horreur, semble-t-il, cette
etiquette. Elle ne menagea pas ses efforts pour s’en debarrasser Rien n v fit.

Elle avait a peine atteint la trentaine gu’elle comptait parmi les personnalités les
plus celebres du monde littéraire. Les succes qui dejajalonnaient sa carriere,iui avaient
valu beaucoup admiration, mais aussi des inimitiés et des jalousies. Elle sut toucher
d’immenses cercles de lecteurs. Ses oeuvres les plus connues, Il est vral, se conforment
souvent a des modeles deja éprouves. Telles furent des sagas familiales Kinokawa /

1959; Ane awa/ 1963) [a 1965) qui retracent
I histoire de grandes familles et de femmes qui en furent les figures centrales. Elle reprend
volontiers la structure de— ,de la “chronique de trois génerations” qui se rencontre

souvent dans la litterature populaire de r épogue moderne, comme dans les domaines
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voisins du théatre, du cinéma, de la télévision. Dans ses nouvelles, genre gu’elle
affectionne particulierement a ses débuts, elle sait ménager des scenes d’une forte intensité
dramatique et s’y reconnait I’amour gu’elle avait depuis radolescence pour le théatre
surtout le kabuki.

Alors gu elle est connue en général comme une romanciere de la condition feminine,
de r histoire de la famille ou de la sociéeté ar interieur du Japon, Il est frappant de constater
que, des la premiere période, bon nombre de ses nouvelles se situent dans une perspective

Internationale. Dans Eguchi no sato, “Un bourg nomme Eguchi” 1958) un
prétre catholique venu d’Europe comme missionnaire, est aux prises avec les fideles,
rigoristes et terriblement conservateurs, d’une petite paroisse dans un quartier pauvre de
Tokyo. La nouvelle Kiyl no shi/ “Lamort de Kiyu” (1961) se situe dans les
dernieres années du Bakufu, dans une maison de prostitution a Yokohama. La toute
jeune Kiyd est terrinee pas les rumeurs qui courent sur les étrangers (ou plus precisement,
que I’on fait courir sur eux) et elle sera acculée a se donner la mort. Dans cette perspecti-
ve internationale, la romanciere porte un regard d’autant plus critique sur sa propre
sociéte. De ce point de vue, Il convient de signaler, parmi les romans plus longs, deux
oeuvres bien qu’elles soient de qualité inégale Hishoku “Au dela des couleurs”
(ou encore: “Qu’importe la couleur”) publiee en 1963-1964 et Puerto-Rico nikki /

1964). Elle tire parti des observations faites lors d’un séjour a
New York en 1959 et 1960, mais elle reste une romanciere possedée par le besoin de
mettre en scene des destins difficiles ou de violents conflits. Dans Hishoku, sous la

forme d un récit a la premiere personne (et qui serait donc une sorte d’“anti- ¥ 7
(anti-watakushi shosetsil), elle aborde le sujet tabou des femmes japonaises qui, au
lendemain de la guerre épouserent des G.I. noirs et qui, parties vivre aux Etats-Unis vy
furent exposees a toutes les humiliations.

Vers la fin des annéees soixante, elle veut donner un cours nouveau a son activité.
Elle ne renonce pas au roman, mais elle sent attirée de plus en plus fortement par une
forme de littérature documentaire ( [ non-fiction) qui a des
affinités évidentes avec le reportage. Elle a la passion du réel. Elle a la passion de
r observation, de r investigation son gout inne des voyages le prouve. Elle sejournera
a New York et a Hawalili, se rena cing fois en Chine, une fois en Asie du Sud-Est et, peu
avant sa mort, elle prepare encore un depart pour I’Afrique, De ses periples, elle tire des
récits de voyage ( Onnafutari no NiU- Guinia) “Deux femmes

en Nouvelle-Guinée” 1968) Chigoku rep6to / “Compte-rendu de
Chine” (1978), Mais elle ne parle pas de r etranger dans ses deux livres qui furent sans
nul doute les plus remarguables parmi ceux quelle produisit dans le genre documentaire.
Elle se tourne de nouveau vers la societe du Japon, et observe la realite la plus ordinaire,
la plus menacante. Avec Kokotsu no hito / “L’homme béat” traduit en
francais sous le titre Les Annees du Crepuscule elle fit prendre conscience de la gravité
avec laquelle se pose, aujourd’hui, le probleme du vieillissement. Son livre eut un enorme
retentissement. Le second n’est pas moins important. Dans Fukugo osen /

“Pollution multiple” qui parut en feuilleton dans le quotidien elle choisit un sujet
encore plus austere, iImpossible atraiter dans une oeuvre littéraire. Elle observe et denonce
les multiples dangers de la pollution, due notamment aux agents chimiques.
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Jusgue dans ces ouvrages de “litterature documentaire” elle reste une romanciere.
Par son sens de la mise en scene; par les dialogues qui font mouche; par rintensite
dramatigue de certains episodes. En méme temps, elle donne a cette littérature
documentaire ses lettres de noblesse. A-t-elle trouve des successeurs, dignes d’elle et
qui aient obtenu une audience comparable? On hésite a citer des noms.

Quand il publia ses premiers récits en 1957, Oe Kenzaburd fut aussitot salué comme
un auteur aux dons peu communs. Sa creation se poursuivit donc sur pres de quarante
anneées et se revele d’une exceptionnelle féecondité. Ce serait folle temerite que de prétendre
parler de r ensemble de sa production, en un temps si bref. Je voudrais m’attacher icl a
son dernier roman, et soumettre quelques observations tres partielles.

Trois forts volumes sont la cOte a cOte. Les dates de parution s,échelonnent sur un
laps de temps reduit: 25 novembre 1993, 30 aolt 1994, 30 mars 1995,

1.Ces trois volumes n’ont pas éte congus separément, afin de devenir par la suite
une trilogie. lls forment un tout lls constituent une somme romanesque.

Le titre IMoeagaru midori no ki “L’arbre vert en flammes”

claque comme une banniere dans le vent.
2. Le romancier fait intervenir des personnages tres divers, et tout aussi diverses
sont les questions gu’il aborde. Mais des les premieres pages apparait le nom de
Frere Gil  nom qui se trouve déja dans d’autres récits, depuis bientot
trente ans!
Puis 1l expligue que ce n'est pas le méme homme. Apres le “Frere Gii d’avant”,
qui n’est plus de ce monde, surgit un “nouveau Frere Gii~ T le Frére Gii de maintenant.
L_’auteur reprend des noms, des images, des questions des oeuvres anterieures. ||
les convoque, les interroge. Il les entraine dans le torrent d’une vie nouvelle.

3. Ceroman estr histoire d’une “communaute religieuse”. L’auteur dit  ?  kyokal,
mais il semble difficile de traduire par “eglise”

Curieuse “église” elle n a “ni Dieu ni maitre' Mais elle doit avoir pour principes
r attention a autrui et la concentration intérieure - qui est appelee Inori “lapriere”

Ce roman est |I’nistoire de repreuve, de la traversee de répreuve et d’une
renaissance. Il raconte une utopie. Il rend visible une quéte spirituelle. Cette quéte prend
ses racines dans la realité multiple.

4, Cette somme romanesque ne saurait étre une accumulation illimitee de details.
Au contraire. Pour chaque episode, |’auteur se concentre sur quelques personnages, sur
un nombre tres restreint de motifs.

Son esthétique est celle de la gravure sur bois. Il creuse de puissants sillons. A
travers ces lignes fortes, 1l veut exprimer les lineaments infinis du réel.

5. Le chapitre qui ouvre le tome 2 est intitulé [ Yeats ni
michibikarete / “Sous la conduite de Yeats” Des le premieres pages, le romancier cite
longuement un texte du poete irlandais Yeats. D’abord en version originale, puis dans
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une “tentative de traduction” Par la suite, 1l y reviendra plusieurs fois. Comme si le
lecteur, a son tour, devait apprendre a déchiffrer le poeme et, pourquol pas, rapprendre
par coeur.

De tels passages déconcertent. lls ne sont pas des accessoires. lls font partie
Intégrante du récit.

o. Fait aussi surprenant: les scenes comigues ne sont pas rares. Et soudain surgissent
des personnages saugrenus, invraisemblables, irrésistibles. Ainsi, dans le méme chapitre,
les trois Freres In0 aussi droles que sympathiques.

Oe prone un “réalisme du grotesque” Il invente un art du cocasse.

1. Les discussions sur des thémes religieux, sont longues, lentes, nombreuses. Oe,
toujours dans ce méme chapitre, introduit leterme 7 e non au sens usuel
d’Antécnnst de ce qui s’oppose au pouvolir du Christ. Mais pour parler des hommes
avant, “ante” le Christ Ce roman est un récit de | attente.

Dans une étude recente, il a éte signalé que les expressions a sens religieux ne
renvolent pas aux courants religieux traditionnels au Japon, mais souvent a la spiritualite
chrétienne.

Ce livre serait |I’attente d’une Epiphanie.  est-ce pas ce que I’on homme aussil,
dans rhistoire de la spiritualité chrétienne, |’attente de la Parousie.

De toute la production romanesque d’Oe cette oeuvre se détache par son ampleur.
Telle une paroi rocheuse, qui se decouvre soudain au milieu de la forét.

Elle pourrait se rattacher a certaines sommes romanesques aul virent le jour en
Occident, au XIXeou au XXesiecle. De telles tentatives ne sont pas inexistantes dans la
litterature japonaise contemporaine. Mais elles sont fort rarese

Au moment de clore cet exposé, je souhaiterais revenir du cote de .
Evoquer un tres bref moment r oeuvre de Shiba Ryutaro, qui en est | ’un des maitres dans
le Japon contemporain. Des maintenant, il apparait qu’il est simplement un grand écrivain.
Point n’est besoin d’ajouter une quelcongue étiquette.

1.Shiba donne un éclat tout particulier au roman historique.

Il a choisi depuis ses débuts la voix de “taisht bungaku™ Depuis, il n’ajamais
manifesté ni nesitation, ni remords.

En 1957, il participe a un cercle de jeunes écrivains de la région d’Osaka,

qu’unissent des godts communs et qu’ils déciderent d’appeler Kindal
setsuwa. Des cette date, Shiba déclare que r essentiel est d’*interresser” de “captiver”
le lecteur.

2. Ses premiers recits, souvent, donnent la priorité a r action, a r aventure, aux

exploits extraordinairese C’est une ligne qui avait ete largement développée dans la
litterature des genérations precédentes.

Ainsi Fukuro no shiro, “Le chateau de la chouette” (1959), i1l mit en scene les heros
de I’ombre que sont les ninja et il contribua pour une bonne part a en lancer la vogue.
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Dans un tel récit historique, la description du cadre doit étre precise* Mais les
personnages sortent tout droit de I’imagination de |’auteur.

3. Dans les annees suivantes, au contraire, il met au centre des figures historiques
tres connues dont on a déja souvent raconte, commente les faits et gestes. Ainsi dans

Sekigahara (1964-1966)e

Uessentiel n est plus |’acte individuel de bravoure. Ce qui compte c’est une stra-
tégie d,ensemble dans la lutte pour le pouvoir. Les faits sont connus, trop connus. Le
romancier privilegie le cheminement psychologique, intellectuel de ses neros.

4. Dans les mémes annees, il ouvre une voie nouvelle. Ryoma ga yuku {Ryoma va)
sera publié, en 4 volumes!, entre 1963 et 1966. Cette oeuvre se distingue donc par son
ampleur, c’est-a-dire par le souffle qui traverse, anime ce récit aussi long.

La nouveaute est aussi evidente par le sujet. Son choix se porte sur un guerrier des
dernieres annees avant Melji. Sakamoto Ryoma ne s’impose pas par la valeur du sabre,
malis par son courage intellectuel et la pénetration de ses analyses. Le roman devient, au
sens littéral, une “découver du passé”

Suit une série extraordinaire de romans, par leur longueur, par leur qualité, par la
description comme par le rythme. La plupart traitent des années avant et apres Meljl
Ishin ou de I’éepoque d’Edo (Mais il est des exceptions, ainsi le tres beau roman

KlUkal nofukel Paysage de Kukal, 1975). Ces chefs-d*oeuvre s,échelo-
nnent entre la fin des années 1960 et les années 1980.

5. Mais il faut signaler ici deux autres oeuvres si ce mot reste adequat. D ’une part,
des recits de voyage, qu’il continue de publier, sous le titre . “Par les
anciennes routes” qu’il rit paraitre a oartir du lejanvier 1971 dans rhebdomadairee
Shikan Asahi. La publication se poursuit toujours, et la revue du 27 janvier 1995 presentait
r episode qui porte le numero 1107.

Parallelement, il publie chaque mois, depuis 1986 dans le mensuel Bungei shunjly
un texte court, incisif, aussi clair qgue profond, qui est presente sous r appellation tres
ancienne de zuihitsu “un essai au fil du pinceau” Ces derniers textes sont réunis en de
petits volumes sous le titre Kono kuni no katachi, “Formes de ce
pays”. Le quatrieme volume est paru au juillet 1994.

Dans chague page se revelent trois aspects de Shiba: le voyageur erudit, le maitre
du roman, le maitre du zuihitsu.

|| est sans doute impossible de lire d’une traite, des oeuvres aussi Immenses, et qui
ne sont pas termees”

Mais Il suffit d'en lire quelques pages pour retrouver r appétit de vivre. Ou pour le
dire encore plus simplement, le bonheur de vivre.
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DOIS TIPOS DE JAPONESES MODERNOS - UMA VISAO
ANTROPOLOGICO-HISTORICA

Masao Yamaguchi

1. O Japao viveu duas derrotas em guerras, desde a metade do seculo XIX. A
primeira fol uma guerra interna chamada Boshin e a segunda fol a Segunda Guerra
MundiaL Talvez nao seja correto dizer que o Japao perdeu a Guerra de Boshin (1868),
em vista desta ter sido uma batalha entre as tropas do lado oriental e ocidental do pais.
Na sequéencia, o lado oriental perdeu e, por esse motivo, os gue lutaram pelo lado oriental
se consideram derrotados.

2. Arazao de abordarmos o assunto da derrota nestas duas guerras € poder explicar
a maneira de viver e os dois tipos de Jjaponeses existentes nos dias de hoje. Na guerra de
1868, as tropas fiéis a corte imperial de Kyoto sairam vitoriosas com o apoio dos ingleses,
e 0s senhores feudais da regiao nordeste do Japao, dos arredores da antiga provincia de
Alizu, foram punidos severamente porque resistiram, para servir de exemplo aos demais.
O Xogum foi substituido e transferido para a provincia de Shizuoka, o lugar de origem
da familia Tokugawa. Muitos ex-vassalos também seguiram o Xogum apesar de nao
poderem receber salarios.

3. A familia Tokugawa fundou uma universidade de pequeno porte, denominada
Escola Militar de Numazu, embora tivessem um certo receio de gue essa atitude pudesse
provocar, de alguma forma, o novo governo. Um acontecimento memoravel ocorreu
guando algumas pessoas tentaram criar essa nova universidade, recrutando professores
dentre agueles que lecionavam na universidade fundada pelo Tokugawa em Toquio ainda
guando estava no poder (Centro para Estudos de Bibliografias Importadas). A nova
escola reuniu excelentes professores que nao gostavam de servir o novo governo, cujos
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dirigentes eram provenientes do antigo feudo de Satsuma e Choshu (respectivamente,
atuals provincias de Kagoshima e Yamaguchi). Eles eram excelentes professores, nao
apenas porgue dominavam os classicos chineses, como tambem as modernas ciéncias
ocidentals, visto que alguns deles estudaram na Holanda.

A Temeroso de que a Escola Militar de Numazu se tomasse o foco de resisténcia
contra a nova ordem, constituida por elementos de Satsuma e Choshu (Governo SC), o
novo governo tentou dissolve-la. Uma das medidas fol convidar os professores influ-
entes para fazerem parte da recém-criada Universidade Imperial de Toquio, com altos
salarios. Amane Nishi, o diretor da Escola de Numazu, fol um dos que aceitaram 0 con-

Vite.

Havia, porém, outros que nao aceitaram o convite e o governo decidiu, entao,
Incorporar aescola ao Ministéerio do Exército, ordenando gue o corpo docente se mudasse
para Toquio, em 1872,

Havia, entre eles, o professor Kotel Nakane. Ele lecionava no Centro de Estudos
de Bibliografias Importadas e conhecia profundamente a literatura chinesa, a filologia
holandesa, desenho e musica {koto - harpajaponesa).

Ele lutou na Guerra de Boshin, pelo antigo governo e desapareceu por algum
tempo por ocasiao da derrota.

5- Apareceu, depois de algum tempo, e se tomou professor na Escola Militar de
Numazu, Pouco depois, pelas circunstancias da mudanca da escola acima descrita, foi
nomeado oficial de alta patente no Exercito. Sua missao era escrever livros de geografia
para fins estratégicos. Quando concluiu o trabalho, o general de Brigada Koyata Torlio,
Seu superior hierarquico, criticou-o, dizendo ser um erro chamar as tropas da batalha de
Boshin de tropas orientais e ocidentais. Deveria chama-las de tropas de legalidade e
rebeldes. Nao concordando com tal orientacao, recusou obediéncia ao superior
hierarquico, renunciando a sua patente militar

C. Depois de renunciar ao cargo no ministerio, fol conselheiro de uma editora, e

nunca mais aceitou cargos publicos. Depois que perdeu sua mulher e filho, desistiu de
seu emprego, doou todas as suas propriedades para seus parentes, incluindo a casa e a
bi-blioteca e saiu para viajar como sacerdote budista pelas diferentes regioes do pais.
Depols de dez anos, em 1912, ele retornou dessa sua viagem e apareceu em OKitsu, na
provincia de Shizuoka: Reuniu amigos e discipulos, declarou que morreria dentro de
dez dias por causa de uma doenca, deixando o seu testamentcx A morte o acolheu conforme
previsao.

/. Nyoden Otsuki era um dos amigos que estiveram ao seu lado quando Nakane
faleceu, Otsuki tambéem procurou viver como um derrotado. Era filho de um erudito.
Seu pai era conselheiro do senhor feudal de Sendai, que liderou os seis feudos, que
lutaram contra o governo centrale Tendo re%digido as ordens para resistir, amando do seu
senhor, rof preso e ficou na prisdo por cinco anos sem que houvesse julgamento. Otsuki
trabalhou no Ministéerio da Educacao como historiador. Quando seu pai foi libertado
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apos cinco anos, em 1873, ele renunciou ao cargo publico ¢ ndo trabalharia mais para o
governo até sua morte, cm 193 L Sustentou-sc revisando livros para as editoras.

8. Queremos apresentar uma outra pessoa, cujo nome era Kyoko Yamanaka. Era
samural, nasceu no bairro de Yotsuya, em Edo, cm 1850. Sua familia pertencia ao cla
dos ninja. Trabalhou como seguranca da ala feminina da corte. Depois da derrota do
Xogum, ele se mudou para Shizuoka, seqguindo a familia Tokugawa. Estudou inglés e
tomou-se o primelro pastor da Igreja Metodista Canadense. A luta pela ascensao dentro
da igreja recem-fundada era severa. Nessa mesma epoca, havia um subalterno de nome
Nobuyasu Hiraiwa, que se notabilizou em escalar posicoes, tomando-se Diretor Geral
em pouco tempo, deixando Kyoko para tras. Ele tinha sido educado na escola que mais
tarde seria a Universidade Imperial de Toquio,

9. Kyoko Yamanaka nao era um homem para viver escalando posi¢coes no sistema
piramidal de hierarquias. Ele gostava de pregar nas igrejas locais, Gostava de coletar
dados folcloricos em diversas provincias, tendo-se tomado, inconscientemente, um grande
conhecedor de assuntos regionais. Entretanto, Hiraiwa criticou Kyoko na Assembléia
Geral da Igreja Metodista Canadense de 1924, dizendo que era uma pena que houvesse
um pastor que negligenciava as obras de Deus e ficava colecionando informacoes sobre
0 paganismo. Kyoko renunciou imediatamente ao cargo e tornou-se bibliotecario numa
faculdade que havia ajudado a fiindar, até falecer, em 1928. Tinha um vasto conhecimento
a respeito do folclore do periodo Edo e tinha conhecimentos preciosos acerca da
bibliografia daguele periodo. Ao seu redor, ficavam pessoas que realmente gostavam de
estudar, mas que nao gostavam de fazer parte de hierarquia em sistema piramidal

Comecaram a publicarumarevistachamadaentre osanosde 1881 a 1942.
Os principais membros deste grupo eram ex-suditos do Xogum, seus filhos e parentes.

10. Para exemplificar com alguns nomes, temos: Wakaki Hayashi, filho do cirur-
giao-chefe do Exército; Norikazu Akamatsu, filho de um almirante de Esquadra; Shogoro
Tsubol, filhno de um médico que serviu ao Xogum com conhecimentos de medicina
holandesa, e que mais tarde tomar-se-ia professor da Universidade Imperial de Toquio
e Chikusel Mimura, um comerciante de bambue Estas pessoas eram especialistas em
bibliografias e costumes folcloricos do periodo Edo, Elas se reuniam de tempos em
tempos, trazendo livros e coisas preciosas, apreciando a discussao, trocando informacoes.
O grupo se baseava no principio de comunicacao em rede, contrastando com o principio
das hierarquias em piramides, utilizadas nas universidades.

11.Ha uma opiniao corrente que diz que o sistema universitario japones, que
adotou o modelo ocidental, cujas universidades sao utilizadas como Instituicoes
autoritarias servindo como uma piramide de poder, esta chegando ao fim. Encoraja-nos
saber gue existiu um grupo que mostrou um caminho alem daquele sistema fechado de
hierarguia em forma de piramides que foi chamado de Universidade. Shiko mostrou ser
um exemplo de trabalho de equipe, criou um estilo de estudo historico da cultura, ba-
seado nas suas proprias experiéncias e numa espécie de rede horizontal dentro da estru-
tura em forma de piramide do governo constituido por elementos de Satsuma e Choshu,
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Era um tipo de associacao que existia comumente no periodo Edo. Deve ter derivado
das reuniOes dos apreciadores de haikal e renga no periodo Muromachi. De qualquer
forma, Shiko foi um dos remanescentes desta tradicao.

12. No periodo Edo, este tipo de rede era chamado ko ou renju. Entretanto, estes
estilos quase desapareceram, com excecdo das associacOes de haikal que sao
hierarquicamente e exclusivamente organizadas. A razao para o desaparecimento €
justificada pela propagacao do sistema de piramides, que reorganizou as pessoas no
principio vertical e cortou todo e qualquer lago com sua organizacao, tendo no apice o
Imperador. Durante a Segunda Guerra Mundial,a hierarquizacao se intensificou e o
controle do governo sobre as industrias de base se tomou normal e se estendeu a outros

tipos de atividade, tais como as culturais e de educacao. Essa forma de organizacao
propagou-se também para a iniciativa privada que passou a imitar a hierarquia em forma
de piramide do sistema governamental.

13. Existiam as pessoas liberais chamadas tsu* tal como o shiko. NOs somos
produtos de uma cultura urbana que tinha uma enorme capacidade para ver as colisas
pelo lado de fora.

Deixem-me falar de Chingaku Awashima e seu filho Kangetsu Awashima. Chingaku,
admitido como filho adotivo de uma grande confeitaria chamada Awashimaya nunca
teve problemas economicos, fazendo aquilo que gostava, que era a pintura. Seu trabalho
comecou a ser apreciado pelos estrangeiros no periodo Mciji e vendeu muito bem. Em
1877, ele comecou a realizar encontros chamados nos restaurantes com o
Intuito de encontrar seus amigos, para partilhar o interesse pelos brinquedos e coisas de
Infancia. Estes encontros seriam um prototipo do Shukokcl™ organizado para a Loja de
Departamentos Mitsukoshi, por Sazanami Iwaya naquela epoca, conhecido autor dc
pecas Infantis. Kangetsu Awashima, seu filho, alem de ser um grande pintor, tornou-se
um grande colecionador de bringuedos de todo o mundo.

14. Ele nunca havia tido a experiéncia de viajar para outro pais, porem, reuniu um
grande volume de informacoes da cultura folclorica estrangeira, coordenando-as a seu
modo. Além disso, pode-se dizer que ele se tornou pesquisador em antropologia e
etnografia, antes de qualquer outro professor universitario da era Meliji, e criou um museu
particular de brinqguedos, muito antes da criacao do Museu Nacional de Etnografla depois
da Segunda Guerra Mundial.

Sethu Shimizu herdou uma empresa de transportes, Nasceu e cresceu cm Kanda.
Tinha a reputacao de ser um expert em brinquedos e por 1sso era chamado “Dr.
Brinquedo Ele foi autor de seis livros de gravuras a respeito de bringuedos.

1) ohigejiro Okuyama, cujo apelido eraimo-shige entre os professores e curadores
de museus. Tinha esse apelido pelo fato de ser vendedor de batatas-doces assadas. Era
aficionado em arqueologia e ajudava nas escavacoes realizadas pelas universidades.

Depois, tornou-se proprietario de uma loja de “sebo a fim de se aproximar das coisas
que realmente gosta.
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Estes ndao eram ex-suditos de Tokugawa derrotados na guerra, mas pessoas que
tambem nao estavam totalmente do lado dos vencedores. Tinham uma profunda ligacao
com a cultura do periodo Edo e nao gostavam da hierarquia em piramide implantada
pelo governo constituido por elementos de Satsuma e Choshu. E dificil explicar como
pessoas tao diferentes tenham se congregado desta forma. Uma das raz0es é o fato de

todos eles terem 0 mesmo hobby.
Eles se orgulhavam do hobby que tinham e nao queriam viver sob a hierarquia do

sistema de piramide. Kyoko Yamanaka era um exemplo tipico dessas pessoas.

16. Ja relatamos que o governo constituido por elementos de Satsuma e Choshu
estava tentando construir uma sociedade nova, na qual as pessoas nao mais se organizavam
de forma hierarquica, nem horizontale

Fol o dokokal que deu aos apreciadores do mesmo hobby uma oportunidade para
estarem congregados num plano horizontal Dokokal aassociacao - fol organizada no
periodo Tokugawa, principalmente entre os aficionados pela historia natural

A origem do dokbkai eram reuniOes para estudar a historia natural, tao popular no
periodo Tokugawa.

O primeiro governo do periodo Meiji encorajou as novas ciéncias tais como
quimica e fisica, direcionadas ao progresso, ao contrario do que procuraram fazer com
a historia natural, na tentativa de mostrar que a filosofia do periodo Edo estava
ultrapassada.

1/» Entretanto, ainda havia muitas pessoas que achavam que a historia natural
podia abrir a mente dos homens para a natureza ao seu redor, muito mais do que as
cléncias exatas. Havia pessoas que pensavam que os brinquedos, na cultura folclorica
por reunir pessoas e sendo constituidos de madeira, agua, terra, linha etc” abriam suas
mentes para um mundo ainda mais vasto. Shuko (reuniao da Antiguidade) era a associa-
cao dessas pessoas.

18. Tate banko era um tipo de jogo, do periodo Tokugawa, desaparecido na era
Melji, realizado nos templos xintoistas durante os festivais de outono. Havia tendas que
vendiam tate banko. Os meninos tinham que construir uma casa, cortando pedacos de
maaelra chamados banko que eram previamente fixados no chao, Tinham que cortar as
suas bordas ou efetuar cortes, no intuito de formar alguma coisa, seguindo a ordem em
que eram colocados. O primeiro a terminar seria o vencedor. Gradualmente, os meninos
obtinham Informacoes sobre qual deles era o mais habilidoso, o que possibilitava
amizades. Este € um exemplo de formacao de uma rede horizontal de comunicacoes.

19. Estou certo de que algumas pessoas que participaram do Shiko conservaram
0 espirito do tate banko. Este jogo era apenas para meninos sendo que para as meninas
havia um jogo chamado kisekae-ningy0 bastante popular entre elas, que consistia na
mudanca de roupas das bonecas. Era um jogo diferente, mas que continha as mesmas
caracteristicas de um jogo em grupo. Numa sociedade hierarquizada como a daquele
tempo, estes Jogos mostravam uma sociedade horizontal que era atraente. Em outras
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palavras, estes Jogos criaram uma geracao nova, que possibilitou a construcao de um
sistema melhor nos periodos Meiji e Taisho.

20. No Inicio desta palestra, chamamos a atencao para o fato de a derrota nas
duas guerras ter formado dois modos de vida no Japao moderno. Um deles eram 0s
derrotados que eram classificados em trés tipos:

a) aqueles que pertenciam a um tipo de piramide, nao necessariamente a de Satsu-
ma e Choshu, mas que determinaram seu proprio meio de vida numa rede de comunica-
coes gue poderia ser horizontal (ex.. Kyoko Yamanaka e Shogoro Tsubot).

b) agqueles que nunca pertenceram a uma piramide de poder e viveram de forma
livre, no mundo ludico (ex.: Kangetsu e Chingaku Awashima).

c) aqueles que abandonaram o cotidiano de um sistema piramidal para viverem no
exterior (por ex.. Kotel Nakane, Nyoden Otsuki).

21 .Entao, o que ocorreu com aqueles que ganharam e com aqueles que se
submeteram aos que ganharam? Isto pode ser resumido da seguinte forma:

a) Aqueles que ganharam buscaram construir uma socledade rica baseada num
sistema de prestigiar os talentosos, sempre tendo como centro o Imperador, alem de um
exército forte. Eles se preocupavam em elevar o seu status e ignorar as criticas e o
direito de terceiroseE kamentavel que as pessoas passaram a agir com esse tipo de atitude
tambéem em relacao as pessoas de paises vizinhos. Ndo somente com relacdo as pessoas,
mas também com relacao a natureza, a qual exploravam ilimitadamente, principalmente
depois da Segunda Guerra Mundial.

b) Estes tipos de japoneses desenvolveram o pensamento de que os fortes poderiam
sacrificar os fracos, abandonando o tipo de vida que 0s japoneses criaram, de que 0S
homens podiam viver melhor em harmonia com a natureza.

22. Osjaponeses perderam a Segunda Guerra Mundial. Esta derrota fol diferente
da que acabamos de descrever, pois nesta apenas metade dos japoneses perderam.
Entretanto, todos os japoneses perderam a Segunda Guerra Mundial. Na primeira
experiéncia, as pessoas procuravam maneiras de transcender espiritualmente os vitoriosos,
resistindo ao sistema de piramide, tentando conservar seu proprio modo de viven Havia
pessoas que conseguiam escapar do sistema imposto. Porem, depois da segunda derrota,
nada disso ocorreue A razao disso era de que a ideologia da democracia era dificil de
resistir. Ainda mais porqgue vinha acompanhada de conceitos materialistas, dando
prioridade aos individuos, ao invés do Estado ou sociedade. Para estes japoneses, que
através dos filmes conheciam a civilizacao materialista americana, com sua imagem de
vida urbana moderna, passaram aencarar Como uma meta a ser atingida.

23. Nao havia nenhuma razao para resistir a democracia. Eles simplesmente
Identificavam 0s vitoriosos com a democracia e deveriam té-la separado da prosperidade
material. Somente agora € que 0s japoneses se conscientizaram do lado negativo do
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materialismo. Ha, atualmente, uma discussao arespeito da destruicao do meio ambiente:
a poluicao teria origem nos excessivos interesses das industrias e numa perda de afeicao
pela natureza.

Sobre a questao da aceitacao da democracia conservando Intacta a estrutura
hierarguica, osjaponeses deveriam ter destruido o sistema piramidal de Satsuma e Choshu,
bem como ter negado o monopolio do poder e de informacoes pelo governo central,
para poder atingir a democracia, O vacuo politico existente era favoravel para que se
pudesse agir desta forma.

24. Entretanto, é sabido que isso nao ocorreu na historia do Japao. Isto se deveu
ao fato dos japoneses terem sido bem-sucedidos em fazer com gue ambos 0s sistemas
coexistissem. Os japoneses apreciam a democracia, mas tambéem a hierarguia, muito
embora a influéncia de Satsuma e Choshu tenha decaido na década de 20. Mas, apesar
disso o sistema piramidal permaneceu Intacto. Por esse motivo, 0s burocratas continuaram
a exercer seus papeis de sempre. Eles acreditavam firmemente que a sociedade deveria
estar sob o seu controle. Os burocratas estao acima das pessoas comuns, e estas
acreditavam que aqueles tinham o direito de controlar o Japao e suas vidas. Acreditamos
que as pessoas deveriam ter deixado este pensamento e partido para um novo ideale

25. Comparando com as pessoas que abracavam fortemente este ideal, temos um
profundo respeito por aqueles que abandonaram o Japao naguela epoca, independente
dos motivos gque os levaram a isso. O governo japonés permitiu que eles saissem do pais
apenas para resolver o problema do aumento demografico. Para os emigrantes, isto
significava deixar toda uma cultura, lingua, para tras. O Japao criado por Satsuma e
Choshu sofreu um colapso, abrindo oportunidade para que essa situacao ocorresse. Ha
duas maneiras de deixar um pais. Uma delas é se posicionar fora do sistema dominante,
assim como aqueles que foram vencidos na primeira guerra. Eles se tomaram “os
abandonados” ficando fora do sistema, alem de terem sido deixados a sua propria sorte.
O sistema piramidal, que a maioria escolheu esta por passar agora por uma Séria crise.

26. Qual é o caminho remanescente, entao, dos japoneses hoje em dia? Sabemos
gue ha dois modos diferentes de vida depois da Guerra de Boshin. E agora, o caminho
para identificacao do vencedor esta correndo o risco de Ir a faléencia. Sabemos que o
meio de manter distancia do vencedor ainda e eficiente hoje em dia. S0 recentemente e
gue o segundo caminho foi descoberto, Muitos dos ancestrais que sairam do Japao eram
agueles que nao encontraram um caminho na sociedade piramidal de que falamos.
Nascemos em Hokkaido. O nosso pai saiu da provincia de Tottori e migrou para la com
sua mae, quando o seu pai faleceu na guerra Russo-Japonesa. 1sso explica o fato de nos
sermos tao criticos a respeito do modo de Satsuma e Choshu controlarem o pais.

21. E conhecido por todos que Takenobu Enomoto lutou em Hakodate contra o
governo central. Apesar de derrotado, tornou-se um dos membros proeminentes do
governo Meiji. Nomeado ministro de Negocios Estrangeiros, enviou, em 1891, imigrantes
Jjaponeses para 0 México e Nova Caledonia,
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28. Aqueles que emigraram para o exterior ficaram na mesma situacao dos exilados.
O Japao estava passando por transformacoes e mudanca de contextos. JA mencionamos
que uma estrutura horizontal de comunicacoes seria mais eficiente do que a vertical.
Aqueles que foram morar fora do Japao tiveram um Intenso contato com uma cultura
heterogénea, lingua e costumes diferentes, e assim contribuiram para construir uma
Imagem diversificada do Japao.

Nao cremos que a fronteira do Japao esteja bem definida, mas o ideal € que surja
uma rede que una o mundo através de coisas japonesas. Este € o caminho para que a
iIdentidade brasileira seja parte da japonesa e vice-versa. Este € 0 meio para que uma
cultura possa transmitir informacoes a respeito dela mesma. Para atingir este estado, o
papel dos japoneses que moram no exterior € muito mais importante do que daqueles
que vivem no Japao e tentam controlar o mundo com Informacoes e riquezas. Para
finalizar, podemos dizer que os ancestrais dos japoneses que foram viver no exterior sao
agueles que foram derrotados na guerra interna denominada Boshin, e que foram excluidos

do novo sistema que se criou desde entao.

44 YAMAGUCHI, M. Dois Tipos de Japoneses Modernos
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