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Tree, The Bamboo Cutter, and Sumiyoshi, was not the achievement
of a mere human being.’

Although the ladies agreed that it should be easy for someone to
create a work that was even better than The Tale of Genji by skillfully
borrowing its techniques and materials, they clearly did not believe that
any later tale was in fact superior.

THE TALE oF SacoroMO

The work to which the ladies of Story Without a Name gave the most
attention among those composed after The Tale of Genji was Sagoromo
Monogatari (The Tale of Sagoromo). One lady, asked to state her likes
and dislikes among the tales she had read, replied, “I think The Tale
of Sagoromo is next best to Genji. From the opening words, ‘We regret
the passing of the spring of youth,’ the language is somehow charming,
but although it maintains a wonderfully aristocratic manner,’ nothing
strikes especially deep into one’s heart. On the contrary, there are many
things in the book that might better not have been there at all.”® This
mixed praise is followed by a more favorable evaluation of various scenes
in the work; but the section of Story Without a Name devoted to The
Tale of Sagoromo ends with sharp disapproval of the instances of su-
pernatural intervention, and with condemnation of the resolution of the
tale, the ascension to the throne of the hero, Sagoromo.

The lady is remarkably astute in her analysis of the faults of The
Tale of Sagoromo—its failure to strike deeply into the reader’s heart,
the various passages that are unnecessary to the development of either
the plot or the characters, the implausibility of the intervention of a
divine being in a work that is otherwise realistic, and the unconvincing
oracle that leads to Sagoromo’s becoming the emperor; but her reasons
for ranking The Tale of Sagoromo second only to The Tale of Genji are
disappointingly brief and uninformative. The judgment nevertheless is
basically sound: with the exception of Yoru no Nezame (Wakefulness at
Night), the work the ladies rated next highest in order of excellence,
The Tale of Sagoromo is the finest example of fiction in the tradition of
The Tale of Genji.

The authorship of The Tale of Sagoromo is nowhere mentioned in
contemporary writings. Fujiwara Teika, writing more than a century
later, expressed the belief that it was the work of a court lady, a daughter
of Minamoto no Yorikuni known by her title of Senji,’ who died in
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1092 at an advanced age.”” This attribution is generally accc[?tcd today,
and internal evidence suggests that the work was probably written about
1080. One other monogatari'' and four poems in imperially sponsored
collections are also credited to Senji, and we know that she was in the
service of Princess Baishi (1039-1096), the fourth daughter of the Em-
peror Suzaku. Baishi was the high priestess at Ise from 1046 to 1058,
but later took orders as a Buddhist nun; perhaps her influence explains
the striking combination of Shinto and Buddhist elemer.lts.in The def
of Sagoromo. The work is little read today except by spea‘allsts in Heian
literature, but for many years it enjoyed great popularity, as we can
infer from the more than a hundred manuscripts that have been pre-
served, each with its complement of textual variants.

The Tale of Sagoromo is perhaps the first extended work of Japanese
fiction to have been conceived from the outset as a single, unified story."
The three love affairs that make up the bulk of the work are related
more or less independently, but the reader does not get the impressign
that chapters, unanticipated when the work was b.egun, were ad(#ed in
response to the demands of readers or to a deepening undcrs.tandlr?g. of
the materials on the author’s part. Although most manuscripts divide
The Tale of Sagoromo into four books, each with an cl(?gantly written
introductory section, it is from beginning to end an umntcrrupted ac-
count of ten years in the life of Sagoromo, a prince of the hlgbest rank
(the son of the kampaku and the nephew of the emperor). He is blessed
with extraordinary beauty and intelligence, as the author frequcn.tly
reminds us, but to the end is unsuccessful in his love for his cousin,
Princess Genji.”* Other loves or worldly honors, even becoming emperor,
give him no pleasure because of this frustration, and as his despair
accumulates, his thoughts turn incessantly to “leaving the world” as a
Buddhist priest. The work concludes as Sagoromo gazes out over an
autumn garden in the deepening twilight, and wonders about the nature
of the karma that has caused his life in the present world to be so
unsatisfying. / o

The Tale of Sagoromo opens with the quotation from Po Chii-i Pralsed
by the lady of Story Without a Name, then abru'ptly. plungcs into an
account of Sagoromo’s secret love for Princess Genji without identifying
by name either Sagoromo or his beloved. After a few pages tl'.IC story
begins again, this time in a more conventional manner, suggesting (fie—
spite the evidence of Story Without a Name) that the present opening
may represent a corruption in the text. The second opening is also rather
unusual because it sets the story in recent years (komo koro), though
monogatari generally were set in some vague but distant past. There
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fortunate exception of Sagoromo) is distinctly drawn. It is possible to
find in Fujitsubo the model for the inaccessible Princess Genji, though
the two women are quite dissimilar; and the other resemblances dis-
covered between characters in the two works often seem to be products
of the tacit conviction that The Tale of Sagoromo could not but be derived
from The Tale of Genji (or, at any rate, from some monogatari written
earlier in the Heian period).*

The most memorable characters in The Tale of Sagoromo are un-
sympathetic. The menoto is not simply a mischievous matchmaker but
an evil woman whose momentary feelings of sympathy for Asukai do
not last long. There is certainly no model for the menoto in The Tale
of Genji, and the closest example of an evil woman, the stepmother in
The Tale of Ochikubo, is hardly more than a cartoon.

Shikibu no Tayu is another disagreeable character, but there is humor
in the portrayal. Once he finally realizes his desires and is actually lying
beside Asukai he indulges in self-advertisement, presumably in order
to persuade her how lucky she is to have found such a splendid man.

A comic interlude (which occurs just before Asukai is abducted)
describes Sagoromo’s visit to the unsophisticated Princess Imahime. She
is a foolish young woman, but she is neither vulgar like the Lady of
Omi nor hopelessly out of touch with the times like Suetsumuhana. The
note of coarseness in this section comes not from Imahime herself but
from the ladies of her entourage who gape at Sagoromo, make inde-
corous comments, and so on. One gets the momentary impression that
this was what most court ladies of the time were really like, though
such women do not appear in The Tale of Genji or other works of the
high court tradition.

The resemblances between Sagoromo and Kaoru have often been
pointed out. Kaoru was perhaps the figure in The Tale of Genji who
appealed most to the readers and authors of the later monogatari, and
it is not surprising that some of his characteristics should be found in
the hero of The Tale of Sagoromo. He and Sagoromo are alike in their
failure to win the woman they love most, and various other resemblances
exist, but they are unalike in the most crucial respect: Kaoru is a mem-
orable creation, a man of complex character who is so tormented by the
secret of his birth that he is incapable of achieving even momentary
happiness, but Sagoromo is hardly more than an instrument of the plot
of The Tale of Sagoromo. If Sagoromo had been drawn as effectively as
the surrounding characters this would be a monument of Heian
literature.
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Of the four books of The Tale of Sagoromo, the first is the best. The

second is concerned chiefly with Sagoromo’s secret affair with the Second
Princess, a woman he could have married and possessed with the ap-
proval of the emperor and the whole court. The theme is intriguing,
but the plot becomes unwieldy when the empress, learning of the preg-
nancy of her daughter by an unknown man, decides the only way to
avoid disgrace is to pretend that the baby about to be born is her own.
Even amid such improbable plot developments there are passages of
startling directness. When, for example, Sagoromo learns for the first
time that the Second Princess’s baby is his, he “blushes violently,”? a
reaction one could hardly imagine of any of the men in The Tale of
Genji. The third and fourth books are built around two oracles, one
that forbids Princess Genji to take Buddhist orders (and thereby leads
to her becoming the high priestess at the Shinto shrine of Ise), and the
second that decrees Sagoromo must become the emperor after the direct
succession to the throne has been broken. These books are inferior to
the first, but the account of the chilly marriage between Sagoromo and
Princess Ippon (likened unconvincingly by the critics to Genji’s marriage
to Aoi) is excellently evoked.

The style of The Tale of Sagoromo was much admired. Like other
monogatari of the Heian period, the text is written mainly in kana with
only occasional words of Chinese origin written in kanji, particularly
words referring to Buddhism. The conversations sometimes seem re-
markably close to colloquial speech, and there are even a few coarse
words,* but little else distinguishes the language from that written by
Murasaki Shikibu sixty or seventy years earlier. Among the features it
shares with The Tale of Genji are the soshiji, the passages in which the
author directly addresses the reader. The Tale of Genji is referred to
several times, as a work of fact rather than fiction, and mention is also
made of The Tale of the Bamboo Cutter, The Tale of the Hollow Tree,
and other monogatari, emphasizing the statement made near the opening
of the work that this was a story of more recent times than the others.

The more than two hundred poems in the text were highly rated
by Fujiwara Teika, and at the time of the composition of the Shin
Kokinshi the work was considered to be no less essential an object of
study for aspiring poets than The Tale of Genji.** The poetry forms an
integral element of the style, epitomizing the action and supplying leit-
motivs for the different persons of the book. In addition to the original
poems, there are many quoted from the Kokinsha, the Gosenshii, and
other official and private collections. The Tale of Sagoromo has a profes-
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sional competence that is still impressive, but the author could not rise
to the supreme test of creating a hero worthy to stand at the side of
Prince Genji.

WAKEFULNEss AT NIGHT

The monogatari next most highly praised by the ladies of Story Without
a Name was Yoru no Nezame® (Wakefulness at Night). The title is a
reference to the opening sentence of the work: “Much have I seen of
the varied and devious ways of love, but the romance of the lonely,
wakeful ones, bound by deep love yet doomed to suffer, seems the
strangest of all.”* The word nezame (wakeful) suggests the woman
whose anxiety over not being able to meet her lover causes her to wake
at night and lie sleepless. It was used in this work also as a kind of
nickname for the heroine, whose many worries kept her from sleeping
soundly.

Fujiwara Teika attributed this monogatari to the daughter of Taka-
sue, known chiefly for The Sarashina Diary.” It is the custom of modern
scholars to reject such attributions when unsupported by other evidence,
but Teika’s opinion has been cautiously revived in recent years.* If there
is little evidence to support the theory, there is equally little reason for
rejection. In any case, it is hard to avoid the impression that it was
written by a woman, and it has been suggested, on the basis of a study
of known facts of the life of the daughter of Takasue, that the work
possesses the features of an autobiographical novel.” Most authorities
believe that Wakefulness at Night was written between 1045 and 1068,
though the composition is placed considerably later by others.*

The completed work, consisting of four parts, was originally perhaps
half the length of The Tale of Genyji, but at some point the second and
fourth parts were lost and less than half survives.”” It is possible to
reconstruct the general outlines of the work from later adaptations, but
much has been irretrievably lost, and discussion of Wakefulness at Night
can only properly be made of the two books that remain.

The critical attention bestowed on Wakefulness at Night by Story
Without a Name is more satisfying than its treatment of The Tale of
Sagoromo, though the author once again seems to enjoy finding fault
more than bestowing praise. The section devoted to the work opens,

There is nothing specially impressive about Wakefulness at Night,
and no scenes that strike one as being particularly remarkable, but
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from the outset it describes just one person, unwaveringly depicting
that person in a most profoundly affecting manner. One can easily
imagine what intense feelings inspired the author to create so rare
and deeply moving a work.*

The accounts of specific parts of the work that were praised or
dispraised by the ladies of Story Without a Name are valuable because
they preserve poems and other excerpts that would otherwise have been
lost, but more important than the particulars of their criticism is the
high overall ranking they give to Wakefulness at Night and their rec-
ognition that the work is devoted to only one person, the heroine,
Nezame. Although earlier monogatari, including The Tale of the Bamboo
Cutter and The Tale of Ochikubo, have a woman as the central character,
this is the first work of fiction to deal in a mature manner with a
woman’s thoughts and emotions. Again, unlike most earlier monogatari,
Wakefulness at Night contains very little action, contrasting notably with
The Tale of Sagoromo in which the author, though rarely entering into
the thoughts of the characters, gives a full account of their actions. The
style is also reminiscent of the diaries of the court ladies, especially The
Sarashina Diary. During the course of the narration the names of several
historical emperors are mentioned, in this way setting the events about
a hundred years before the time of composition, but no attempt was
made to contrast the past and the present. Probably the author was
merely following the tradition of setting monogatari in the past.

The story is an unbroken account of events in the life of Nezame,
especially those relating to her love for the high-ranking courtier Nai-
daijin. At the opening of the work we are told a little about her family
background. Nezame was the daughter of an imperial prince who had
relinquished his position in order to serve as a minister. He had four
children, and after the death of both his wives he decided not to remarry
but to devote himself entirely to their education. His favorite among
the children was Nezame, his second daughter, who was the most gifted,
especially in music. When she has learned all her father can teach her
about playing the biwa, a celestial being appears in a dream on the night
of the harvest moon to teach her even more difficult works. He reappears
in a dream on the same night of the next year; after teaching her five
more pieces, he announces that this is his last visit, and predicts that
the life of so unusual a person as Nezame will be filled with grief and
anxiety, a prophecy that proves to be all too true.

The celestial being’s music lessons may recall the intervention of the
supernatural child in The Tale of Sagoromo, and both occur early in the
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as Naidaijin thinks, that she is only feigning possession in order to
discredit Nezame; but gossip soon reaches the ears of Nezame, who is
appalled to think people may believe she is capable of the malice of a
living ghost. Much of the third part of Wakefulness at Night is devoted
to an account of the despair the rumor produces in Nezame, especially
at the thought that Naidaijin may believe it. She reflects,

So he believes it. If such a spirit appeared and said such bizarre
things, would he hesitate to tell me about it if he did not think it
genuine? He seems to believe it is true. How he must wish to sever
completely all ties with me. In this case, his careful politeness is all
the more humiliating. If I thought that every time he is with his
wife my spirit flees from me and is with him at her side, I would
loathe myself. But is it possible I appeared before them?*

Nezame’s doubts concerning Naidaijin and the self-torture to which
she subjects herself are typical of the work and contribute to its specif-
ically modern quality, even though her reflections are occasioned by an
unmodern dread of being perhaps a “living ghost.” Nezame's fear is so
acute that she decides to “leave the world” and take orders as a Buddhist
nun, but in this, too, she is frustrated, first by Naidaijin’s intervention,
then by the discovery that she is once again carrying his child. The
prediction made long before by the heavenly being who appeared in
her dream, that she would know much suffering, has proven to be all
too true.

Wakefulness at Night is deeply affecting, even in its present truncated
state. The characters linger in the mind not by what they do but by
what they think, and in this sense it represents an advance as a novel
over The Tale of Genji, though it lacks that work’s encompassing vision
of the court society and its richness of detail. It is novelistic also in the
resolutely prosaic style and in the comparative scarcity of poems. These
factors probably militated against its reputation in its own day but
contribute to the prevailing impression of modernity. It is an extraor-
dinary work, as close as the Heian storytellers ever came to creating
what even purists might call a novel.

Tue Hamamatsu MippLE CoUNSELOR®

The same postscript to Fujiwara Teika’s manuscript of The Sarashina
Diary that identified the daughter of Takasue as the author of Wake-
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fulness at Night also credited her with Hamamatsu Chinagon Monogatari
(The Tale of the Hamamatsu Middle Counselor).®® The title of the work,
as given by Teika and other early sources, was originally Mizsu no
Hamamatsu (The Pine on the Beach at Mitsu), derived from a poem by
Chiinagon, the hero:

hi no moto no The pine on the beach

Mitsu no hamamatsu At Mitsu in the country

koyot koso Of the rising sun

ware wo kourashi Tonight—it seems to miss me—
yume ni mietsure® I could see it in my dream.®

Teika’s attribution of the work has been bolstered in recent years
by comparative analysis of The Sarashina Diary and The Hamamatsu
Middle Counselor, especially the importance of dreams in both. Some
scholars are now reluctant to accept the daughter of Takasue as the
author of Wakefulness at Night, but hardly anyone doubts she wrote
Hamamatsu.®* The dating of the two works divides the critics. Those
who believe she wrote both works opine that Wakefulness at Night came
earlier,”* but those who think she wrote only Hamamatsu are sure that
Wakefulness at Night was written much later. Judged in more subjective
terms than Japanese critics have been willing to employ, it is easier to
imagine the wonderfully sensitive author of The Sarashina Diary as the
author of the no less sensitive Wakefulness at Night than of the pedestrian
Hamamatsu but, obviously, the authorship and dating of both works
have yet to be determined.

Hamamatsu survives only in texts that lack the first chapter (or,
possibly, chapters). Until 1930 it also lacked the concluding chapter, but
two manuscripts were discovered at that time. Our knowledge of the
lost opening is derived (as so often) from the account in Story Without
a Name and from poems quoted elsewhere. We can gather that the
work began with the unhappiness of the hero, Chiinagon, over his
mother’s hasty remarriage after his father’s death. This sounds like
Hamlet, but there are no further resemblances. Chiinagon has a dream
revelation that his father has been reborn in China, and he decides to
travel there. At this point the surviving text begmns.

A summary of the plot of Hamamatsu is likely to do it more than
justice. The prominence of dreams and reincarnation is intriguing; that
was what attracted Mishima Yukio to the work when he began to write
his final tetralogy, Hoj6 no Umi (The Sea of Fertility). However, the
narration unfortunately does not live up to the promise of the themes.
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Th i i i
e poem has the grace typical Of many Kokinshzipoems,  but suyrely
has no Spec|a| depth, it seems to be little more than expression of

pleasure that the summer heat has a last ended. The first three lines
of the original (the last three of the translation) = considered by most
commentators o be a ““introduction” (jokotoha), et directly related by

meaning to the last wo lines of the original_The two parts of the poem

= linked byun, = intensifying prefixfor mezurashiki, meaning “fresh”
o ““ynusual,’”but also the “|ining'(um) of the husband’s robe. Mention
of the lining w=  probably intended  t indicate that the husband  had
changed this day, the first of ayumn,  from = unlined 1w . lined robe.
The poem is classified in the Kokinshi? = « seasonal poem, but the

“borrowed™ poem in the Shin - Kokzm/laby Fujiwara o Ariie (1155
1216) is = love poem:

sarade  dani Even  without  thjs,
uramin - to  omou I think 1 would resent her:
Wagimoko ga The  autumn wind  blows

koromo no  suso ni In the hems of the
a/(ihazem flt/(ulz The  woman

garment
I love is \wearing.

Despite the resemblances of vocabulary t  the  source poem,  this
poem  creates + quite dissimilar effect.  The  autumn (ak|) wind  here
suggests "¢ melancholy atmosphere surrounding the end of « love affair,
and there ae  overtones of the homonym aki’ “weariness” o ““boredom.”
Uramin  means “I would  resent,”” but wa min is ““to s the inside (or
lining),”* metaphor for the inner thoughts of the beloved. The poem
an  be expanded in translation: “Even if this had not happened [even
if the autumn.al- wind -had not stirred the hems of my beloved’s robe 1
reveal the lining], ! think I should still have detected her inner feelings
of apathy and resented  them.” Although imagery ws borrowed  from
the Kokinshfi,the poern has been transformed out  of recognition.

Such complexity, made possible because  of the s of punning in
E1)&1tpantr-?se, may wose  doubls about the sincerity of the poet’sexpression,
ut when honka—dori was Successfu“yemployed, the new poem could
i .

SI|-| be personaL regard|ess of the extent of the borrOW“r]g'The uncov—
ering of  source poems ~ has long been . favorite pastime of academics
involved  with Japanese poetry. Sometimes  new light is thrown o
poem by revealing s inspiration, but there is « tendency ®© imply that
once the sour-ce poem has been diSCOVerEd, everythlng necessary to an
understandlng of the new poem Stands  revealed; the we of words and
their sounds, the basic concem of any poet, is often passed o without

The Age of the Shin Kokinshfi 647

comment.”  But the fact that the themes of 5, Shin Kokinshz?poems
wee  borrowed  from earlier collections  should not gyggest that its poets

composed i = claustrophobic atmosphere °f rigid conformant®
old traditions. The  resonance given to a poem by!itS echoes in the past

ws e jmportant © these poets than asserting their individuality,
but their v we Of the old jmagery imparted richness and complexlty,
and that is what makes their poemg - distinctive.

Borrowings from  prose,  most often from Tales o The Tale qof
Genji, 14w also made w0 enrich the poetic associations, but the sources
from which the Shin Kokinshi? poets most ~ often borrowed — were  poems
that had been composed = three hundred  yeqrs earlier in what was
perceived © have been the golden age Of the Heian —cout A nostalgic

looking back 1o a  age when the cout  gociety wes untroublé}d fears

of disorder may account for the ““neoclassicism”  discernable in theSh'”
Kokinshzi poetry,15==  though the unhappiness overtlyoicedir‘l‘e
poems W almost always restricted o the poet’sown life. It s difficult,
however, t imagine that there was no relation  between  the emergence

of honka—dori a a COﬂSCiOUSly practiced artistic discip"ne at the end of
the Heian period and the reduced circumstances of the lives of the

aristocrats  that made any  OF them yeqr  for the happier times evoked

by the poetry of the past.
Composing allusive  variations onthe - old yeppy h2dlong gpryed

aspiring Japanese poets * @ preparation for expressmg themselves
their  own voices, but with Fujiwara Teika it became a bablc part 0

poetic praxis, and (as « often in Japan) this involved h creation  of
rules  governing the at In various critical works he laid down such
prescriptions = (1) borrowing should  be panoqq)yfom - the ﬁrsrfree
imperially commissioned  collections, the Kokznshd, the Gosenshu, #nd
the Shiiishii;l6 but not  more than o o ftwo, o at the most wo and a
half lines should be taken from the source poem;  (2) the borrowed
elements  should  be in . different  place within  the poem from their
position within  the  source poem: and (3) the main theme of theoriginal
poem should be s altered that, for example, = seasonal  pgem s turned
into 2 love o miscellaneous poem.l?'t v strictly forbidden o borrow

from the poets of recent times, let alone Contemporaries".

i seem as i f - . .
't might w=n = If the adoption °" honka—{gcirintrinsicpart
of poetiC dlSCllene would have tended to impair the  creative imagi—

nations  of Japanese poets, but within the limits of the rUIG§Or honka—
dori laid down py Teika there  wes  Still  room for entirely personal
expression, = the poets Of the Shin  Kokinshzi demonstrated again  and

again.



