











Prefaces as Sino-Japanese Interfaces

(20) — 367 —



H A A8 3

E=Fiacalis at the time when the spring flowers are blooming,

K BB longings for composing poetry never cease

kA BAK during nights when the autumn moon is bright

IS 7 BRIC voices of poetry recitation are ever busy.

TEEE The monk Gydki*

Fo 2iajige when approaching Naniwa Ford

BRI REFHEIE dedicated a poem to Bodaisenna;

EERR And Bodhidharma

BEREM upon reaching the Tomi-no-o River

FREEEXF gave a poem to Prince Shotoku *!

R EHBEEEET T 282 Since in high antiquity there where already beautiful stanzas
celebrating emperors and rulers,

ESMERTEECFER how could there not be songs recited today to pray for His Majesty’s
precious old age?

BRI EHET I dare to present four poems, which go as follows. . “

The preface sketches a vast historical timeline of poetry from the Age of Gods to the human
present. The multiple meaning of “okori/kyé B> as “rise”, but also as “stimulus” to poetic composition—
and in its most technical meaning the rhetorical figure of “evocative image” fiom the “Six principles”
[rikugil—suggests a historical, but also psychological, timeline. Thanks to the multiple meanings of a
single word, poetry is summarized as a practice with historical pedigree, as a timeless human instinct, and
as its concrete manifestation in the particular thetorical trope that is part of the “Six Principles ”

As in the Mana Preface, Naniwa Ford and Tomi-no-o River are evoked simultaneously as seminal
locations for early poetic exchanges. However, this waka preface exchanges some of the actors and gives
the practice of poetry a more Buddhist, possibly particulatly auspicious, slant for an imperial birthday

celebration. In the Mana Preface, the scenes at Naniwa Ford and Tomi-no-o River had embodied the

“ The itinerant monk Gydki (668-749), popularly considered a reincamnation of Maiijiist, is particularly known for his
charitable care for the common people. After refusing the honor to perform the eye-opening ceremony for the Great Buddha at
the Todaiji, he set out for the seashore to welcome Bodaisenna (704-60), an Indian monk who reached Japan via China in 736
and to whom he entrusted the ceremony. Upon their first encounter at Naniwa Ford they exchanged waka, confirming that their .
meeting had been determined by fate. Gyoki is considered a descendant of the Korean envoy Wani mentioned in the Kaifiisé
Preface He is a popular figure in setsuwa stories. Waka attributed to Gydki appear in the Shiishd, in the ShinKokinshi, and in
the ShinChokusenshii.

4! Prince Shétoku (574-622) allegedly covered a man who was suffering from hunger and cold with his fine robe. This man
turned out to be an incarnation of Daruma (Bodhidharma), the founding figure of Chan Buddhism They addressed and
thanked each other in waka. The story of Gyoki and Bodaisenna, and of Prince Shétoku and Bodhidharma appear together, like
in this poem, in the 13% century setsuwa collection Shasekishii ¥4 . See NBIK 85, ed. by Watanabe Tsunaya (Tokyo:
Iwanami shoten, 1966): 252-56.

# Kakimura Shigematsu (ed ) Honch6 monzui chiishaku (Tokyo: Naigai Shuppan Kabushiki Kaisha, 1922): 596-98.
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exchange of poetry between a ruler and his subject, namely between Emperor Nintoku and the Korean
envoy Wani and Prince Shétoku and the monk Daruma respectively. Nochid replaces Emperor Nintoku

’ and Wani with Gyoki and Bodaisenna. The substitution is especially apt, since Gydki was considered a
descendant of Wani. The disposal of the Confucian subject-ruler dynamics from the Mana Preface in
favor of a Buddhist rhetoric of expedient conversation between foreigners in the universal tongue of waka
may appear minor, but it imposes a significant change on the entetprise of waka as a whole, and in
particular on the waka composed for Emperor Murakami on his birthday.

This adaptation of elements from the Mana Preface to a Buddhist cause could go much further

The Honché monzui contains a preface that Fujiwara no Arikuni SR A [E (943-1011) wrote for a set of
poems on the Lotus Sutra. For a waka preface it is a remarkably long piece. Followed by a second part
that gives examples of compositions on Buddhist themes, the first part is—quite surprisingly—a partial

rearrangement of the Chinese “Great Preface” with some variations:

BEEL AT “On praising the 28 chapters of the Lotus Sutra”

M ET Tzt A waka poem is that to which what is intently on the mind goes.
AZBAE It is used in smaller communities

R FEZR as well as larger states.

BB When emotions are stirred inside,

L2 words take form on the outside **

TEERE R BE Phrases of happy roaming and banqueting

SEE are joyful and serene,

L g Pk o while chants of mourning and exile

XEE are sorrowful and sad.

THREERIZ ) Expressions for travels and parting banquets

ERIESS are pitiful, even resentful,

BIERECR While longing for warblers, blossoms, happy ducks and water cress
AYE is arrogant and full of conceit.

EEMATIZAG From the age of the Gods to human usages,

B\ it [waka] are the beginning of our local customs.

BRI E Because we use “responses” as stanzas,

“3 This is the first part that paraphrases ideas from the “Great Preface” to the Classic of Poetry such as the “intention” in the
mind that comes out as a poem, the use of poetry on various levels of society, the possibility to understand the life reality of the
poet from the tones of the poetry.

“ The text has Morohashi. Dai Kan-Wa jiten no. 10385 ( } +X).
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Bk B they are the ultimate in the recitation of poetry;

LR R4 and since they are called “songs,”

FOERZ =AM they have the beauty of “songs tesponding to each other ”

HER Their origin goes far back.

BB LSRRGS Some time later somebody responded to the imperial order to collect
[poems] old and new

NEB RIS and at some point the idea arose to compile poetry of present and

ast,

BHBEEEFNRERE Is)tal’ting from the Man "yéshii to the various House collections,

BEES a good number of scrolls.

ETRER Ever since its beginnings [poetry] thrived:

TEEEEEFME E & 5521k A The monks Gy6ki and Baramon, both reincarnations at [Emperor
Shému’s] court,

Rac#EED were authoritative exemplars of foreign [Buddhist] customs.

BEUMmpek Their longings for Spirit Mountain*® turned into poems

HE AT and they thus left behind their promises to stay truthful.

TELL@E TR~ ARt Monk Kazan was a teacher of the people in the Gangyé era [877-
885],

FUERIEE 2 FEfEt priest Sosei an itinerant scholar of the Engi era [901-923].

Fiekst%E Al Many of the poems they composed still survive in people’s oral
memory.

HERECH# Yet, although they were stitred [to write] on [natural scenes] of wind
and clouds,

RENETERRE They never chose the “Flower of the Law” as a poetic topic (..) ™

The preface unfolds in three stages. First, it offers a medley of almost literal quotations from the
Chinese “Great Preface”. The plant metaphor from the opening of the Kokinshi Prefaces is replaced with
the “Great Preface’s” famed statement “[ Waka] poetry is that to which what is intently on the mind goes.”
This crucial dictum of Chinese poetics had not been included in the Mana Preface, but Arikuni
nevertheless pounds on this weighty formula in his opening line. Also, Arikuni’s piece puts a greater
emphasis on poetry as a “local” Japanese custom [kokufii] “used in smaller communities and larger
states,” and the Mana Prefaces’s explanation of the relation between poetry and the psychological state of
its author at the moment of composition is further developed. The “Great Preface” had claimed that—

based on this relation—poetry could serve as a diagnostic tool of the government under which the poet

% This refers to the Indian mountain where the Buddha preached the Lotus Sutra. “Rybzen” is an abbreviation for “Rydjuzen”
[Z2%(L1], an appellation that evoked the eagle-head shape of the mountain.
% Kakimura Op. cit., 606-8.
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lives and composes But the Mana Preface had eliminated the diagnostic and critical potential ascribed to
poetry in the “Great Preface” and had instead toned it down to a general interdependence between
stimulus and response, between circumstances of composition and corresponding poem. Arikuni’s
emphatic description of poetic moods that go with particular circumstances such as mourning o1 exile,
travel and parting or seasonal stimuli such as warblers or blossoms is an expansion on the Mana Preface’s
simplified stimulus-response theory. Thus, the first part of Arikuni’s preface harks back to claims of the
Chinese “Great Preface” that had been left out in the Mana Preface; it also consolidates some of the
alterations the Mana Preface had boldly imposed onto the “Great Preface.”

The second section of the preface evokes the historical origin of poetry in the Age of the Gods and
adds interesting twists to the account of the Mana Preface; however, the text returns immediately to the
timeless psychology of composition by offeting an analytic etymology of the term “waka” that the Mana
Preface had not capitalized on: “songs” [uta/ka)] sung “in response” [kotau/wa] is a welcome shorthand
for the art of waka as a vocal outpouring of emotion as well as communal enterprise. Then, in an
interesting return to the discussion of the origins of poetry, the preface silently skips over the Mana
Preface’s claim that Susand ought to be credited with the first poem in Japanese history and jumps instead
to Gyoki and Bodaisenna, who had replaced Emperor Nintoku und the Korean envoy Wani in Fujiwara no
Nochid’s preface discussed above. Again, the waka tradition is connected to Buddhist progenitors Unlike
their secular poetry colleagues who would have been moved to write poetry by flowers and birds, they
find inspiration in their longings for “Spirit Mountain,” in remembiance of the Buddha’s teaching.
Accordingly Arikuni’s preface calls for a new era in poetry which should emanate from allegorical
“flowers,” such as the “Flower of the Law,” the Lotus Sutra. Arikuni suggests replacing the nature
enjoyed at excursions and banquets with a poetic search for the “nature” of Buddhist truth.

The preface is a four de force. It starts with a weighty and vague gesture from the “Great Preface,”
worshipping a literalness that almost reptimands the Mana Preface for its omissions. It then continues to

declare waka the discharge of religious yearning and finally proposes to literally “transplant™ the practice
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of writing waka into the Buddhist landscape of the Lotus Sutra. Arikuni’s preface beautifully illustrates
that the genre of Heian waka prefaces not just regurgitated stock phrases fiom the Mana Preface, but put
its rhetoric to astonishing new uses. Arikuni’s piece speaks vividly to the Mana Preface’s potential for
translation into radically different contexts; though still basing himself on the rhetoric of the Mana Preface
Arikuni abducts poetry into Buddhist realms by allegorizing its textual surface. His remark that nobody
has so far chosen the “Flower of the Law” as a poetic topic shows his awareness of the novelty of his
preface and the accompanying poems.

In the Late Heian period, the rhetoric of the Mana Preface was also twisted into amusingly secular

directions. A preface by the Late Heian poet Fujiwara no Munemitsu R 5%, composed in the fourth

month of 1104, is an entertaining illustration of this tendency

BERET RIS AERAR—EHF
Composing together on “Voices of cuckoos are few” at the Toba
Palace®’ in early summer. A waka with preface

FEANEEHUKIFECE The cuckoo has since ancient times been the companion of “great
things,”

Pl Rt whe%her you take him as go-between with brush and ink

DA s 38 or in order to instantiate the principles of the “Odes” and “Hymns™*®.

EEEE Thus, when finally hearing its voice,

EEIG SRR one gazes to the end of the clouds with galloping longings,

ERIRRE and if the lingering desires are not yet satiated,

RS EE one turns to the woods and pricks up one’s ears.

TRHEFHILE At such a time we, a dozen fellows

+HHE in the service of Retired Emperor [Shirakawa],

BB R belonging to those Kyfishil officials with time on our hands,

BAEMER deployed the “five blossoms” [mats] and set up a hermit residence®

HIanFRER First a drinking banquet was ordered,

BELSHIE B during which lips were moistened with wine-dew from Southern
Regions,

BEERE then we chanted poems of Yamato;

*7 This probably refers to the S FIB¥, the Toba Palace that Emperor Shirakawa built in the Fushimi area South of Kyoto after
becoming Retired Emperor in 1086.

*8 Together with the “Airs” [, the “Odes” [%#], and “Hymns” [4§] are the three parts of the Classic of Poetry and belong to
the “Six Principles” of poetry [rikugi]

* [Ch. kaopan, J. k6han). The meaning goes back to a poem in the “Airs of Wei” £/, of the Classic of Poetry. The poem
relates a hermit’s happy life in reclusion According to the authoritative Mao interpretation, it was intended as critique of Duke
Zhuang of Wei, who ruled less wisely than his father and caused many a worthy official to retire into reclusion
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SAERT T Z A and our diction followed the “airs” of Hitomaro.

BELIZB AR Since voices of cuckoos were few,

REEEmME We ended up taking that us our topic.

N To entertain ourselves

ANERIREEE < 38 we did not just record the excursion of our bunch of “phoenixes of
the Immortals’ Cave”

EREmg s H but also had two types of “stimuli”>’: poems and wine.

TN BT Z it Also we wanted to get to know the Toba Palace in Yamashiro

BHUk{-E %8s and had indeed a merry time among benevolent mountains and wise
waters *!

HEFH The lyrics say:”

Munemitsu joyfully contradicts the Mana Preface’s lament that waka poetry is abused as a
facilitator of “good affairs” and amorous exchanges *> Here the cuckoo, known for its voice that calls forth
inescapable yearning, is the incentive to composition In the same situation the “stimulus” of the “Six
Principles” is watered down to wine—though not women— and song. Also, as tongue-in-cheek name-
dropping, three other of the “Six Principles” are mentioned— “odes”, “hymns” and “airs”—whose high-
minded pretenses stand in comic contrast to the consciously casual scene. The party is pleasurable and
spontaneous; the partygoers, posing under the comical pseudonym of “phoenixes of the Immortals’ Cave,”
have a good time writing waka and decide to write a preface only on the spur of the moment. Not only is
the topic somewhat randomly chosen —they take what is at hand; but the scarcity of the voice of cuckoos
is in itself an undeniably anticlimactic topic. Longing to write poetry comes fiom the call of the cuckoo,
not from the perception of its absence. In line with the comical tone that enjoys blending the cultured with
the vulgar, the preface closes on a slapstick move. The moral geography of the wise who enjoy streams
and the righteous who 1ejoice in mountains is a kanbun cliché from the Analects, which already in the
Kaifiis6 had become an idiomatic expression for an ideal landscape contemplated by refined Confucian

gentlemen, most often the participants of the very imperial outings eulogized in the Kaifiisé poems.

3% Also one of the “Six Principles” [rikugi] of poetry.

5! See dnalects 6.23.

32 Fusé kobunshit: 6.

% See the Mana Preface: “Those infatuated with love affairs, used [waka poems] as ‘messengers of flowers and birds’[to their
beloved] and those begging for food used them as a go-between for their daily subsistence” HiffaZ F MUHBEEZ{HE &

RZF DULRIESHZBYER. Katagiti Op . cit, 2923
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Munemitsu, however, adopts a less solemn tone so that, for once, Confucius is pleasantly abused for
having a truly good and merry time.

Again, echoes from the Mana preface—such as “love birds,” the joking evocation of the “Six
Principles,” Hitomaro as the guiding spitit of waka poetry—populate a narrative of merry intoxication and
adjust aptly to the venue. In Arikuni’s and Munemitsu’s prefaces, pieces fiom the Mana Preface are fitted
into new semantic environments Arikuni twists them to make waka into the mouthpiece of Buddhist

devotion, while Munemitsu styles them into the unbridled side-effects of a drinking party of idle officials

V ¢. The Mana Preface as Precedent for Waka Prefaces: Puns and Poetics

Apart from the creative adjustment of passages from the Mana Pieface, some claims of the Mana

Preface lived on in the genre of waka prefaces as metaphors and puns. Metaphors such as the plant

metaphor in the beginning of the preface provided a tempting opportunity to conflate landscape and

season with poetics and composition. An example by Fujiwara no Aritsuna (-1082)** can illustrate this

gesture:

EBKE TR “Composing on ‘Fallen blossoms cover the path’ in late spring”

HBEZE During the Jiryaku era (1065-69),

R E at the time when spring was at its brightest,

EEFEZTETE some twenty Palace attendants

RBIRE < K& spontaneously took advantage of a day off from the Palace

b2 =p AN iTfriow and headed for the far outskirts of the city for an excursion.

EBHECERS They refrained from giving themselves to all kind of sorrows

BE=Fon gt and could rejoice in the joys of the three months of springtide.

THF At that time

FEEIR A TEIERE the gentle breeze [or: our Japanese custom of writing waka] moved
the branches, and fallen blossoms [or: poems] covered the path.

EEHMEES When remaining snow blocked the way and it was difficult to pass,

SRR B we inquired about the traces we had left behind with the voice of the
song-singing warbler;

BEELGX and when dense fog closed in on us and it was easy to get lost,

FREREREZEEL we entrusted the road ahead to the instinct of our harnessed horses.

54 Aritsuna came from a family of Confucian officials He reached the position of Head of the State Academy The preface is
preserved in the mid-12" century Honché zoku monzui.
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FHaRT AN B Inspired by the precedent of Hitomaro’s secret matters,
HGRCTER 2 R we wanted to record the overwhelming vista of the blossoming trees
HFAH The lyrics read:”*

On one level, the preface talks about the charms of spring and about natural instincts: Spring is at
its best, a bunch of palace officials take off on an improvised excursion and end up writing poetry about
the marvelous scene. They are led on by the superior instincts of other living creatures that are more
receptive to the vernal landscape: The singing warblers and the horses make sure that the party does not
get lost on its way However, at second sight, the preface superposes a poetological landscape on its
natural counterpart. The “gentle wind” can also be read as the “custom of Japanese poetry”, which moves
the branches, so that “blossoms”—which according to the plant metaphor of the Mana preface are
manifested poems—fall on the path. Although the horses have truly no place in the superimposed poetic
landscape, the song-singing warbler is both the creature sharing the same landscape with Aritsuna’s
company, but it is also the bird from the Mana Preface®, which both sings its own “poetry” and inspites
humans to do the same. When the party 1ecords the “overwhelming vista of the blossoming trees,” the
blossoms on the trees are, again, both the flowers in immediate sight and also the recorded poems
themselves, as they sprout from the “soil of the heart”—in the words of the Mana Preface. To continue the
double architecture of the scene, the natural warblers and horses help out the humans’ lack of instinct to
move through the natural landscape, but the poets are also guided by one particular human instinct
through the poetic landscape, namely the teachings of Hitomaro. Horses and warblers guide by natural
instinct, whereas Hitomaro guides by precedent and inspiration, producing the summation of a cultivated,

educated instinct of poetic creativity moving through its own subject matter—Ilandscape.

VI. Conclusion and Outlook

55 Kuroita Katsumi (ed ). Honché monzui. Honcho zoku monzui Shintei z6ho Kokushi Taikei 29 (Tokyo: Yoshikawa kdbunkan,
1966 ): 167.
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We have used what we might call the “back door” to the Kokinshii prefaces to get insight into a
very particular part of the reception history of Kokinshii poetics by focusing on the Mana Preface and the
Heian genre of waka prefaces it engendered. As I have argued, waka prefaces did not just repeat
expressions from the Mana Preface, but constantly mobilized their original significance to claim waka
variously as embodiment of sacred speech, as revered Japanese custom in proud awareness of its Chinese
counterpart, or just in order to have a good time in a landscape that houses a double architecture of nature
and waka poetics.

The early Japanese textual record is replete with interfaces between Chinese, Japanese and Sino-
Japanese phrases and concepts, but the genre of waka prefaces occupies a very peculiar spot As a genre
cast in kanbun diction prefacing a waka poem that required the adaptation of its diction and poetics to both
the waka poetic world and kanbun diction, it constitutes a hybrid niche among the various literary idioms
of Heian Japan. Put differently, the genre was nothing more than an artificially created interface that
reflected on waka from its linguistic outside and was always caught, as Fujiwara no Kiyosuke emphasized,
in the tension between the flavor of wabun content and the fagade of kanbun diction. Tracing the Mana
Preface’s afterlife in Heian waka prefaces has provided a rare opportunity to reflect on a thought-
provoking genre, which by its linguistic constellation was forced to be much more hybrid than other Heian

genres, in which the wabun and kanbun decorum were kept more strictly apart.
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