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Drodzy Czytelnicy.

To jubileuszowy, dwudziesty zeszyt naszego kwartalnika. Silva
laponicarum A #£ konczy niniejszym pie¢ lat. Dziekujemy
czytelnikom oraz autorom artykutow, ktére dane nam byto zamiesci¢
w ciggu tego czasu za wsparcie i wspotprace, z nadziejg na kolejne
lata owocnej dziatalnosci.

Zeszyt jubileuszowy poswiecony jest w catosci japonskiej literaturze.
Artykut dotyczacy idei flaneuryzmu w twoérczoéci Kaiji Motojird oraz
polskie tlumaczenie jego noweli ,Cytryna” poprzedzajg tekst
poswiecony humorowi u lhary Saikaku.

Kolejny zeszyt Silva laponicarum H #£ ukaze sie jako zeszyt
jesienny.

Kolegium redakcyjne E-mail: silvajp@amu.edu.pl

Poznan-Krakéw-Warszawa-Kuki, czerwiec 2009



Dear Readers,

This is twentieth fascicle of our quarterly. Silva laponicarum /7 #£
turns five. In hope for subsequent years of the Silva activcity, we
would like to thank our readers and contributors for their support
and cooperation.

The anniversary fascicle is wholly devoted to Japanese literature.
The article on Ihara Saikaku’s humour is preceded by the text on the
notion of flaneur in Kaiji Motojird’s prose and accompanied by the
Polish translation of his short story Lemon.

The next fascicle of Silva laponicarum /7 #£ will be issued as the
autumn fascicle.

The editorial board E-mail: silvajp@amu.edu.pl

Poznan-Cracow-Warsaw-Kuki, June 2009
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Anna Trzaska
Fldneur on the Streets of Kyoto

Kajii Motojird is usually considered to be an “I” novelist, since the author
himself is the entire topic of his short stories, though consequent avoidance
of exhibitionistic confessions, typical for rokotsu naru byosha technique
and proneness towards poetic description, places him on the periphery of
the mainstream “I” novel.' He is also being classified as a modernist’, due
to aesthetic orientation of his work and visible influence of European
modernist writers and philosophers.

Lemon, written in 1925, appears to be at the point of intersection of those
two seemingly exclusive yet complementary tendencies in Kajii’s writing,
which makes this short story such an exceptional literary work. By
complementary, here I mean a manner, in which self-centred and self-
oriented description converges with the creation of a modernist subjectivity
in a harmonious synergy.

My paper aims at singling out and describing the protagonist’s character,
which can be best described as fldneur. Reaching back to the beginning of
the 19" century, the history of the term is long and rich in shades of
different meanings. Moreover, nowadays this notion seems to be
undergoing a renaissance in the field of anthropology, feminism and
literary criticism as an important predicament of the post modern human
condition. All things considered, it may be interesting to investigate the
Japanese realization of the fldneur figure in Kajii’s short story.

The notion first appeared in French pamphlets and in dictionaries around
the year 1808 carrying a pejorative meaning, describing those who were
excluded from, or did not have a set position in the feudal society; that is
the homeless, the vagrants, those with no permanent address and
occupation. In the middle of the 19" century the term also appeared in the
Oxford English Dictionary with a slightly modified meaning, indicating
someone who wastes their time starring at the shop windows. Soon flaneur
became an extremely popular metaphor in the European literary tradition,
finding its greatest realizations in the works of Charles Baudelaire, Edgar
Allan Poe, Joris-Karl Huysmans and in the grand novels of Honoré Balzac,
Victor Hugo, Gustave Flaubert, Charles Dickens and Marcel Proust.
Introduced into sociological discourse by Siegfried Kracauer, it soon

"' Keene 1999: 537.
2 Melanowicz 1994: 155.
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became the central notion of Walter Benjamin philosophical essays and
literary criticism®.

In Kajii’s creation of the main, and the only, character in the Lemon, the
most important aspect seems to be the Baudelairian adaptation of
flaneurism. When the protagonist strolls along the streets of Kyoto, at some
point he imagines himself as a fancy, dressed up poet, which may be the
most direct, but definitively not only, reference to the author of Les Fleurs
du mal.

In the essay on Constantine Guy’s The Painter of Modern Life’, Baudelaire
points out the most important characteristics of fldneur: lone, sophisticated
and somewhat eccentric aesthete strolling down the streets without any
specific destination, taking pleasure from observing main streets with its
crowds and turmoil, as well as deserted alleyways as he passes them by.
Reserved and distanced from surrounding people and everyday happenings,
he is taking the role of an observer. Such a withdrawal expresses fldneur’s
ambiguous approach to the society. On the one hand, he is alienated from
the crowd, to which he does not, and does not want to, belong, but on the
other hand he is fascinated by it as an object of his thorough everyday
observation.

This description, with a little modification, could be also successfully
applied to the protagonist of Kajii’s short story. He spends his whole days
strolling down the streets, which are practically his home. He confesses
that, not having a place on his own, he stays with various friends here and
there. One can say that he is homeless in a way that all fldneurs are.
Practically the only activity which probably takes place in the enclosed
space of “home” is playing with the Nankin beads, which reminds him of
his childhood. This somewhat eccentric pastime bears resemblance to the
decadent search of unusual pleasures and syneasthetic exaltations, typical
for ultra-sensitive aesthetes, portrayed in the novels of Oscar Wilde and
Joris-Karl Huysmans.

Interesting is the fact that, unlike the French or British fldneurs who
fancied crowded streets with their theatrum of people, Kajii’s character
prefers not the main street turmoil but deserted back alleys with collapsed
stone walls, deteriorating little stores and shady corners. Could this
particularity of the Japanese fldneurism be traced to the classical aesthetics
with their notion of sabi; the apotheosis of the imperfect and impermanent
beauty? Or is it the consequence of a peculiarity of decadent taste, the

3 On the fldneur notion and its transformations see: Dzionek 2004, Loska 1998 and Zielnicki 1999:
99.
¢ Baudelaire 1998: 15.
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overwhelming feeling of tiredness and boredom with the culture and its
glare? Regardless, the city of Kyoto seen through the eyes of the
protagonist seems to be an entire space of his life and in a way it becomes
the important theme in the short story. The character wanders the labyrinth
of avenues and alleys in endless search of new stimuli that would attract
him. And again, his attitude towards the city is ambiguous; on the one hand
he is fascinated by its sober dark allure and decay, on the other hand he
wishes he would be somewhere else. He can call it Sendai or Nagasaki, but
eventually what he longs for is someplace else, someplace new which he
does not already know. He believes that in such a place his yearning for
social withdrawal and anonymity would be finally granted. Roaming his
way through Kyoto, he gives the reins to his imagination until he loses
himself, and dissolves his consciousness in the semi-imaginary world. It
seems that the character does not always remember where he is or where
he went, which is considered by him as a pleasant feeling. Becoming lost
in a city is one of the greatest pleasures of all flaneurs.

The phenomenon of fldneurism is often connected with the transformation
towards the wane of the places considered to be centres, ongoing in
European cities at the decline of 19" and beginning of 20" centurys. The
agora, or main square, is no longer the centre of the city, since there is no
centre as such; there is “only” a plethora of streets, alleys and avenues,
each of them having a unique character. The city centre is not a destination
any more. The “getting there” idea deteriorates and is eventually replaced
by the idea of street-strolling in leisure search of something to become the
symbolic centre (of the passer-by attention). The non-centric character of
Japanese cities, mentioned by Roland Barthes in The Empire of Signs,
seems to be propitious to the flaneurs.

Another extremely important aspect is shared by European modernist
subjects and Lemon’s protagonist. It is the way in which the erudite
perceives phenomena surrounding him, filtered trough art, as in the famous
aphorism by Oscar Wilde. Kajii’s character, equally versed in both
Chinese classics and European mythology, experiences sensual stimuli as
aesthetic - sometimes syneasthetic - pleasures, associated with art works,
music or poetry. The piles of fresh fruit on the display appear to be an
allegro, turned into stone by Gorgon. The character’s reaction caused by
inhaling the smell of a lemon recalls expressions from kanbun stories,
learned long ago. Similarly purely aesthetic was his past fascination with
the goods of a Maruzen department store: exclusive knick-knacks and
books, attracting him only for their visual allure, regardless of their usage

3 Stawek 1997: 40.
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or contents. As the melancholy, tiredness and ennui with the material and
social aspects of Maruzen grew stronger, the modus of experiencing beauty
become even more sophisticated and directed towards different objects. It
was either nature (a fruit, a canna flower blooming among littered back
alleys) or cheap everyday articles. Admiration towards fireworks is a great
example of the peculiarity of the character’s taste. It wasn’t the explosions,
not even the fireworks themselves, that seemed so attractive; it was the
cheap, colourful paper wraps and their names that evoked imaginary
representations, the realization of which would always be a disappointment
no matter what.

And that leads to the most interesting and crucial feature of Kyoto flaneur,
who like most modernist characters suffers from indeterminate,
overwhelming gloom. The etai no shirenai katamari (indeterminate evil)
leitmotiv, repeated in the text several times, is what makes the protagonist
stroll the streets and stare at shop windows in search of something that
would ease his depression and melancholy.

Melancholy, spleen, bottomless boredom with poetry and music, with
everything that used to please him in the past and now lost its lure is
symbolized by Maruzen. The depressing character of this place is even
more obvious considering present physical and material condition of
Kajii’s protagonist. Suffering from lung disease, wasted away with
constant fever and chased by ever-increasing debts, he pursues his restless
daily vagrancy driven by strange anxiety. And as it is seemly for a flaneur,
on the streets of Kyoto he finally finds what is needed to ease his pain: a
lemon.

A petty thing - a fruit - enchants him so much with its simple, yet intense
and perfect beauty, that it is able to dissipate overwhelming melancholy. At
the same time it becomes such a strong aesthetic stimulus, that he decides
to take it to the odious Maruzen — “necropolis” of beauty and art which
ceased to be of value. And then, among dusty bookshelves he comes up
with an idea to leave the fruit in there, to plant the lemon bomb in the
hateful department store. He does it in order to either symbolically destroy
pathetic remaining of the beauty which used to enchant him so much, or
maybe in order to bring it back to life with the power of his new
fascination. Either way, Kajii’s protagonist seems to succeed, since the
melancholy eases and he cannot help smiling as he walks away down the
Kyodgoku street.

Lemon is a fascinating short story, in which Kajii Motojird created a
portrait of a plunged in melancholy and spleen aesthete in his quest for
always new thrills. The usage of the fldneur notion is only one from many
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possible approaches to this text, yet it is of great use when investigating the
modernist character of Kajii’s prose. At the same time, this rich in many
meanings realization of the flaneur topos — the passer-by, the decadent, the
plotter - seems to be interesting in the comparative perspective with
reference to European literature and might be of use in further studies on
this ever-popular notion.
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Kajii Motojird
Cytryna
Thumaczenie/translation/FlFR Aleksandra Szczechla

Od tlumacza

Ttumaczenie publikowanego nizej tekstu rozpoczelo si¢ jako praca
domowa, jaka zadatam studentom na zajgciach z translatoryki, ktoére
prowadzitam na Uniwersytecie Jagiellonskim w latach 2007-8. Pragne w
tym miejscu podzigkowaé wszystkim uczestnikom zaje¢ za ich pomysty,
krytyczne komentarze oraz entuzjazm, jaki przejawili w swych pracach.
Studenci, ktorzy znalezli sie w tej grupie to: Magdalena Fedyna, Katarzyna
Gortadt, Eliza Gromada, Marta Kosmala, Malgorzata Marczuk, Anna
Nawrat, Paulina Pir6og, Anna Rogowska, Marta Rukszan, Cezary
Strusiewicz oraz autorka krytycznego eseju dotyczacego tlumaczonego
tekstu noweli, ktory zamieszczony zostatl wezesniej w niniejszym zeszycie
— Anna Trzaska. Niezaleznie od aktywnosci i pomocy o0séb tu
wymienionych, autorka tlumaczenia pragnie podkresli¢, ze czuje si¢
osobiscie odpowiedzialna za wszelkie mozliwe niedoskonatosci tekstu
docelowego w jego obecnym ksztalcie.
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CYTRYNA

Nieokreslony, ztowieszczy cigzar przygniatat mi serce. Podobny do irytacji
lub wstretu, albo kaca poalkoholowego, nawiedzajacego cztowieka po
dniach i nocach picia. Dopadt mnie. I byt nie do zniesienia. Ani gruzlica,
ani zalamanie nerwowe, ani nawet dojmujace dlugi nie dawaty mi si¢ tak
we znaki. Nie do zniesienia byt wlasnie 6w ztowieszczy cig¢zar. Nie
moglem S$cierpie¢ najpigkniejszej muzyki, czy wierszy, ktore niegdys
sprawiaty mi rado$¢. Nawet gdy specjalnie szedtem dokads, by postuchad
gramofonu, juz po dwdch, trzech taktach czutem, ze muszg¢ wstac i wyjsc.
Co$ nie pozwalalo mi usiedzie¢ w jednym miejscu. Widczytem si¢ wigc
bez konca po ulicach.

Pamietam, ze silnie pociagaly mnie wowczas rzeczy pigkne, cho¢ ubogie.
Takze w krajobrazie: ponad wynioste, gldwne aleje przedkladatem
podupadte dzielnice 1 jako$ znajomo wygladajace boczne uliczki,
obwieszone brudnym praniem, petne walajacych si¢ rupieci i ukazujace
okna obskurnych mieszkan. Uliczki sprawiajace wrazenie, ze deszcz i
wiatr niedlugo zrownaja je z ziemia, domostwa o pochylonych $cianach i
rozpadajacych si¢ glinianych murach — wsrod ktérych jedynie rosliny byty
pelne zycia — czasem zadziwiajacy stonecznik, czasem kwitnaca kanna.
Kiedy wtéczylem si¢ po tych zaulkach, probowatem sobie wyobrazaé, ze
nie jestem juz w Kioto, ale w jakim$ odlegltym o setki mil miescie, na
przyktad w Sendai czy Nagasaki. Pragnatem uciec z Kioto dokads, gdzie
nie znalbym nikogo. Po pierwsze cisza. Przestronny pokdj w zajezdzie.
Swieza posciel. Pachnaca moskitiera i sztywna od krochmalu yukata.
Chciatbym potozy¢ si¢ i leze¢ tak z miesiac, nie myslac o niczym. Ach,
gdyby Kioto zamienito si¢ w takie miasto... Kiedy juz udawato mi si¢ ulec
tej fantazji, zaczynalem stopniowo dodawac¢ don kolory. A wtedy obraz z
latwoscia nakladat si¢ na moje nedzne otoczenie, i moglem cieszy¢ si¢
poczuciem zatracenia w nim swego rzeczywistego ja.

Lubitem takze sztuczne ognie. Wlasciwie nawet nie same ognie, ile ich
opakowania, malowane tandetnymi barwnikami w czerwone, fioletowe,
zo6tte i zielone pasy. ,,Spadajace gwiazdy nad Chiisanji”, ,,Kwietne
potyczki”, ,,Suche stepy” i ,,Mysie ogniki” — w pudetkach znajdowaty si¢
wiazki ogni kazdego rodzaju. Takie wlasnie rzeczy miaty dla mnie
przedziwny urok.

Poza tym lubitem jeszcze kolorowe, szklane kulki z wypuktymi wzorami
kwiatow 1 ryb oraz paciorki nankinskie. Niewyslowiong wrecz
przyjemno$¢ sprawiato mi ssanie ich. C6z mogloby si¢ réwnaé z ich
chlodnawym smakiem? W dziecinstwie rodzice czgsto karcili mnie za
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branie takich paciorkéw do ust — i moze to wtasnie z powodu stodkich
wspomnien dziecinstwa, wracajacych, gdy bylem dorosty i biedny — smak
paciorkow miat w sobie tak Swieze, liryczne wrecz piekno.

Nietrudno chyba zgadnaé, ze byltem bez grosza. Tym bardziej jednak
potrzebowalem jakiegos zbytku, czegos, co poruszato i podnosito mnie na
duchu. Niechby kosztowato nie wigcej niz dwa, trzy seny — dla mnie i tak
byto luksusem. Przedmioty pigkne — a raczej takie, ktére mimo mojej
indolencji kusity, pobudzaty moje czutki. To one byly moja jedyna
pociecha.

Zanim tak zbiedniatem, lubitem takie miejsca jak Maruzen. Eau de
cologne oraz eau de quinine w wytwornych buteleczkach z czerwonego
lub zéttego rznigtego szkla, w buteleczkach o kolorze bursztynu czy
jadeitu, z eleganckimi, rokokowymi reliefami. Fajki, nozyki, mydia,
papierosy. Potrafitem spedzi¢ na ich ogladaniu godzing, by w koncu
dokona¢ jednego ekstrawaganckiego zakupu — bralem, dajmy na to,
pierwszorzednej jakosci otowek. W tamtych dniach jednak nawet Maruzen
stat sie dla mnie miejscem przygngbiajacym. Ksigzki, studenci, kasy —
wszystko wygladato jak duchy wierzycieli.

Pewnego poranka, a pomieszkiwalem wtedy u réznych znajomych,
przenoszac si¢ co jaki§ czas od jednego do drugiego, mdj gospodarz
poszedt na zajecia i zostatem w pustym pokoju sam jak palec. Musiatem
znowu ruszy¢ w miasto. Co$ mnie gnato. Przemierzatem kolejne dzielnice
i wspomniane juz boczne uliczki, przystawatem przed tanimi cukierniami,
przygladatem si¢ suszonym krewetkom, sztokfiszom i skérkom sojowym
na wystawach sklepoéw, az w konicu dotartem do Teramachi na wysokosci
Drugiej Alei i zatrzymatem si¢ przed sklepem z owocami. Chciatbym w
tym miejscu powiedzie¢ o nim par¢ stéw, poniewaz byl to mdj ulubiony
sklep. Zdecydowanie nie nalezal do ekskluzywnych miejsc, jednak to
wlasnie w nim najwyrazniej mozna bylo odczu¢ specyficzne pigkno
sklepéw z owocami. Owoce, utozone na stromo nachylonej podtce, przy
czym sama potke zrobiono chyba ze starej, pokrytej czarna laka deski,
zastygly w swych barwach i masie, niczym jakie$ przepyszne, porywajace
allegro, znieruchomiate pod zmieniajacym w kamien spojrzeniem Gorgony.
W glebi sklepu, w coraz wyzszych stosach, pietrzyly si¢ warzywa. Jakze
wspaniate bylo piekno tamtej natki marchewki. Takze namoczonej fasoli,
czy bulw strzatki wodne;.

Najpiekniej byto tam wieczorem. Teramachi jest ulicg pelng gwaru i — cho¢
oczywiscie nie moglaby si¢ rowna¢ z Tokio czy Osaka — jest wprost
skapana w $wiattach okien wystawowych. Z jakiegos powodu jednak ow
sklep owocowy tongt w ciemnosciach. Od strony mrocznej Drugiej Alei
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bylo to naturalne, zastanawiato natomiast, dlaczego sasiedni budynek tez
byt spowity mrokiem, mimo Ze stal przeciez przy Teramachi. W kazdym
badz razie, gdyby nie te ciemnosci, miejsce to nie miatoby dla mnie tyle
uroku. Poza tym byla jeszcze markiza — niczym daszek czapki nasadzonej
gleboko na oczy — zreszta trudno tutaj o opis, na jej widok po prostu
pojawiata si¢ mysl, ze sklep ,,wcisnat czapke na oczy.” Ponad nig zalegat
catkowity mrok. W takim otoczeniu nic nie odbierato blasku palacym si¢
wewnatrz sklepu lampom elektrycznym, a owoce, skapane w ich obfitym
$wietle niczym w letnim deszczu, przedstawiaty zaiste cudowny widok.
Lubitem przyglada¢ si¢ im z ulicy — wtedy s$wiatlo gotych zarowek
wwiercalo si¢ w oczy ostrymi §widrami, lub tez przez przeszklone okno z
pietra kawiarni Kagiya — nawet na Teramachi w tamtych dniach niewiele
byto miejsc, ktére mnie tak ekscytowaty.

Tego dnia wyjatkowo co$ kupitem. Zazwyczaj bowiem nie mieli tam
cytryn. Chociaz cytryny to oczywiscie nic nadzwyczajnego. Ten sklepik
jednak, cho¢ moze nieco wigkszy od straganu, oferowal przewaznie
wylacznie najbardziej podstawowe produkty. To dlatego chyba nigdy
wczesniej ich tam nie widzialem. Spodobaty mi si¢ te cytryny. Ich czysty
kolor, niczym ,,cytrynowa z61¢” zaschnigta wprost po wycisnigciu z tubki,
a takze krotki, wrzecionowaty ksztatt. Koniec koncéw, postanowitem
wzia¢ jedna sztuke. Gdziez ja podzniej nie bylem? Ktdéredy chodzitem?
Przez dhlugi czas wiloczylem si¢ po miescie. Wydawato mi si¢, ze od
momentu, w ktérym owoc znalazt si¢ w mojej dloni, przygniatajacy mnie
dotad ztowieszczy cigzar zelzal nieco i nagle czutem si¢ w miescie
niezwykle szcze$liwy. Zeby tak uparte przygnebienie przegnat jeden
malenki owoc — bylo to dziwne, wrecz podejrzane, ale zarazem
paradoksalnie prawdziwe.Ludzkie serce — oto prawdziwa zagadka.
Chtodnego dotyku cytryny nie dato si¢ z niczym poréwnaé. Przechodzitem
wtedy zaostrzong faz¢ gruzlicy i zawsze trawita mnie goraczka. Prawde
powiedziawszy, lubitem chwali¢ si¢ tym ré6znym znajomym i na powitanie
specjalnie $ciskatem ich dtonie — moje zawsze byly najcieplejsze. Moze to
wlasnie z powodu goraczki chtéd cytryny, emanujacy z wnetrza dtoni na
cate cialo, wydawat si¢ tak przyjemny.

Raz po raz podnositem cytryng i wdychatem jej zapach. Wyobrazilem
sobie Kalifornie, gdzie si¢ je uprawia. Przypomnialo mi si¢ tez wyrazenie
»porazi¢ nos”, zapamigtane z lekcji chinskich klasykow, z Handlarza
cytryn. Wystarczytlo wciagnaé gleboko w pluca przesycone zapachem
cytryny powietrze, by — cho¢ przeciez juz od dawna nie oddychatem peina
piersia — resztka cieplej krwi rozeszla sig¢ po ciele i twarzy, budzac we mnie
zdrowie...
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Sam si¢ dziwie, jak idealne wydaly mi si¢ wowczas te proste wrazenia —
chtdd, dotyk i zapach oraz wyglad cytryny; pomyslatem nawet, ze wiasnie
tego do dawna szukatem — no céz, tak to woéwczas ze mng byto.

Szedtem przez miasto, ozywiony i podniecony, czujac omalze dume i rojac
sobie, ze jestem szykownie odzianym poeta. Ktadlem cytryng na brudnej
chustce lub przykladatem ja do ptaszcza, sprawdzajac, jak zmienia si¢ jej
odcien, po czym konstatowatem w myslach: To jednak szto o mase...

To wlasnie tej masy caly czas poszukiwatem — to w ten cigzar zmienia sig¢
wszelkie dobro i pigkno — w przyptywie dobrego humoru bylem zdolny
wymysli¢ cos tak absurdalnego — krotko méwiac, czutem sig szczesliwy.
Nie wiem gdzie potem bylem, ani ktéredy chodzitlem, wreszcie znalaztem
si¢ przed Maruzenem. Tak starannie omijane miejsce tego dnia wydato mi
si¢ catkiem przystgpne.

Sprobuje dzis wejsé — pomyslatem i dumnie wkroczytem do srodka.
Nieoczekiwanie jednak uczucie szczescia, ktore przepetnialo moje serce,
zaczelo mnie opuszczaé. Nie ciggneto mnie do flakondéw z perfumami ani
fajek. Poczulem nawrdt fali depresji, pewnie dalo tez o sobie znaé
zmeczenie dluga wildczega. Podszedlem do regalu z albumami.
Przerazitem sig¢, ze podniesienie nawet jednego cigzkiego tomiska bedzie
wymagalo wiecej sily niz zwykle. Mimo to bratem z potki jeden po drugim,
otwieratem, lecz nie budzita si¢ we mnie cheé¢ doktadnego ich studiowania.
Weciaz jednak, jak zaklety, wyciagalem nastepne tomy. Wszystko na nic.
Czulem, ze powinieniem je chociaz kartkowa¢, ale na wigcej nie mogltem
si¢ zdoby¢, zatem odktadalem je na bok. Nie potrafitem nawet polozy¢ ich
na wlasciwe miejsce. Nie wiem ile razy to powtorzylem. Wreszcie
znalaztem cigzki, pomaranczowy album mojego niegdy$ ulubionego
Ingresa, lecz ten takze odlozylem, nie mogac przezwycigzy¢ narastajacej
niecheci. — Coz za przeklgta sprawa. Czutem znuzenie migsni rak. Smutny
i nieswdj przypatrywalem si¢ stosowi wyciagnigtych przez siebie ksigzek.
Co stato si¢ z tak pociagajacymi mnie niegdy$ albumami? Kiedys
potrafitem studiowac¢ uwaznie strong po stronie, delektujac si¢ dziwnym
wrazeniem niedopasowania, ogarniajacego mnie, gdy pozniej rozgladatem
si¢ po swoim nazbyt zwyczajnym otoczeniu...

Ach! — przypomniatem sobie nagle o schowanej w rekawie kimona
cytrynie. A moze by tak spigetrzy¢ wielobarwne tomy i zwienczy¢ stos
cytryna? — Wiasnie!

Ponownie poczutem lekkie podniecenie. Zaczatem uktadac stos z ksiazek,
ktore miatem pod rgka, w pospiechu burzytem go, po czym pospiesznie
budowatem jeszcze raz. Wciaz na nowo wyciagatem, doktadatem i
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odktadatem tomy. Przedziwna, iluzoryczna twierdza to czerwieniala, to
nabierata biekitu.

Nareszcie byla gotowa. Na koniec, powsciagajac radosne podrygiwanie
serca, na samym jej szczycie, powoli i ostroznie umiescitem cytryng. To
byto dzieto!

Jasnial przede mna owoc niepostrzezenie wchlaniajacy w swoje
wrzecionowate wnetrze wszystkie jaskrawe kolory. Miatem wrazenie, ze w
calym zakurzonym Maruzenie jedynie wokot cytryny panuje niezwykte
napigcie. Przez dluzsza chwilg przygladatem si¢ swemu dzietu.

Nagle uderzyta mnie kolejna mys$l. Zaskakujaca dla mnie samego —
Zostawie to tak i wyjde, jak gdyby nigdy nic. — Poczulem dziwne
laskotanie — Mam wyj$¢? Tak! Wychodzg! — i juz mnie tam nie byto.

To dziwnie taskoczace uczucie sprawiato, ze, idac ulica, usmiechatem sig.
Tajemniczy totr, ktéry na pdétce w ksiggarni podtozyt potyskujaca ztotem,
straszliwa bombeg, to ja — alez byloby wspaniale, gdyby juz za dziesieé
minut wstrzasngta Maruzenem potezna eksplozja z epicentrum w dziale
sztuk pigknych!

Cala moca wyobrazni podazylem za ta wizja. — Ten przygnebiajacy
Maruzen rozleci si¢ w drobny mak!

Szedtem ulicg Kydgoku przedziwnie upstrzong filmowymi plakatami.
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Katarzyna Sonnenberg
Tragedies Retold with Humour.
The Narrative Voice in Saikaku’s Koshoku gonin onna

It is commonly acknowledged that the stories narrated in Koshoku gonin
onna (“Five Amorous Women,” 1686) refer to the historical events widely
recognized in Thara Saikaku’s times and evoked among others in kyogen 3%
= performances and popular ballads.' Undoubtedly, Saikaku was very
proficient in exploring these references in order to make his work more
attractive for his contemporaries. > The immediacy of the stories must have
appealed to his readers, more and more accustomed to reading news and
gossip rubrics in papers, a medium gaining popularity at the time.’ In fact,
most critics believe that the whole collection was inspired directly by the
rumours about Osen, one of Saikaku’s protagonists, who was said to have
committed suicide in 1685, shortly before Saikaku’s work was published.”
The protagonists of four remaining stories, i.e. Onatsu, Osan, Oshichi and
Oman, are also considered to be all historical figures.’

What is characteristic for all the women - as they are captured by Saikaku -
is that none of them managed to live a calm and peaceful life. Onatsu had
to seek seclusion in cloister and madness after having lost her lover, Osan
and Oshichi were executed and the last one, Ohatsu, about whom records
say the least, despite her wholehearted devotion for her lover ended with a
lover who was far more interested in men than women.

Although the events depicted in Five Amorous Women by lhara Saikaku
can hardly be referred to as droll or laughable, the prevailing mood of the
narratives is not that of gloom and despair but rather that of
lightheartedness and conviviality. Teruoka Yasutaka rightly notices — with

" Inoue Kazuhito indicated that according to Matsudaira Yamato no kami nikki, a ballad about
Seijurd entitled Seijuro bushi was popular even before Saikaku’s work was published. See: Inoue
2001: 61. Hasegawa Tsuyoshi claims that a number of events might have merged into one song
about Onatsu and Seijurd. The sad lot of the lovers was also rendered in the works written after
Saikaku’s Koshoku gonin onna, i.e. Gyokuteki inken (1760) and Shoki shishiiki. See: Hasegawa
1978: 93.

2 Taniwaki Masachika argues that Saikaku assumed that his readers knew about the events while
writing Koshoku gonin onna. See: Taniwaki 1980: 109-114.

3 See: Taniwaki 1978: 156. Teroka Yasutaka also focuses on the journalistic tendencies in
Saikaku’s work. See: Teruoka 1949: 87.

* Taniwaki 1991: 50-61.

> In Kenkyii shiryd nihon kotenbungku the following dates are given in references to the historical
bacground of Koshoku gonin onna: the history of Onatsu and Seijurd — 1662, the history of Osen —
1685, the history of Osan — 1683, the history of Oshichi — 1682, the history of Gengobei and
Oman — 1663. See: Osone 1983: 84. Kurakazu Masae places the events of the first and last story
around the year 1661. See: Kurakazu 1993: 121-126.
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reference to Koshoku ichidai otoko — that while not being the ultimate goal
for Saikaku, humour and comedy are crucial for his storytelling.’ I believe
this is also true in the case of Koshoku gonin onna. A closer reading of the
novellas reveals immediately that the comic effect is born due to the
manner in which the stories are narrated. Narrative voice is by no means
perfunctory here but plays an important role in setting the mood. Therefore,
it seems only natural that I should focus on the role of Saikaku’s narration
in introducing humour and detachment into the stories.

Before I proceed, however, let me focus on the theoretical frame I consider
useful while reading Saikaku’s novellas. The narrative voice of Koshoku
gonin onna could be classified by using Gerard Genette’s terms as
heterodiegetic (not involved in the story) and extradiegetic (constituting
the primary narrative).” The narrator might be also called intrusive due to
his comments signalling his presence throughout the narrative. In fact, he
might even be considered an ‘“authorial voice” if we accept Richard
Walsh’s argument that the narrator is either a character who tells the story
or the author who creates what he calls “discursive idiom.”® Walsh’s
approach may be particularly fruitful in the case of Koshoku gonin onna
where the narrative voice is outside of the events and is not a character in
the story but appears to have access to the characters’ thoughts and is in
charge of the discourse, making himself apparent in intrusive comments.
Moreover, this voice is continually drawing on Saikaku’s poetic experience
as a haikai fJE75 writer.

The leniency with which I accept both the “heterodiagetic, extradiagetic
narrator” and simply the “author” stems from my goals in this paper. It is
not my aim here to argue whether and what agents in narratology are
justified or unnecessary. I would rather like to focus on the narrative
discourse of Saikaku’s novellas to see how it influences the mood. Of
course, in order to do that, I will need to analyse the perspective of the
storyteller (and I will try to use this unpopular term throughout my paper to
avoid the uninvited confusion of the narratologist terms) who, I agree, may
also be considered as the author (if understood as contriver of a particular
discourse outside the story).

Undoubtedly, the presence of the storyteller is made noticeable in Koshoku
gonin onna almost as much as it is in, for example, Henry Fielding’s
novels.” It is frequently highlighted by means of emphatic particles, such

% See: Teruoka 1981: 119-134.

7 Genette 1980: 248.

¥ Walsh 1997: 505.

? I found very useful and illuminating the book by Jeffrey Williams on the narrative strategies in
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as zokashi % 7> L or haya 1Z=<°, as well as by emotionally-loaded
adjectives (such as okashi }37)> L) situated at the end of the sentences.
Moreover, the storyteller does not refrain from evaluation and judgments
expressed in particular words, such as itazura \ 729 & (“mischief,”
“roguery”), or in longer commentaries which I would like to elaborate on
later in this paper.

One of the reasons why the tragic life-stories of five amorous women are
so amusing lies in the storyteller’s language. Interestingly, Saikaku was
prudent and efficient enough to use many of the Danrin haikai tropes with
great success in his narratives.'” Among others, the frequent plays with
word contexts more than once result in hilarious dialogues. In Book Three
“What the Seasons Brought to the Almanac Maler” (“Chidan ni miru
koyomi monogatari”’) Osan is trying to escape the unwanted marriage with
squat necked, blood-shot eyed and quick-tempered Zetard by saying that
she was born in the year of the Fiery Horse (hinoe uma Pi’F). It was
commonly believed in Saikaku’s times (and this belief has not disappeared
altogether) that women born in this year of the Chinese zodiac were moody
and irritable and they could even kill their husbands while in a fit of anger.
However, Zetard, whose crudeness is vividly depicted in the passage
preceding the conversation, takes this expression literally and replies as
follows:

I wouldn’t care if you were a Fiery Cat or a Fiery Wolf. I
even like blue lizards—eat’em in fact. And you see I'm not
dead yet. Twenty-seven years old, and I haven't had one case
of worms. Mister Moemon should take after me! As for
you—a soft creature brought up in the capital isn’t what I’d
like for a wife, but I’ll tolerate you since you’re my relative.''

In this manner, due to the shift in the contexts of “Fiery Horse” — from the
cultural and conventional to the literal one — the conversation gains a
comic edge. The storyteller observes the scene and summarizes it in a
typical manner: “Amidst all their unhappiness Osan and Moemon found
the brute somewhat amusing.”'* Indeed, the storyteller never fails to notice

British novels. See: William 1998.

"% See also: Hibbett 1959: 42.

' Bary 149, Emoto 273. If not stated otherwise all English translations of Koshoku gonin onna are
by William Theodore De Bary from lhara (1973). The page number is given in footnote after
Bary’s name. For reference I also include the page number of the original text published in Emoto
(1984).

"2 Bary 149, Emoto 273.
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and take advantage of the amusing aspects of the otherwise sorrowful
world.

Similarly, the storyteller captures the comic potential hidden in the act of
word-playing in Book One “The Story of Seijurd in Himeji” (“Himeji
Seijurd monogatari”) when he observes the passengers of the ship on
which two lovers want to escape from doom. He already knows (and
suggests it to his audience) that the lovers’ attempt will be unsuccessful.
Their doom is sealed when a messenger on a ship admits that he must have
left his package on the shore. The ship will return to the port and the lovers
will be caught and punished. Before that, however, the storyteller reports
what is happening on board. The courier exclaims with great emotion:
“Damn it! I forgot something! I tied my mailbag to my sword and then left
it at the inn.”"” The irritation of all other passengers (not to mention the
paralyzing fear of the two lovers) is only natural: “No matter how loud you
wail, they can’t hear you from here. What kind of man are you, wailing
that way? Are you a sissy without any goldballs?” This is a moment when
the storyteller excels in his observing skills: he narrates that the courier
carefully “examined himself” (ostentatiously examined the area of his
trousers) and then replied cheerfully: “I certainly do have--two!”"*

The wittiness of this scene stems from the play with the word “goldballs”
(kingyoku or kintama 4 7E), which may refer either to the gold and gems
or to man’s genitals. The chapter finishes with incarceration of Seijurd and
his consequential execution which leads in due course to Osen’s madness.
Nonetheless, the preceding conversation on board releases the tension
arising from the anticipated tragedy.

The above-mentioned examples of word-plays mirror the important
tendency in Saikaku’s work, namely the tendency to combine the refined
and the vulgar (gazoku setchii AR #73) which is also associated the
Danrin ##k school of haikai."” The comical effect may be said to stem
from the innovative transgression of decorum. The previously quoted
examples of Zetard’s remark and mail carrier’s action and words exemplify
the vulgar and are juxtaposed with the refined, i.e. the subtlety of Osan’s
behaviour and the tragedy of Onatsu and Seijurd that is to follow.

On the other hand, the storyteller tends to bring the images drawn from
poetry and philosophy into the context of the carousal and commonplace
entertainment. In the “Story of Seijurd in Himeji” the well-established

" Bary 63, Emoto 72.

' Bary 63, Emoto 72.

' Teruoka Yasutaka focuses on Saikaku’s eclectic use of poetic tradition in a commonplace context.
See: Teruoka 1953: 285-286. See also: Asanuma 2003: 36-47, and Inui 1979: 69-74.
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poetical image of sakura flowers in Onoe is used to highlight the crudeness
of the love-making scene. Onatsu and Seijurd use the opportunity
presented to them by the arrival of the dancing troupe in order to make
love behind the curtain dividing them from the others. It is only after they
have finished their intercourse that they notice the woodcutter observing
them from behind and “moving his underpants” with his hand. The
summarizing narratorial comment about “hiding one’s head and leaving the
tail unguarded”'® further exposes the coarseness of the scene.

Additionally, shortly before the love-making scene, the colourful picture of
the cherry blossoms and their viewers is unfolded. The storyteller notices
with amusement that they “fell into a drunken sleep, snoring deeply and
dreaming blissfully of themselves as butterflies fluttering at will over the
broad fields.” '” Of course, the expression yume o koché 5 % ] il
(“butterflies as their dream™) refers to the philosophical treaty by Chuang
Tzu (Zhuangzi) who described his dreaming about a butterfly and waking
up in confusion as to whether he saw the butterfly in a dream or he himself
was being dreamt about.'® This shift in contexts adds up to the narration of
the merry-making.

Not only does Saikaku bring the images from poetry or philosophy into the
vulgar context but he also adopts the poetic techniques, such as kakekotoba
5 (“pivot words”) or engo #%ah (“associative word”), which are used to
comical ends. In “The Barrelmaker Brimful of Love” (“Nasake o ireshi
taruya monogatari”’) the male character whose feelings are hurt by the lack
of response from the woman he desperately loves reveals his distress to an
elderly lady: “The one I love does not live far away. I love Osen, the maid
of the house here. I have sent her a hundred letters without getting a word
in reply.”"”” The pivot on which the trope revolves is o-sen 33T bringing
the meanings of both “one thousand” (or “a great number” — in Bary’s
translation it is “hundred”) and the name of the protagonist.

Engo is used a number of times in Koshoku gonin onna, too, although it
does not always have to bring comical innuendoes. The example I am
going to analyse, however, is a good illustration of the storyteller’s

' Bary 60, Emoto 57.

"7 Bary 57, Emoto 57.

'8 “Once Chuang Chou dreamt he was a butterfly, a butterfly flitting and fluttering around, happy
with himself and doing as he pleased. He didn’t know he was Chuang Chou. Suddenly he woke up
and there he was, solid and unmistakable Chuang Chou. But he didn’t know if he was Chuang
Chou who had dreamt he was a butterfly, or a butterfly dreaming he was Chuang Chou. Between
Chuang Chou and a butterfly there must be some distinction! This is called the Transformation of
Things.” See: Zhuangzi and Watson 1968: 49.

' Bary 79, Emoto 105.
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humorous strategy. In “What the Season Brought To the Almanac Maker”
the readers encounter such a description of the main protagonist’s future
lover:

This Moemon was honest and extremely frugal, so much so
that he completely neglected his personal appearance, even
economizing on his coat sleeves, which measured only two
and one-half inches at the wrist. His forehead was narrow,
and when upon his reaching manhood his hair was allowed to
grow, Moemon never bothered to buy a hat to cover it.
Moreover, he went about without the protection of a short
sword and slept with his abacus under his head, the better
perhaps to reckon how great a fortune he could amass in a
night spent dreaming of money-making.*

The very opening sentence includes the expression “honest, good head”
(shojiki kobe IEIE. 2> 5 -X), which refers to the saying “gods dwell in the
honest man’s head” (shajiki no kobe ni kami yadoru TEE DFIZAHTE D) .
However, the storyteller knows already that Moemon will seduce (or let
himself be seduced) by a married woman, hence his honesty may be
questioned in this opening passage, too. The sequence of words “head,”
“hair,” “narrow forehead” (a symbol of care taken about one’s looks in Edo
period), “narrow sleeves” (obviously violating the Edo fashion trend
according to which men’s sleeves should be about 7 sun = or more than
21 centimetres long), “hat” (amigasa % or “braided hat” was typically
used by the red-light quarters goers), “sword” (wakizashi [l 7 or short
sword worn also bzy the merchants in Edo period) are juxtaposed is an
associative manner.”' The all signal — be it in an ironic manner — something
crucial about Moemon, build up the audience’s expectations that may later
be either confirmed or ridiculed.

Another interesting feature of the narration in Koshoku gonin onna is the
frequent use of enumeration and parallels that tend to combine most
surprising images, the technique not too dissimilar with what the Danrin
school of haikai postulated.” As a consequence, the narrated situations are

0 Bary 129, Emoto 229.

*! See: Maeda 1993: 294.

22 Asanuma Haku believes that enumeration (raretsu  #£5)) is one of the most important
characteristics of Saikaku’s narrative. See: Asanuma 2003: 83-87.
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enriched and amplified. Moreover, the enrichment and amplification is
connected with humorous undertones.”

In Book Four: “The Greengrocer’s Daughter and the Bundle of Love”
(“Koigusa karakeshi yaoya monogatari”) the opening chapter focuses on
the fire in the Hongo district that leaves many people homeless and
miserable. They find their shelter in a nearby Buddhist temple. Although
the events described in this chapter are tragic indeed, the mood rendered by
the narrative voice is far from gloomy. By means of enumeration, the
extraordinary situation of the victims is brought to the forefront as if the
storyteller wanted the reader to forget about the calamity and to enjoy the
vividness of the scene. The description starts at night:

The superior’s rooms were filled by the cries of a newborn babe,
and a woman had spread her underclothing before the image of
Buddha. Wives were stepping over their husbands, sleepers
made pillows of their relatives, and everyone slept in careless
disorder.**

And finishes in the morning:

In the morning a bowl-shaped container for the temple gong
was converted into a washbasin, and big teacups were used as
makeshift rice bowls. Yet Buddha himself could not but look
indulgently upon all this, knowing how it had come to pass.*

The description exposes the chaos that is born in the temple with the
arrival of the fire victims. The syntactic parallel “in the superior’s room”
(chorésama no nema ni £ #E kg O HEMIZ), or “before the image of
Buddha” (butsuzen ni {LH1IZ) situates the scene inside the temple, i.e. in
the area of quietness and solemnity. However, the behaviour depicted in
this chapter is far from dignified. Both throwing underclothes in front of
Buddha’s image and stepping over one’s husband are examples of
uttermost disrespect not only of the rules in the temple but of the Buddha’s

% Donald Keene: “One of Saikaku’s most successful employed comic techniques is enumeration,
and we find it prominently in Osen’s story. The miscellaneous objects dredged up when the cooper
cleans the well are enumerated with marvelous precision. Each facet suggests some facet of
contemporary city life, recorded with realism and wit. Again, the objects in Osen’s dowry are so
tellingly enumerated that we understand without further explanation what her life was like as a
lady’s maid” (Keene 1975: 554-555).

* Bary 161, Emoto 308.

# Bary 161, Emoto 308.
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teachings. *° The morning scene also highlights the unconventional
behaviour in the temple. The story teller from the position of a diligent
observer enumerates items commonly associated with religious rituals, e.g.
gong and sacrificial bowls, which are used as washing and eating utensils.
The scene is closed with the storyteller’s remark that Buddha will be
lenient in judging such misuses, in the manner reflecting the speaker’s
leniency.

Another example illustrating the comic use of enumeration in Koshoku
gonin onna may be found in Book Two: “The Barrelmaker Brimful Of
Love.” In the second chapter, the storyteller evokes the image of the
waking city:

Nearby she could hear the sound of flint on steel, as a
neighbor started up his fire. Somewhere an infant began to
cry. Sleepily the tenants of that squalid quarter chased out the
mosquitoes which had slipped through the breaks in their
paper nets and plagued them throughout the night. One
minute the women’s fingers were pinching at the fleas in their
underclothes, the next pinching for some odd coins on the
sanctuary shelf with which to buy a few green vegetables.
Still, amidst the bitter struggle for existence, pleasure could
yet be found by those who, through wedlock, had won
partners for their beds. In what delights may they not have
indulged, with pillows to the south and mattresses in utter
disarray, violating the vigil of Kinoe-ne?*’

The passage is abundant in realistic details which listed together become
even more evocative of a newly arising day - brisk and lively.” It might
have been inspired by “Ytigao” of Genji monogatari where the habits and
customs of the common people are brought to light.”

In Saikaku’s passage the anonymous personae are captured as if in a film
frame. The storyteller begins with enumerating sounds related to particular
actions, such as starting a fire or chasing mosquitoes away from one’s
bedroom. In this manner, he assumes the perspective of Kosan, a character

¢ See: Moriyama 1981: 114,

*7 Bary 85, Emoto 122.

% The attention to detail (gushosei E-5PE) in Saikaku’s fiction is emphasised by Nakamura
(1957: 287).

* See: Emoto 1984: 137.
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in the novella, who is awake and hears the usual noises of the waking
households preparing for a new day.

The storyteller, however, does not confine himself to Kosan’s perspective
only. With his omniscient eye he enters the houses and notices a woman
from the neighbourhood who is getting ready to go shopping. He uses
metonymy here: “women’s fingers” (or “one hand” — katate /' F — as
stands in the original text) evoke the actions of chasing the fleas away at
night, of praying in the morning and handling copper coins. The
enumeration of both lowly and sacred activities has a comic effect, similar
to that achieved in the previously discussed depiction of the fire victims in
the Buddhist temple. In the description of the morning city, too, the
narrative commentary is added to sharply summarise the whole dynamic
scene. Since the pillow changed its place in one of the bedrooms, its users
must have neglected the festive character of kinoene and indulged in
lovemaking instead rather than in pious prayers to Daikokuten.

The elaborate enumerations and parallels are not the only way of exposing
the amusing and laughable aspects of otherwise commonplace or even
tragic scenes. A comparable effect is established by means of contrasting
and opposing characters’ behaviour. The first novella “The Story of Seijurd
in Himeji” provides us with a good example here. The storyteller begins
with a lengthy description of Seijuro’s idle and prodigal lifestyle. We learn
that: “One day he burned lanterns, more wastefully than on a moonlit night,
in the house of assignation he frequented. Shutting the doors and blinds to
cut out the light, he created a place for constant entertainment, a kingdom
of eternal night.”>’ “Burning lanterns on a moonlit night” (tsukiyo ni
chochin o A IZKT %) is a saying exemplifying one’s wastefulness.
Seijurd’s excess is further demonstrated by the expression “eternal night”
(hiru no nai kuni & @ 72\ [~ “country with no daytime”) which
simultaneously refers to the red-light districts and indicates the reversal of
natural laws.’

The prodigal life style of Seijurd in the first part of the chapter is sharply
contrasted with the extreme inconveniences he has to face in the latter part:

When the guests clapped for service there was no answer. Nor
was there any soup when the time for it came. Tea was
brought in by hand, two cups at a time, instead of on the usual

30 Bary 43, Emoto 19.
3! See: Moriyama 1981: 93.

31



tray. And the servants, as they left, turned down the
lampwicks to dim the room.”

The motif of lamp burning is used to illustrate the rapid change in the
landlord’s attitude to Seijurd and the juxtaposition is suitably summarized
by the storyteller: “Alas, fickleness is the rule in pleasure houses, and
human kindness is measured out in small change.” *> The narratorial
comment is once again used to highlight the amusing aspect of a dire
situation.

Apart from the enumeration and contrast I would also like to emphasise the
hyperbole as an important storyteller’s comical technique used in Koshoku
gonin onna. Hyperbole is mostly used here to highlight an amusing feature,
behaviour or scene. In many cases it exposes and ridicules the koshoku 4f
£, or “amorousness,” the feature considered crucial in Saikaku’s “human
comedy.”** In “The Story of Seijiro in Himeji” the love letters Seijurd
receives from the courtesans “might have been bound into a thousand
packets,” the fingernails sent as the pledge of love “were more than a ditty
box could hold.” Moreover, he also possesses “enough black locks to make
a heavy rope of hair, entwining even the most jealous of women,” silk
garments numerous “enough to appease forever the greed of the old
woman at the River of Three Crossings,” as well as “garments of such
quality as to prove too precious for all the second-hand dealers at the
Korean Bridge.””

The hyperbolic emphasis on Seijurd’s “amorousness” is so efficient also
because of the references to the popular knowledge of Saikaku’s
contemporaries. For example, the old woman at the Sanzu River refers to
the traditional Buddhist beliefs that after their death people should pass the
“River of Three Crossings (sanzu —3%)” guarded by the old man and
woman who would weigh their deeds. Furthermore, “the Korean bridge”
(Koraibashi =1#E1%&) was a place in Osaka well known for its shops and
stalls with second-hand clothes.

In fact, it is not only passion and amorousness that is highlighted by the
use of hyperbole. It seems that any feature dominant in a character is prone
to exaggeration. Zetard, the crude admirer of Osan’s charms, is depicted as
follows:

32 Bary 45, Emoto 21.
33 Bary 44, Emoto 21.
3% Moriyama 1957: 299.
3 Bary 42, Emoto 19.
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He was frightful to behold, taller than anyone she had ever
seen, and his head sat like a Chinese-lion gargoyle on his
squat neck. A fierce light gleamed in his big, blood- shot eyes.
His beard was like a bear’s, his arms and legs were as thick as
pine trees, and a wisteria vine held together the rag-woven
clothes he wore. In one hand he carried an old matchlock, in
the other a tinder-rope. His hunting basket was full of rabbits
and badgers, as much as to say: ‘This is how I make a living.’
He was called Zetaro the Rock-jumper.*®

One could hardly think of more imaginative and powerful manner to
introduce a man who is to become the protagonists husband. The
storyteller obviously focuses on Osen’s reaction towards Zetard. She is
frightfully looking at him and his mother occupied with the preparations
for the wedding ceremony due to take place on the very same night Osen
first sees the “the Rock-jumper.”

Another example of how hyperbole can be applied to comical ends may be
found in the very same novella. When the storyteller highlights Seijurd’s
popularity with women, he introduces a seamstress who writes with her
own blood her love message to Seijurd, and then goes on to depict a
maidservant who — being illiterate herself — is desperate to find someone
who would write a message to Seijurd in her name. Subsequently, he
renders the passion of a chambermaid — rushing with tea to Seijurd’s place
without even being asked for it — and finally he focuses on a middle-aged
nurse who is brazen enough to advertise her lips and curly hair, token of
passionate temperament, in front of Seijurd. Indeed, the whole scene
demonstrates in a most comical manner how love and passion spreads from
one woman in a household to another as if it were a contagious disease.’’
The final aspect of the storytelling in Koshoku gonin onna 1 will consider
in this paper is that of parody. I will not be analysing the paraphrases and
the parodic usage of earlier literary texts by Saikaku, since I believe it is
too broad a topic for this paper and I have started to analyse it elsewhere.™
I will, however, focus on the parodic plays with cultural and social
conventions.

36 Bary 147-148, Emoto 272.

37 Moriyama speaks about the art of “infecting with passion” (koi no kansen jutsu). See: Moriyama
1981: 95.

38 I included the analysis of the use of parody and intertextual plays in Késhoku gonin onna in the
article “Narihira, Kenk® i pi¢¢ kobiet namigtnych” (Narihira, Kenko and Five Amorous Woman)
due for publishing in “Przeglad Orientalistyczny.”
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Let me start with two examples illustrating the use of religious concepts. In
Book One: “The Story of Seijurd in Himeji” the merry-making in Seijurd’s
room is depicted with great precision. At some point, the bored company
decides to organise a fake funeral — chanting Buddhist prayers, making
offerings and burning toothpicks — all this for Kytigord, a servant who was
“very much alive.” In Book Five: “Gengobei, the Mountain of Love,” on
the other hand, a female protagonist dresses up as a young boy in order to
seduce Gengobei who is far more interested in men than women.
According to Saikaku’s critics, this may be an attempt at a parody of the
Buddhist concept of henjonanshi 75 p& % F-.* However, if henjonanshi
postulated woman’s rebirth in man’s body necessary for her to attain
Buddhahood, Oman dresses up with the intention to deceive Gengobei and
tempt him into leaving the way of Buddha. The storyteller seems to be
aware of the irony involved when he comments on Gengobei’s fall: “Traps
they may be, yet few can refuse the invitation to fall in. Even one of the
Buddha’s feet may have slipped in.”*'

It is also not infrequent to find the storyteller playing in Késhoku gonin
onna with conventional genres in order to bring humour into narration.
Both in “The Story of Seijurd in Himeji” and in “What the Seasons
Brought to the Almanac Maker” the makuragami tE#f (literally “deity by
one’s pillow”) or prophetic dream is used in which deities come to
protagonists to communicate their message. It is difficult, however, not to
feel the parodic edge in the passage where the deity speaks to Onatsu in a
following manner:

During the last festival there were eighteen thousand and
sixteen people who came to worship me. There wasn’t one of
that number who didn’t pray greedily for some personal profit.
I find their requests very amusing, but since they throw
money at my feet I am glad to listen, as a god should.™

The deity of Murotsu exposes and ridicules people’s attitude to worship
since all of their prayers are highly egoistic and meaningless. In this
respect, the makuragami scene may be regarded as a satire on Edo period
society. ¥ At the same time, however, the deity’s own hypocrisy and

3 Bary 43, Emoto 19.

40 See: Osone 1983: 87.

I Bary 222, Emoto 442.

“ Bary 67-68, Emoto 73-74.
4 See: Mori 1971: 157.
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helplessness is revealed. The god of Murotsu gladly accepts the offerings
while being utterly unable to answer people’s prayers. Not only Onatsu’s
wish is not granted but she is told that, contrary to what she is asking for,
her lover will die and she will live on a loveless and unfruitful life. The
storyteller includes the deity’s prophetic words to demonstrate that the
deity is not to dissimilar from the weak and helpless mortals he ridicules so
eagerly.

The second and last example of play with makuragami convention occurs
in “What the Seasons Brought to the Almanac Maker” and is far more
serious in tone. Manjusri (Japanese: Monju 3C%#%) speaks to Osan in a
dream to warn her against the consequences of adultery. The very setting is
grave and sombre — a desolate temple in Kiredo. Nonetheless, Osan’s
response to the divine message questions the omniscience and benevolence
of the bodhisattva. She replies bluntly: “Monju may understand the love of
men for men, but he knows nothing about the love of women.”** By means
of Osan’s frivolous reference to Monju’s interest in manly love, the
storyteller manages to brighten the atmosphere of the looming death.

Time and again the storyteller in Koshoku gonin onna manages to bring
smile on the readers’ faces. He plays with words and viewpoints while
narrating the histories of five women who were driven by passion. He does
not shun from using the poetic devices and the cultural or religious
concepts purely for entertainment. Of course, he can be sad and pensive.
However, with all the knowledge he possesses of human nature and of the
outer world, he realizes that life, fickle and ephemeral as it is, should be
enjoyed as much as the circumstances allow.” He knows that it is upon
circumstance that the development of the events is very much dependent
and does not allow his audience to brood on the sorrowful world for too
long. His detachment from what he tells and retells enables him to
highlight the amusing aspects of the stories, as well as to make the readers
forget about the tragedy of death and suffering.
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Flineur on the Streets of Kyoto

This article attempts to employ the concept of fldneur to analyze the
protagonist figure in the 1925 short story, Lemon by Kajii Motojird. After a
short introduction outlining the history and main characteristics of the
flaneurism category, the realization of those characteristics in the
construction of the protagonist is then described. Decadent aesthetization
of everyday life, aimless wandering the city streets, a retreat from social
life to only observe it, and, the most important, unbearable melancholy and
spleen are the features, which connect Lemon’s protagonist to great
characters of European modernism. Kajii is, however, not only limited to
copying the European ideas; he is also creating a new model of flaneur,
deeply rooted in the Japanese aesthetics and intellectual tradition.

Katarzyna Sonnenberg

Tragedies Retold with Humour.
The Narrative Voice in Saikaku’s Koshoku gonin onna

The article focuses on the discrepancy between the tragic development of
the stories and the frivolous narrative mode in lhara Saikaku’s Koshoku
gonin onna (Five Amorous Women, 1686). The author illustrates the
numerous turns in the narratorial point of view with examples analysed
with reference to the framework of narratology. She also highlights the
intrusive comments, which set the convivial mood in the five stories,
whose outline was inspired by the actual events recorded and well-known
in Saikaku’s times. Furthermore, she investigates into the playful changes
in the meaning of words and concepts introduced in the narratives
depending on their cultural, religious, traditional context (or on the lack of
it). Finally, she traces the prevailing tendency to blend the classical and
colloquial in the stories, as well as use of ribald jokes, back to the Danrin
school of haikai to which Saikaku belonged.
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