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Abstract

Kinnosuke Natsume, who went under the pen name of ^ƃƐĞŬŝ Natsume, was born in 1867, the
moment in which Japan was transforming from the feudal Edo to the modern Meiji period.
Throughout his life he retained a fondness for Edo culture since it reminded him of Japan before
modernisation.
Although educated in Chinese classics and acquiring an early love of Nanga painting he
specialised in English literature and taught the subject at a number of universities.
During his student days ^ƃƐĞŬŝ met his best friend ^ŚŝŬŝDĂƐĂŽŬĂ͕ĂŚĂŝŬƵƉŽĞƚ, who later became
a founder of the literary journal Hototogisu. ^ŚŝŬŝŝŶƐƉŝƌĞĚ^ƃƐĞŬŝ to begin composing Chinese
poems.
Whilst living in London at the behest of the Japanese government, ^ƃƐĞŬŝ suffered from a
ŶĞƌǀŽƵƐďƌĞĂŬĚŽǁŶ and received the news that ^ŚŝŬŝ had died of TB. At this point ^ƃƐĞŬŝ stopped
composing Chinese poems and did not begin again until he became seriously ill in 1911.
From 1911 to his death in 1916, ^ƃƐĞŬŝ, whenever recovering from his worsening illness
composed Chinese poems. He toŽŬƚŚĞƉƌŽĐĞƐƐŽĨwriting poetry as a form of meditation which
helped him cope with his failing health, the pressures he faced and his increasing concern at the
direction in which Japan was moving.
This study will assess the influence of Chinese thought and literature upon ^ƃƐĞŬŝ in a
chronological order by examining his poems in five separate stages: student days; teaching
period; serious illness; Nanga painting phase and the writing of ‘Lightness and Darkness’ (MeiAn) his last novel.
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This analysis of his Chinese poems aims to provide understanding of and insight into his belief,
Sokuten Kyoshi (Merging with Heaven by abandoning self), the thought he reached at the end
of his life and which he sadly didn’t have time to explain in detail.
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Introduction

Natsume Kin’nosuke (ኟ┠㔠அຓ 1867-1916) who wrote under the pen name of Natsume ^ƃƐĞŬŝ
(ኟ┠ₙ▼) is well known as a writer, who created some of the most original, challenging, varied and
lasting novels in the Japanese language. He holds a special place in the history of Japanese literature.
His novels are, however, only one element of his life’s work. His creative output included talks, many
articles in newspapers and periodicals, letters, a diary and a large body of poetic compositions. His
favoured form of poetry was the haiku (a short Japanese poem with seventeen syllables and three
verses) and kanshi (Chinese poetry).
^ƃƐĞŬŝ’s kanshi are considered by many to be among the finest of their kind, expressing elegance,
simplicity, humanity, a deep connection with nature, powerful moving imagery and a deep and living
connection to the great classic Chinese poets.
This study gives an inter-textual and inter-cultural analysis of ^ƃƐĞŬŝ’s thought and spirituality through
his kanshi compositions using kanshi in Chinese, Japanese and translations in English (by the author
of this study). This study will look at the notion of loneliness and how it changes through the course
of his life, finally ending up as a profound spiritual loneliness, by examination of ^ƃƐĞŬŝ’s kanshi, and
looking at his life, using various religious texts, Chinese poems from the past, ^ƃƐĞŬŝ’s diary and letters,
essays and speeches and the comments and annotations of scholars on his kanshi: all of which
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provide an understanding to his final thought sokuten kyoshi, (๎ኳཤ⚾, Merging with the heavens,
abandoning self). This study aims to give a different approach to the interpretation of sokuten kyoshi
using ^ƃƐĞŬŝ’s kanshi as a core source for the analysis of ^ƃƐĞŬŝ’s final thought.
There has been no major study in English which has concentrated in depth on the Chinese spiritual
ĂŶĚůŝƚĞƌĂƌǇďĂƐŝƐƚŽ^ƃƐĞŬŝ’s kanshi and of the corresponding spiritual evolution within the poems.
This study intends to reveal the importance of Chinese thought to ^ƃƐĞŬŝǁŚŝĐŚǁĂƐof fundamental
importance in the development and composition of his kanshi.
It has been more than one hundred years since ^ƃƐĞŬŝ’s death on 9 December 1916. It is true to say
that his thought and the literature he left behind are immortal, as ^ƃƐĞŬŝ’s ideas and works are still
as fresh and meaningful today as they have ever been.
His stoical attitude was derived from the feudal tradition of Edo mixed with modern intellectual ideas.
At the same time ^ƃƐĞŬŝ was sandwiched between two opposing cultures: feudal Japan and modern
Japan. He talked about the concept of self, introduced by modern civilisation, and questioned its
impact on Japanese society and the life of its people. ^ƃƐĞŬŝgrew up in a time of rapid change and
turbulence in which Japanese society was totally transformed. His birth coincides with the
establishment of the Meiji period and it is worth taking a brief look at this era in order to understand
the times he was living in and their profound effect on his life and works.
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MEIJI HISTORICAL BACKGROUND
After the death of Emperor Kƃmei in 1867, who was anti-foreign and had established a relationship
of considerable trust with the Shƃgun, Tokugawa Yoshinobu, the Emperor’s son, the future Meiji
Emperor, who was only a teenager, came to the throne. This shift of power set the Meiji Restoration
in action and signalled an opportunity for a change in direction in which Japan responded to the
outside world with the philosophy of bunmei kaika (ᩥ᫂㛤) ‘Civilisation and enlightenment', the
‘Civilisation’ referred to was of course, Western civilisation. Jansen explained, “With the succession
of the boy Mutsuhito, the future Meiji emperor, court nobles had a new field for political maneuver”. 1
In November 1867, Shogun Yoshinobu returned the administration of governing Japan to the court.
In January 1868, the Tokugawa Shogunate was abolished 2 and in April 1868, the Meiji era began to
operate with a newly formed government. 3
The whole structure of society changed from the certainties of feudal Tokugawa to a new emperor
society based on military strength with a strong nationalist flavour. It was a tumultuous time, the end
of an era of certainty and stability for an era of change and modernisation. The elements of capitalism,
materialistic values and practicality replaced the old values that had a more spiritual and local

1

Jansen, Marius B. “The Meiji Restoration” in The Emergence of Meiji Japan. Marius B. Jansen, Edit.
Cambridge University Press, Cambridge, 1995, p. 189.
2 Walthall, Ann & Steele, M. William. Politics and Society in Japan’s Meiji Restoration – A Brief History with Documents.
The Bedford Series in History and Culture, Macmillan Learning Humanities, Bedford/ St. Martin’s, Boston, 2017,
p. 127-129.
3 Ibid, p. 142-144.
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community basis.
Let us see why Japan transformed itself from a feudal country to a modern nation. The reasons for
this transformation go back to events before the establishment of the Meiji era, according to the
records, “On July 8, 1853, Commodore Matthew Perry of the United States Navy, commanding a
squadron of two steamers and two sailing vessels, sailed into Tƃkyƃ harbor aboard the frigate
Susquehanna. Perry, on behalf of the U.S. government, forced Japan to enter into trade with the
United States and demanded a treaty permitting trade and the opening of Japanese ports to U.S.
merchant ships. This was the era when all Western powers were seeking to open new markets for
their manufactured goods abroad, as well as new countries to supply raw materials for industry. It
was clear that Commodore Perry could impose his demands by force. The Japanese had no navy with
which to defend themselves, and thus they had to agree to the demands.” 4
We can see that this was a part of the strategy of the New Imperialists in search of raw materials and
markets in Asia and Africa. The request to open up Japan for trade was made by the U.S. Government
to the Japanese Emperor when the Tokugawa Shogunate was governing Japan. There is a record of
three letters addressed to the Emperor of Japan from the U.S. President Millard Fillmore and the U.S.
Navy Commodore C. Perry written between 1852-1853, dated November 13, 1852; July 7, 1853; July
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14, 1853. 5 The third letter is almost threatening in nature. On 31 March 1854, the Treaty of
Kanagawa was signed between the Japanese Emperor and the U.S. President in which Japan agreed
to open the port of Shimoda in Izu Peninsula and Hakodate in Hokkaido. 6
Western intervention destabilised the foundations upon which the Tokugawa government was based
and led to a radical transformation of society. One major change that took place once the Meiji
government was established was the separation of Shinto and Buddhism in 1868 (Shinbutsu Bunrirei),
and the restoration of Shinto (Fukko Shinto) as a state religion. It is known as The Separation Edict.
Suzuki explains, “Kokugaku sympathisers and Shinto priests, who interpreted this edict as the
‘destruction of Buddhism’ started to demolish Buddhist buildings, statues, arts, and texts. They also
eliminated Buddhist elements and influence from Shinto shrines where Buddhist -Shinto syncretism
(hongi suijaku) had often been found.” 7 Suzuki explains the edict further, “The idea of fukko Shinto
not only added fuel to the anti-Buddhist movement, it became the ideology of the Meiji government
to legitimate its new political power. The Separation Edict was, therefore, an inevitable
consequence.” 8

5

Asia for Educators. The three letters that President Fillmore and Commodore Perry wrote to the Japanese Emperor.
http://afe.easia.columbia.edu/ps/japan/fillmore_perry_letters.pdf
6 The Avalon Project. Japanese-American Diplomacy, Treaty of Kanagawa; March, 31 1854. Yale Law School, Lillian
Goldman Law Library, http://avalon.law.yale.edu/19th_century/japan002.asp
Source: Treaties and Other International Acts of the United States of America. vol. 6., Miller, Hunter ed.
Washington: Government Printing Office, 1942.
7 Suzuki, Satona. Japanese Buddhist Missionary Activities in Korea, 1877-1910. Ph.D thesis, SOAS, University of
London, London, 2000, p. 47.
8 Ibid., p. 48.
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The changes introduced by the new government were not only religious and political. They affected
the whole of Japanese society. The samurai class lost its privileged status, their elite became part of
the new aristocracy, but the majority became commoners. Japanese could choose any occupation
and there was no restriction on travel. The Meiji leaders promoted the adoption of Western dress,
customs and culture. The central and local governments were modelled in Western style and the
education system was established referring to the Western school system.
Although still primarily an agricultural society, industrialisation, initially subsidised by the government
took place on a massive scale. 9
Foreign experts and technology were imported. An industrial infrastructure was put in place, there
were less than 200 miles of railway tracks in the mid-1880s, by the turn of the century nearly 4,000
miles of track had been built. 10 Telegraphic installations were installed, a postal service set up. Silk
production and the export of cotton goods increased dramatically, reducing the cost of expensive
imports, as well as the beginning of an export industry in more refined items. After the Meiji
restoration, huge family-based capitalist corporations (zaibatsu) such as Mitsui, Mitsubishi,
Sumitomo and Yasuda emerged, although Mitsui’s origins went back to 1673 and the kimono trade
and Sumitomo began by trading in copper in the early 17thcentury.
From the very beginning, the role of the military was of prime importance in the Meiji era. This was

9
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demonstrated by the proclamation in 1868 of fukoku kyohei (ᐩᅜᙉර, enrich country, strengthened
army). The threat of domination and colonisation by the major Western powers and the perceived
weakness of the Tokugawa administration led to an emphasis on military strength. 11
Tipton describes how important the armed forces were in the modernisation process, “They were
the first areas of major structural change, the first to adopt Western organizational patterns and the
first to hire foreign advisers. They became the largest-scale organizations in Japanese society and
models of modernization for other areas, stimulating the development of other fields such as
shipping, mining and munitions” 12
At the beginning of the Meiji era, there was far more of a spirit of cultural and political
experimentation. The political element was expressed by The Freedom and People's Rights
Movement, started in 1874. One of leading figure of the movement was Itagaki Taisuke (ᯈᇉ㏥ຓ
1837-1919). The cultural side featured kanshi writers such as Mori Shunto (᳃℀ 1819-1889),
Narushima Ryƻhoku (ᡂᓥᰗ 1837-1884) and Qnuma Chinzan (ỿᒣ 1818-1891). However,
by the end of the 1880s these movements were very much on the decline and the dehumanising and
oligarchical nature of the Meiji regime was far more evident. Still, as Irokawa observes “A new
generation that made use of this Chinese poetry attempted to convey its own life, class aspirations,
and political passions through that verse and infused it with a new spirit. Poetry in classical Chinese
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was revived in these turbulent years; in turn it played a role in stimulating historical change. Had this
not been so, Natsume Sƃseki, Mori Qgai and Hagiwara Sakutarƃ would probably not have considered
Chinese verse to be the source of Japanese poetry, nor would they have gone on to preserve that
tradition.” 13
There were major overhauls of the village and town systems and many still suffered from appalling
poverty. It’s interesting to note that the Health and Social Services Systems were still in their infancy:
the amount spent on public health was less than half of that spent to purchase one warship.
There were, however advances in other areas such as the world of education especially after a system
of compulsory education was introduced in 1871.
The two wars (Sino-Japanese 1894-1895, Russo-Japanese 1904-1905) that occurred during Meiji had
a profound effect upon society, enflaming the militaristic and nationalist element even more.
The military advances which led to both expansion and an increased nationalist spirit pervaded
society. The way of life had been turned on its head, from inward looking to outward looking with a
determination to catch up with the West as fast as possible without due consideration of the
consequences of such radical action on its people. ^ƃƐĞŬŝgrew up as this radical transformation of
society developed. He was well aware of its failings, the rapid industrialisation, the threat to
individual freedom and the dangers of military expansion.

13
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SQSEKI’S VIEW ON BUNMEI KAIKA
Later in his life, ^ƃƐĞŬŝgave a talk titled Gendai Nihon no Kaika (⌧௦᪥ᮏࡢ㛤ⰼ: the Civilisation of
Modern-day Japan) at Wakayama in 1911. ^ƃƐĞŬŝconcluded that civilisation was driven by two types
of human action; obligation and leisure. Civilisation is an expression of human energy, and it has
developed through organic processes. It was the innate nature of human beings to change and to
improve their quality of life.
^ƃƐĞŬŝstates that “The civilisation of modern-day Japan” was borrowed from the west and developed
almost overnight without understanding the meaning of it, compared with the way civilisation had
occurred in the West with a gradual development over hundreds of years. The following are his own
words about the shift of transition from Japan under Chinese Civilisation which had developed
gradually since the 6th century and Japan taking the path of Western Civilisation. “…we were a country
that had until then developed according to our own internal motivation. But then we suddenly lost
our ability to be self-centred and were confronted by a situation in which we could not survive unless
we began taking orders from the external force that was pushing us around at will. Nor was this by
any means a temporary situation…not only have we been pushed and shoved along from that day to
this, but unless we continue to be pushed along for years to come- perhaps forever- Japan will not
be able to survive as Japan. What else can we call ourselves but externally motivated?…the civilisation
of Japan today does not plod along at its own steady pace, but instead it leaps ahead from one
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desperate round to the next…What kind of psychological impact does such an externally motivated
civilisation have on us?...we must conclude that the process of the development of man’s vital
energies- that is, civilisation – progresses in waves, stringing one arc after another in a constantly
advancing line…Because of external pressure, Japan has had to leap all at once from a barely attained
complexity level of twenty to a level of thirty in the two great areas of energy conservation and energy
consumption. The county is like a man who has been snatched up by a flying monster. The man clings
desperately to the monster, afraid of being dropped, hardly aware of the course he is following.” 15
What this comment reveals is that ^ƃƐĞŬŝis critical about a rapid Westernisation policy operated by
the new government and doesn’t necessarily believe the idea of following the civilisation of the West
could lead to the civilisation of Japan, as in Sƃseki’s view, civilisation has to come from within. ^ƃƐĞŬŝ
also comments that “the civilisation of modern-day Japan” is a mechanical and not an organic process,
therefore it causes frustration and anxiety within the society affecting people’s psychological state.
^ƃƐĞŬŝexplains, “the waves that govern Japan’s present civilisation roll in on us from the West. We
who ride these waves are Japanese, not Westerners, and so we feel out of place with each new surge,
like uninvited guests. There is no question of our understanding the new wave, for we have not had
time to appreciate the features of the old one that we have cast off so reluctantly. It is like sitting at
a dinner table and having one dish after another set before us and then taken away so quickly that,
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far from getting a good taste of each one, we can’t even enjoy a clear look at what is being served.
A nation, a people that incurs a civilization like this can only feel a sense of emptiness, of
dissatisfaction and anxiety.” 16 He went on to say “If the Westerners, whose mental and physical
powers far surpass ours, took a hundred years to get where they are now, and we were able to reach
that point in less than half that time (forgetting for the moment the difficulties they faced as pioneers),
then we could certainly boast of an astounding intellectual accomplishment, but we would also
succumb to an incurable nervous breakdown; we would fall by the wayside gasping for breath.” 17
^ƃƐĞŬŝwarned time and time again in his writings and speeches of the negative impact of following
Western Civilisation carelessly.

SQSEKI’S LIFE
^ƃƐĞŬŝwas fostered just after he was born and then adopted, in 1868, when he was one year old. He
finally returned to his own family at the age of nine. The reasons for his fostering and adoption were
that his parents were embarrassed to have a child at such a late stage, as his father was aged fifty
and his mother was forty-one when he was born. 18
He was educated in Chinese Studies when he was young and entered the NishƃŐakusha Kangaku juku
(ᯇᏛ⯋₎Ꮫሿ) in 1881 at the age of fifteen years old, where he learnt Classical Chinese. ^ƃƐĞŬŝ
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was already familiar with some Classical Chinese before he began his studies, since he started from
the third grade. 19 ^ƃƐĞŬŝ was taught Wang Yang-Ming ( ⋤ 㝧 ᫂ 1472-1529), who was a NeoConfucian literatus from Ming China, the founder of The School of Mind and well known for his belief
in ‘the Unity of Knowledge and Action’ (▱⾜ྜ୍). 20 Wang Yang-Ming is considered to have been
influenced by the teachings of Daoism and Ch’an (Zen) Buddhism, when he was young. 21
^ƃƐĞŬŝŝŶŚŝƐǇŽƵƚŚǁĂŶƚĞĚƚŽƉƵƌƐƵĞŚŝŶĞƐĞ^ƚƵĚŝĞƐ͕ďƵƚŚĞƌĞĂůŝsed that Chinese Studies offered
no guarantee of a secure occupation.
ƐĂǇŽƵŶŐŵĂŶ͕^ƃƐĞŬŝŚĂĚƚŽŐŝǀĞƵƉŚŝƐŝŶƚĞƌĞƐƚŝŶůĞĂƌŶŝŶŐŚŝŶĞƐĞůŝƚĞƌĂƚƵƌĞŝŶŽƌĚĞƌƚŽƐƵƌǀŝǀĞŝŶ
modern society. He took the path to become a specialist in Western Literature and began his studies
in Western literature in 1888 at the Tokyo Imperial University. After graduating in 1893, he continued
his studies as a post graduate at the same university. Whilst studying, he began to teach English at
High School for teacher training. In 1895, he decided to leave Tokyo and became a full- time teacher
and worked in several schools, first in Matsuyama, then in Kumamoto until his departure to London
in 1900, where he was assigned by the government for research in English Literature. ^ƃƐĞŬŝ stayed
in London for two years, receiving private tuition on Modern English literature from an Irishman, Dr.
W. J. Craig (1843-1906). 22
In 1888, ^ƃƐĞŬŝ entered Tokyo University reading English and the following year met his most
influential friend, Masaoka Shiki (ṇᒸᏊつ 1867-1902), who was a poet and a school-friend. They
became close from then on until Shiki’s death in 1902.
After sharing University life with Sƃseki, Masaoka Shiki left school in October 1892 and began to work
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as a journalist in the newspaper Nippon (᪥ᮏ) in December of the same year. He also contributed to
a literary journal called Hototogisu (࣍ࢺࢺࢠࢫ) in 1897, and was one of the founding members of
a poetic circle called Negishi-tankakai (᰿ᓊ▷ḷ) in 1899.
Shiki’Ɛ ŝŶĨůƵĞŶĐĞ ƵƉŽŶ ^ƃƐĞŬŝ ŝƐ ŝŵŵĞŶƐĞ͕ ƐŝŶĐĞ ŚĞ ĞŶĐŽƵƌĂŐĞĚ ^ƃƐĞŬŝ ƚŽ ǁƌŝƚĞ ůŝƚĞƌĂƌǇ ĐƌĞĂƚŝǀĞ
works. 23 ^ŚŝŬŝŝƐƌĞƐƉŽŶƐŝďůĞĨŽƌƉƵďůŝƐŚŝŶŐ^ƃƐĞŬŝ’s first written work in Hototogisu entitled The news
from London (ᩔᾘᜥ) 24, which was a report by ^ƃƐĞŬŝ’s on life in London that he sent to Shiki.
^ƃƐĞŬŝ’s early ŚŝŶĞƐĞ ƉŽĞŵƐ ĂƌĞ ŵĂŝŶůǇ ĂĚĚƌĞƐƐĞĚ ƚŽ ^ŚŝŬŝ͕ ĂƐ ^ŚŝŬŝ ŝŶƐƉŝƌĞĚ ^ƃƐĞŬŝ to compose
ƉŽĞŵƐ ĂŶĚ ŐĂǀĞ ĐƌŝƚŝĐŝƐŵ ƚŚĂƚ ^ƃƐĞŬŝ ƚƌƵƐƚĞĚ͘ ^ƃƐĞŬŝ ƐƚŽƉƐ ĐŽŵƉŽƐŝŶŐ kanshi after losing his best
friend, and it took another ten years for him to return back to composing Chinese poems in 1910. 25
During his stay in London, he develops the belief of ‘On my own terms’ (⮬ᕫᮏ J. Jiko Honi), that
is to have faith in one’s own opinion and ideas, rather than blindly following the prevailing views of
society. This idea strengthens ^ƃƐĞŬŝ’s confidence in his work and life. 26 He later explains this in his
speech, My Individualism (⚾ࡢಶே⩏), a ƚĂůŬŚĞŐĂǀĞĂƚ'ĂŬƵƐŚƻŝŶ͕WĞĞƌƐ’ School. 27 He teaches
that one has to respect others’ individuality if one wants to be an individual. One also has to take
responsibility for one’s actions if one wants to be an individual. 28
He visits Scotland in October 1902, before he leaves the UK, invited by Mr. John Henry Dickson (18381926), who had a deep interest in Japan. 29 ^ƃƐĞŬŝŝƐŵŽǀĞĚďǇƚŚĞŶĂƚƵƌĞĂŶĚscenery of Scotland,

23

Komiya, Toyotaka. Commentary in “Bokusetsu Roku” in ^ƃƐĞŬŝŶŽ^ŚƃŐĂŝ͘^ƃƐĞŬŝƵŶŬŽ͕dƃŚŽŬƵhŶŝǀĞƌƐŝƚǇĞŐŝƚĂů
library.
24 ^ƃƐĞŬŝĞŶƐŚƻVol.12 Iwanami Shoten, Tokyo, 1994, p. 3-31.
25 Refer to the statistics in Wada, Toshio. ^ƃƐĞŬŝŶŽ^ŚŝƚŽ,ĂŝŬƵ͘DĞƌƵŬƵŵĈƌƵ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϰ͕Ɖ͘ϵ-10.
26 ^ĞŶŬŝƚĂǇĂ͕ <ƃŝĐŚŝ͕ “^ƃƐĞŬŝ ŶŽ <ŽũŝŶ ^ŚƵŐŝ” in <ƃǌĂ EĂƚƐƵŵĞ ^ƃƐĞŬŝ. vol.5, Ed. Miyoshi, Yukio. Hiraoka, Toshio.
,ŝƌĂŬĂǁĂ͕^ƵŬĞŚŝƌŽ͘ƚƃ͕:ƵŶ͘zƻŚŝ<ĂŬƵ͕dŽŬǇŽ͕ϭϵϴϮ͕Ɖ͘ϮϳϮ-275.
27 <ƃƐĂŬĂ͕DĂƐĂĂŬŝ͕ĞĚ͕Japanese Thought in the Meiji Era, Pan-Pacific Press, Tokyo, 1958, p.451.
Also, in Biddle, Ward William. “Authenticity of Natsume Soseki” in Monumenta Nipponica Vol. 28 No.4, Sophia
University, Tokyo, Winter, 1973, p.395.
28 ZƵďŝŶ͕:ĂǇ͖EĂƚƐƵŵĞ^ƃƐĞŬŝ“Watakushi no Kojinshugi”. ;^ƃƐĞŬŝŶŽ/ŶĚŝǀŝĚƵĂůŝƐŵͿ in Monumenta Nipponica, Vol. 34,
No. 1 (Spring, 1979), p.21-48.
29 Hirakawa, Yoshihiro. “Kisha no Hashiranu Sekai” in <ƃǌĂEĂƚƐƵŵĞ^ƃƐĞŬŝ. vol.5, Ed. Miyoshi, Yukio. Hiraoka, Toshio.
,ŝƌĂŬĂǁĂ͕^ƵŬĞŚŝƌŽ͘ƚƃ͕:ƵŶ͘zƻŚŝ<ĂŬƵ͕dŽŬǇŽ͕ϭϵϴϮ͕Ɖ͘Ϯϵϲ-308.

19

which gives him a strong impression of being in the story of the Peach Blossom Spring (᱈ⰼ※グ:
Taohuayuan ji) 30, the Shangri-La depicted by the Chinese poet, Tao Yuanming (㝡ῡ᫂ jp. Tƃ Enmei,
365-427). It was during this time that ^ƃƐĞŬŝwas devastated by the news of the death of his close
friend, Masaoka Shiki, who died on 19 September 1902.
On his return to Japan after a two year stay in London, ŝŶ:ĂŶƵĂƌǇϭϵϬϯ͕^ƃƐĞŬŝƐƚĂƌƚed to teach again
at several universities. While teaching, he began to write his Theory of Literature (ᩥᏛㄽ), which he
constructed from the notes that he had made during his research study in London. From 1905, he
began creative writing, and encouraged by Takahama Kyoshi (㧗Ꮚ 1874-1959) published his
first story I am a Cat (ᡃ㍮ࡣ⊧࡛࠶ࡿ) in the literary magazine, Hototogisu. In the same year,
Sƃseki’s pupils in literature started to gather at his house where literary meetings were held which
by the following year were known as MŽŬƵǇƃ-kai (ᮌ᭙ Thursday meeting). 31
In 1907, he finally leaves teaching and becomes employed by the Asahi Newspaper, writing articles
and novels in a literary column. This was regarded as a sensational action; leaving a respectable
position in academia in order to become a popular novelist. 32 One of his pupils, Komiya, says that
^ƃƐĞŬŝ popularised literary work for the general public. 33 ^ƃƐĞŬŝ’s reason for becoming a writer in
the popular genre was to encourage people to carry on developing. In one of the letters ^ƃƐĞŬŝ wrote
ƚŽŚŝƐĚŝƐĐŝƉůĞƐ͕ŬƵƚĂŐĂǁĂZǇƻŶŽƐƵŬĞĂŶĚ<ƵŵĞDĂƐĂŽ͕ĚĂƚĞĚϮϰ ƵŐƵƐƚ͕ϭϵϭϲ͕^ƃƐĞŬŝĂĚǀŝses them
not to be impatient and run like a horse, but to be like an ox, and push and support not the writers,
but the people from behind. 34
^ƃƐĞŬŝ, was determined to write popular novels for the general public which were serialised in the
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Asahi. He worked hard to support his family, while keeping his individual opinions and attitude and
not following the social norms. During this period, he unfortunately develops the symptoms of a
stomach ulcer. This illness gets worse and leads to his critical condition at Shuzenji in 1910, where he
experiences thirty minutes of unconsciousness wavering between life and death. 35
During his recovery from illness, he received a lot of encouragement from all kinds of people, wishing
him a quick recovery from his illness. 36 He spent a moment of quietness in Shuzenji where away from
the harsh and competitive world he managed to find a tranquil state of mind. When he returned to
Tokyo to be treated in a hospital, he started to write a series of essays, Omoidasu kotonado (ᛮ࠸ฟ
ࡍࡇ࡞) 37, the aim of which was to write down what he felt about life and human values. He
revised some Chinese poems that he had composed during the recovery period at Shuzenji, and he
also composed some new ones at the hospital in Tokyo. He placed these poems in his essays to
express his inner feelings. Poetic sensitivity (㢼ὶ J. ĨƻƌǇƻ) is the only spiritual nourishment for him
during his recovery period. “Chinese poems play an important role for him to assess the true values
in his life at this period” 38, comments Wada.
After his recovery, he becomes busy with writing, giving lectures, and teaching his disciples, and he
does not have much opportunity to have a tranquil moment in which to compose poems. However,
he returns to kanshi whenever he does find time which is generally when he is too ill to work on
producing novels. He also began to create paintings to accompany his poems. Eventually, in the final
summer of his life he combined writing his final novel Mei-An, and the daily composition of kanshi,
which becomes a regular afternoon routine for ^ƃƐĞŬŝin order to cleanse his thoughts and have a
contrast from writing a popular novel.
Unexpectedly, ^ƃƐĞŬŝbecame critically ill and passed away before he was able to complete his novel,
35
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Mei-An (᫂ᬯ). He left his readers with a symbolic final poem expressing his mental state of being
one with nature. According to Okazaki, the Chinese poems he composed during the final period of
his life have a lot to offer, if one wants to fully ƵŶĚĞƌƐƚĂŶĚ^ƃseki’s thoughts. 39 ^ƃƐĞŬŝdidn’t have a
chance to fully explain what sokuten kyoshi actually meant publicly when he was alive. His departure
from the world was so sudden that even he didn’t expect it. His final set of kanshi together with his
essays and commentaries and comments from students are the only sources available in order to
speculate and suggest the true nature of sokuten kyoshi.
^ƃƐĞŬŝdidn’t compose kanshi for kanshi’s sake. He composed them as part of a poetic and spiritual
quest. In order to assess his spiritual development, it is necessary to examine Sƃseki’s kanshi
chronologically to have a better understanding of his thought and the development of the notion of
loneliness in different stages of his life which finally transforms into sokuten kyoshi.
This study uses the original kanshi poems and kundoku (Japanese reading of poem) from ^ƃƐĞŬŝ
ĞŶƐŚƻ annotated by Ikkai Tomoyoshi, which covers all the kanshi ^ƃƐĞŬŝcomposed including those
written before he was 20. ^ƃƐĞŬŝĞŶƐŚƻ has a very precise and efficient numerical order for all the
kanshi which helps understand the historical and chronological relevance of the poems.

MEIJI KANGAKU & KANSHI
Chinese studies consisted of Kanbun (₎ᩥ ‘Literary Sinic’) and Kanshi (₎リ ‘Sinic poetic’) which
were used by the Japanese elite class to operate the country and communicate in writing until
sometime after the modernisation of Japan. Many specialist schools existed which taught students
Chinese from an early age. However, after the introduction of a new education system in 1872 many
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kangaku juku (₎Ꮫሿ) and terakoya (ᑎᏊᒇ) which were places to learn Chinese were no longer
part of the mainstream Japanese educational system and an increasing number of schools teaching
Western studies were established . 40
Kaigo observed, “The Government Order of Education of 1872 envisioned a school system with a
single line of organization, replacing the double line (for the warrior and the people) which
characterized education of the Edo period. This change constitutes the most important characteristic
of education since Meiji.” 41
However, it was not so easy to change to a new educational system modelled on the Western style
so quickly. It is said that “In this period, various attempts at fusing the educational legacies from the
latter part of the Edo Period (1603-1867) and the new influences of Western civilization were
energetically pushed throughout Japan in a process which was essentially that of repeated trial and
error.” 42
Fukuzawa Yukichi (⚟ἑㅍྜྷ 1835-1901) was one of the members of the Meiji Six Society (᫂භ♫
Meirokusha), which was the first intellectual society in Japan formed in 1873 for the promotion of
Western liberalism 43. The Meiji Six Society was so named because it was formed in the sixth year of
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Meiji, 1873. Apart from Fukuzawa, it had members such as Mori Arinori (᳃᭷♩ 1847-1889), Katƃ
Hirohuki (ຍ⸨ᘯஅ 1836-1916), Nishi Amane (す࿘ 1829-1897), Nakamura Masanao (୰ᮧṇ┤
1832-1891) Tsuda Mamichi (ὠ⏣┿㐨 1829-1903), Nishimura Shigeki (すᮧⱱᶞ 1829-1902),
Mitsukuri Shƻhei (⟪స⛅ᆤ 1826-1886), Sugi Kƃji (ᮡ 1828-1917) and Mitsukuri Rinshƃ (⟪స
㯌⚈ 1846-1897).
Fukuzawa began to promote a new kind of modern education system following the western model
and set up Keiƃ Gijuku in 1868 (now known as Keiƃ University founded in 1890) and he wrote of the
importance of promoting Western Studies in 1872. 44 ^ƃƐĞŬŝwas five years old in 1872 and this was
the environment in which he grew up.
The Westernisation of the Japanese system meant ideas such as Herbert Spencer’s ‘natural rights’
became popular amongst intellectuals and political activists. Howland explains, “It was Spencer’s
liberal defence of natural rights that initially interested Japanese readers in the 1870s… Spencer’s
works in translation provided two key pieces of argument critical to intellectuals and political activists
in the 1870s and 80s in Japan.” 45 The two key arguments were “The ‘Enlightenment’ model of
progress”, and “The ‘Scientific’ model of progress”.
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Inspired by the ideas from “The ‘enlightenment’ model of progress”, Itagaki Taisuke (ᯈᇉ㏥ຓ 18371919) who was a leader of the Freedom and People’s Rights Movement established a political party
named the Liberal Party in 1881 and became leader of the party. It was, however, dissolved in 1884
due to the clash between the people and the ruling class. 46
As a measure against the People’s Rights Movement, government scholars promoted “The rejection
of natural rights” and “The idea that rights emanate from the State” using the idea of a ‘Scientific’
model of progress” based on ‘ The survival of the fittest’. 47
After losing the Liberal party which was a pillar of the Freedom and People’s Rights Movement,
members tried to continue their activities and one of the methods was to form a kanshi group and
communicate with each other through the print media which featured kanshi. 48
In opposition to the increasing popularity of the Freedom and People’s Rights movement, the
government realised the importance of keeping East Asian traditions in society and began to promote
nationalist ideologies. Kaigo explains about the background to this as follows, “The schools of the Edo
period had been reformed with the Western school as the model, but over against this movement
there was a demand from the time of the Meiji Restoration that education also be reorganized on
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the basis of the Japanese educational tradition. This was made clear in the <ǇƃŐĂŬƵdĂŝƐŚŝ (Principles
of Education) of 1879 which claimed the support of the will of the Emperor. This text criticized the
tendencies in education after the Restoration and stressed the importance of moral education.” 49
Kanƃ also notes that the Ministry of Education realised the importance of East Asian style moral
education. In 1881 when Fukuoka Takachika (⚟ᒸᏕᘵ 1835-1919) became education minister,
nationalism was promoted further and in 1882, Kƃtenkƃ Kenkyƻsho (ⓚㅮ◊✲ᡤ) which was an
institution for the study of national literature and the education of Shinto priests was set up by the
Shintƃ office. Along with a re-evaluation of the East Asian tradition, Chinese studies regain popularity
and in 1877 Wakan-Bungaku ka (₎ᩥᏛ⛉ The Department of Japanese and Chinese literature)
was set up at Tokyo University. In 1882, Yƃgaku Kƃyƃ (ᗂᏛ⥙せ) was published by Motoda Nagazane
(ඖ⏣ỌᏒ 1818-1891) by means of an imperial command from the Meiji emperor. This book, with
its many references to classical Chinese and Japanese literature, aimed to teach moral and social
ethics to the young generation. 50
In contrast to the promotion of Western studies at places such as Keio Gijuku, in 1878 Mishima
Chƻshƻ (୕ᓥ୰ᕞ 1831-1919) set up Nishƃgakusha in order to teach Chinese studies. From 1879 to
1881, the school had almost 300 pupils. By 1882, there were many privately managed kangaku juku

49

Kaigo, Tokiomi. Japanese Education- Its Past and Present. Series on Japanese Life and Culture, Vol. XI,
Kokusai Bunka Shinkokai, Tokyo, 1965, p. 53.
50 DŝƵƌĂ͕<ĂŶƃ͘Meiji no Kangaku͘<ǇƻŬŽ^ŚŽŝŶ͕dŽŬǇŽ͕ϭϵϵϴ, p. 16.

26

(schools of Chinese learning) and Nishƃgakusha, where Sƃseki studied briefly between 1881 and 1882,
was one of the most popular schools. However, by 1886, the popularity of Nishƃgakusha had
diminished due to the introduction of an education policy which imitated the European educational
model. 51
Again from 1885 to 1887, during Ito Hirobumi’s government (ఀ⸨༤ᩥ 1841-1909), there was an
extreme process of Europeanisation in the education system. The education system was reformed
under the first Cultural Minister, Mori Arinori (᳃᭷♩ 1847-1889), and it became compulsory to
graduate from the Middle school in the modern system in order to become a government bureaucrat,
this very much undermined the popularity of the kangaku. As a result, the demand for kangaku juku
declined. 52
After winning the Sino-Japanese war (᪥Ύᡓத 1894-1895), there was a need to reinforce the
national identity of the country as a leader in Asia. The situation of Chinese studies after the SinoJapanese war has been explained as, “The result was a dramatic pedagogical shift away from the
Confucian classics and the devaluation of Japanese writing in kanbun, which had been the language
of religion, government, and scholarship.” 54 There was a movement to remove the study of kanbun
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from the Middle school curriculum in the beginning of the twentieth century, although it was
unsuccessful in eliminating it completely. “Kanbun was nevertheless reduced dramatically.” 55
In contrast to the decline of kanbun, the popularity of kanshi increased and poetic societies were
formed in order to learn and appreciate kanshi. Kanshi were popularised amongst townsmen, former
Samurai, monks and many others. Kanshi were also promoted in respectable newspapers many of
which set up kanshi columns, so that people could publish, comment on and criticise compositions
and exchange ideas.
Fraleigh points out that there is a tendency to consider kanshi as belonging to the past. However, he
stresses the following point, “Yet it is important to bear in mind that there were also many kanshi
poets active in Meiji who saw themselves as being on the very cutting edge of contemporary culture
and literary expression.” 56
Meiji poetry functioned “As part of a process of social exchange among individuals and groups” 57.
Tuck argues that the poem as a tool for social exchange in the Meiji period increased dramatically
due to the increasing availability of national newspapers, literary magazines and journals to the
general public. 58 People could exchange poems even when they lived far away from each other. The
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print media in the Meiji period played an important role in the increase in popularity of kanshi
nationwide.
Composing poems was not merely a scholarly pursuit, instead it become a widespread social activity.
Fraleigh tells us, “They pursued it with sincere zeal in part because the act of writing Sinitic poetry
enabled them to articulate themselves in reference to the shared cultural heritage that was the
foundation of their education. Exchanging Sinitic poems with their peers offered opportunities for
dialogue, but even in their own compositions they took part in multifarious forms of interaction with
figures from the literary past (and present).” 59 We can see that kanshi became an important social
tool for communication in the Meiji period, which grew along with the development of the printing
industry.
The first phase of Meiji kanshi was from 1868 to around 1890. The major artists were such as Mori
Shuntƃ (᳃℀ 1819-1889) and Narushima Ryƻhoku (ᡂᓥᰗ 1837-1884) who attracted many
kanshi enthusiasts in Tokyo. Mori published the literary journal, Shinbunshi (᪂ᩥリ July 1875December 1883) in 1878 which mainly selected kanshi by established poets. Narushima published
Yanagibashi Shinshi (ᰗᶫ᪂ㄅ, New chronicles of Yanagibashi) in 1874 after traveling in Europe in
1872 to 1873, and in September 1874, became a chief editor of the newspaper Chƃya Shinbun (ᮅ㔝
᪂⪺) where he created a special section for kanshi. Narushima also published a literary journal,
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Kagetsu Shinshi (ⰼ᭶᪂リ January 1877- October 1884) which selected a wide range of poems from
the general public. 60
Many poetry clubs were also formed during this first Kanshi period. Tuck explains, “Expanding beyond
its previous main constituency of Confucian scholars, Buddhist monks and court nobles, other social
groups such as townsmen, merchants and samurai all began to compose kanshi on a regular basis.
One immediate social phenomenon resulting from this was the rise of the ginsha ྫྷ♫ or kanshi
society, a social group which anyone who could afford the tuition and material expenses could join in
order to receive instruction in kanshi composition and socialise with well-known poets.” 61
In the first phase of the Meiji kanshi period, there was a lot of enthusiasm for exchanging Kanshi
compositions with Chinese artists. Tuck tells us that Shuntƃ and Ryƻhoku had contacts and
communicated with Qing poets such as Ye Songshi and Huang Zunxian by composing kanshi and they
felt it was an honour to work with Chinese poets. 62
Tuck explains that the rhyme-matching composition method was used for “textual and cultural
exchanges between Japanese and Chinese poets.”, and continues “The participants in these
exchanges often did not share a common spoken language or were separated by physical distance…
As a practice dependent on direct textual linkage, interpersonal dialogue and shared knowledge of a

60

DŝƵƌĂ͕<ĂŶƃ͘Meiji Kanbungaku Shi͘<ǇƻŬŽ^ŚŽŝŶ͕dŽŬǇŽ͕ϭϵϵϴ, p. 23-24.
Tuck, Robert James. The Poetry of Dialogue: Kanshi, Haiku and Media in Meiji Japan 1870-1900. Columbia University,
New York, 2012, p. 13.
62 Ibid., p. 101-102.
61

30

specific canon of literary and cultural texts, rhyme-matching poetry enabled and encouraged
dialogue in a way that other literary genres could not.” 63 We can see from Tuck’s comment that the
rhyme-matching composition method enabled poets to communicate across textual, cultural and
timeless contexts. The rhyme-matching composition method continued to be popular and was widely
used in the second kanshi period. It would in fact become a fundamental element in the composition
of ^ƃƐĞŬŝ’s kanshi.
The second phase of Meiji kanshi was from around 1891 to around 1897, and the activity was led by
Mori Kainan (᳃ᵘ༡ 1863-1911) who was a son of Shuntƃ, Kokubu Seigai (ᅜศ㟷ཇ 1857-1944),
Honda Shuchiku (ᮏ⏣✀➉ 1862-1907) and others. Mori worked at the Tokyo Nichinichi shinbun (ᮾ
ி᪥᪥᪂⪺) and Kokumin shinbun (ᅜẸ᪂⪺) newspapers, and Kokubu and Honda worked at the
Nippon newspaper (᪥ᮏ). Soseki’s best friend, Masaoka Shiki (ṇᒸᏊつ 1867-1902) also began to
work at Nippon in December 1892. Shiki went to China in 1895 as a war correspondent for Nippon
but returned back to Japan the same year due to illness.
Fraleigh informs us of a comment made by Shiki regarding kanshi which went as follows, “Even in
1896, the young critic and poet Masaoka Shiki (1867-1902) straightforwardly observed: ‘Comparing
the development of waka, haiku and kanshi in the literary world today, kanshi are most advanced,
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haiku second and waka third.’” 64 Shiki composed kanshi throughout his life 65, although he is better
known for his haiku compositions and his revolutionary reform of the haiku world.
Kanshi became popular even during the period of Westernisation. Qmachi Keigetsu (⏫᱇᭶ 18691925) made a comment about this phenomenon, “In the Meiji period, there was a flood of Western
literature and philosophy. It is not particularly strange. A new type of novel became popular. This is
not strange either. Kanshi which was believed to be a thing of the past and to have disappeared
became popular against people’s expectations. On the contrary, people become good at composing
kanshi during the Meiji period. It is the strangest thing that I have ever experienced… The Meiji 20s
(1887-1896) is indeed the flourishing period for kanshi.” 66
The mid-Meiji period according to Qmachi was a Golden period of kanshi. The introduction of mass
circulation media such as newspapers was a key factor for the growth of kanshi. Tuck explains how
newspapers played an important role in the political aspect during the second kanshi period. “One of
the most important aspects was the exchange of verse on openly political topics, something that had
a great deal to do with the increasing use of the newspaper as a space for poetic exchange. For its
part, kanshi already had a long tradition of political engagement, and were usually featured in the
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more highbrow newspapers, which also devoted a great deal of coverage to political issues. This is
especially true of the newspaper Nippon ᪥ᮏ (‘Japan’, published 1889-1906), which played host at
one time or another to virtually all of the major figures involved in poetic ‘reform’ during the 1890s,
including Shiki, Kokubu Seigai, and the tanka poets Amada Guan ኳ⏣ហᗡ (1854-1904) and Ochiai
Naobumi ⴠྜ┤ᩥ (1861-1903).” 67
By the time of the second phase of Meiji kanshi, there was no communication with Chinese artists,
and they concentrated on the development of the domestic kanshi movement. As well as rhymefollowing as a means to communicate between poets, rhyme-matching poems with poets from the
past gained popularity. Tuck explains, “Kainan and Seigai’s columns rarely, if ever, featured
contributions from non-Japanese poets. This second generation of Japanese kanshi poets preferred
to engage and conduct rhyme-matching exchanges primarily with historical Chinese poets of the Tang
and Song dynasties, the imagined representative of a historical glory preferable to the reality of more
recent Chinese history.” 68
^ƃƐĞŬŝdidn’t belong to any of the kanshi societies nor did he have any contact with kanshi specialists
apart from Shiki. His only brief encounter with a Tokyo kanshi specialist was the time when a few of
Sƃseki’s poems were corrected by Honda Shuchiku during his stay in Kumamoto. Although ^ƃƐĞŬŝ
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grew up in a social environment of reading Ryƻhoku and Shuntƃ’s new type of kanshi and learning to
understand the rhyme-matching method, he kept well away from the professional kanshi community
in Tokyo. Sƃseki’s kanshi compositions remain mostly private and a means of communication and
gesture of male friendship with Shiki until Sƃseki’s departure to London in 1900.
For mainstream kanshi poets of the second-generation such as Kainan and Seigai, rhyme-matching
was also an important method of participating in social exchanges via the print media. 69 Kanshi was
a medium in which to maintain male-to-male friendships, rivalries, and the teacher-disciple
relationship amongst educated males of the Meiji poetic circle.
Iida quoted a commentary made by Professor Kanda Kiichiro in Meiji Kanshi Bunshƻ that Meiji kanshi
developed to the point that we have never seen in Japanese history. It was remarkable especially
between 1887 to around 1904 to 1905. Iida says that the kanshi tradition which was nearly facing
extinction revived as a new literary vision by filtering the wave of Western thought, politics and
literature. This become a trigger for kanshi after 1887 to flourish to a point never seen before. In this
sense, Sƃseki and Qgai made a great contribution by returning back to East Asian traditions. 70
The third kanshi period started sometime around 1897, and its popularity continued through to 19045, but after this period, the practice of kanshi composition began to decline in popularity. Soseki
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attempted to promote kanshi composition in his own way by inserting his poems in his series of
essays, Omoidasu Kotonado published between 1910 to 1911 in the Asahi.

KANSHI AND KANGAKU ENVIRONMENT AROUND SQSEKI
Although ^ƃƐĞŬŝ composed a good number of fine kanshi he was never at any time in his life a
member of a professional kanshi circle. Tuck makes the following comment, “as in exchanges
between Shiki and Sƃseki, or Shiki and his student friends, rhyme-matching and processes of mutual
critique played a major role on a private level, in forming and cementing and expressing friendships
among educated men”. 72
Tuck also says that ^ƃƐĞŬŝhad a very little interest in publishing his kanshi compositions as he noted,
“One of the more distinctive features of Sƃseki’s kanshi practice as a whole is that he does not seem
to have been interested in the social aspects of kanshi in the same way as many of his contemporaries.
He did not associate with the ‘Professional’ kanshi poets or join any of the major kanshi groups, and
although his extant kanshi have been well-received by later generations of critics, few of his verses
circulated during his lifetime, for Sƃseki seemingly had little interest in his work being published.” 73
Although Tuck considers that ^ƃƐĞŬŝhad little interest in being involved with the Tokyo kanshi circle,
he points out the fact that ^ƃƐĞŬŝasked Shiki to arrange for a Kanshi specialist to correct some kanshi
a colleague at Kumamoto High School asked him to compose. Shiki responded by introducing him to
Honda Shuchiku from the newspaper Nippon.
This study agrees that ^ƃƐĞŬŝ’s kanshi practice was in general a private matter which took place
amongst his friends or of him composing for himself for his spiritual development. However, we can’t
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say that he was not altogether uninterested in publishing his work of kanshi as later on he published
a group of kanshi composed during and after his serious illness at Shuzen-ji in Omoidasu kotonado in
the Asahi Newspaper. Prior to that period, two of Sƃseki’s poems during the Kumamoto days were
published in the school’s journal in the same year of their composition. In addition, Soseki inserted
two kanshi compositions from his Kumamoto period in the novel Kusamakura (ⲡᯖ) published in
1906. This study promotes the idea that ^ƃƐĞŬŝ simply didn’t have a chance to publish his kanshi
compositions from his fourth and fifth period due to his sudden death.
Donald Keene, a specialist in Japanese literature has commented, “The best kanshi poet of the Meiji
era was probably the celebrated novelist Natsume Sƃseki: certainly no other kanshi of the time have
been as carefully studied by modern critics as his. However, ^ƃƐĞŬŝ published almost none of his
kanshi during his lifetime and had no contact with ‘professional’ kanshi poets. His poems in Chinese
are therefore treated in conjunction with his other works.” 74
In other words, in many ways Sƃseki’s novels have been an obstacle for Sƃseki’s kanshi and have
prevented them from being treated as independent and evaluated in their own right rather than
being considered in relation to his novels.
Next we will look at the development of Chinese Studies in Sƃseki’s life.

EARLY ENCOUNTERS WITH KANSHI
^ƃƐĞŬŝ ĞǆƉůĂŝŶƐ ŝŶ ŚŝƐ ǁƌŝƚŝŶŐ͕ ϯϭ ŽĨ Garasu-Do no Naka (◪Ꮚᡞࡢ୰ Inside the Glass door) that
when he was an elementary school student, he and a ĨƌŝĞŶĚĐĂůůĞĚ<ţ-chan were fond of Chinese
Studies, and often discussed Chinese literature, although they did not fully understand the
meaning. 75 DŝƵƌĂ <ĂŶƃ ĞǆƉůĂŝŶƐ ŝŶ ŚŝƐ ďŽŽŬ͕ Meiji Kanbun-gau Shi (᫂₎ᩥᏛྐ) that we can
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assume from this that he was showing an interest in Chinese Studies as early as when he was an
elementary school student. Miura also supports this idea by mentioning that Matsuoka Yuzuru, (ₙ
▼ ேࡑࡢᩥᏛ ^ƃƐĞŬŝ hito to sono bungakuͿ ǁŚŽ ǁĂƐ ŽŶĞ ŽĨ ^ƃƐĞŬŝ’s disciples and became
^ƃƐĞŬŝ’s son-in-law, came across ĂĐŽŵƉŽƐŝƚŝŽŶŝŶŚŝŶĞƐĞǁƌŝƚƚĞŶďǇ^ƃƐĞŬŝƚŝƚůĞĚSeisei Ron (ṇᡂ
ㄽ ) 76 , in a fanzine magazine dated 17 &ĞďƌƵĂƌǇ ϭϴϳϴ͕ ŬĞƉƚ ďǇ ^ƃƐĞŬŝ’s classmate at the time,
^ŚŝŵĂǌĂŬŝ͘;^ƃƐĞŬŝ’s name is recorded as Shiohara Kin’ŶŽƐƵŬĞ͕ǁŚŝĐŚŝƐ^ƃƐĞŬŝ’s adopted family name,
which he used until 1889)
DŝƵƌĂŝƐŝŵƉƌĞƐƐĞĚǁŝƚŚƚŚĞƋƵĂůŝƚǇŽĨ^ƃƐĞŬŝ’s writing and says that although it consists of only 300
words, it shows great skill in writing Chinese, and he concludes ƚŚĂƚƚŚŝƐƉƌŽǀĞƐ^ƃƐĞŬŝ’s knowledge
of Chinese was considerably high for a twelve year old child. 77
Another example Miura gives is taken from Omoidasu kotonado (ᛮ࠸ฟࡍࡇ࡞ Recollections),
ǁŚŝĐŚ^ƃƐĞŬŝǁƌŽƚĞǁŚŝůĞŚĞǁĂƐbeing treated in hospital after a three-month period of recuperation
in Shuzen-ji, from severe illness in 1910. The passage in Omoidasu kotonado relates how as a child he
visited a library called ^ĞŝĚƃ (According to the footnote, it used to be a Confucian School, then turned
into a library from 1871), and without fully comprehending it, copied out the text Ken’en Juppitsu (⹂
ᅬ༑➹ͿǁƌŝƚƚĞŶďǇKŐǇƻ^ŽƌĂŝ;Ⲷ⏕ᚂᚙ 1666-1728). 78 Miura says this shows ^ƃƐĞŬŝ’s enthusiasm
for learning Classical Chinese.
We can also ƌĞĨĞƌƚŽ^ƃƐĞŬŝ’s record of his travels, which was written in 1889 when he was twentythree years old, titled Bokusetsuroku (ᮌᒌ㘓Ϳ͕ŝŶǁŚŝĐŚ^ƃƐĞŬŝbegins his account with a sentence
saying he read several thousand words of Tang and Song writing as a young child. 79 We do not know
what exactly he read from these texts, however, it is clear that from a very early age ^ƃƐĞŬŝ read a
wide range of Chinese literature.
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₎Ꮫሿ KANGAKU JUKU)
TIME AT THE CHINESE ACADEMY (₎
^ĂŬŽ:ƵŶŝĐŚŝƌƃdescribes the period when the fifteen-year-old ^ƃƐĞŬŝtook up Chinese Studies at the
Chinese Academy (₎Ꮫሿ kangaku juku) called EŝƐŚƃgakusha (ᯇᏛ⯋), in 1881 after quitting
junior high school. Sako says that not enough studies have been ĚŽŶĞŽŶƚŚĞĨĂĐƚƚŚĂƚ^ƃƐĞŬŝůĞĂƌŶƚ
zƃŵĞŝŐĂŬƵ(㝧᫂Ꮫ The School of Mind, Ming Neo-Confucianism founded by Wang Yang-ming) at
EŝƐŚƃgakusha or its impact upon his thought, which may have helped form his concept of literature
and inner values. Sako, who also studied at EŝƐŚƃgakusha, says that the experience of learning the
philosophy of Wang Yang-ming had a great ŝŵƉĂĐƚƵƉŽŶŚŝƐƐƉŝƌŝƚƵĂůůŝĨĞ͘^ĂŬŽĨĞĞůƐƚŚĂƚ^ƃƐĞŬŝŵŝŐŚƚ
have been strongly influenced as well. 80
Sako shows the chart of the curriculum at EŝƐŚƃgakusha and explains that there are three grades
from 1 to 3 (3 being the starting grade), and each grade is sub-sectioned into three again. Sako says
ƚŚĂƚĂĐĐŽƌĚŝŶŐƚŽƚŚĞƌĞĐŽƌĚƐƚŚĂƚƌĞŵĂŝŶ͕^ƃƐĞŬŝŽďƚĂŝŶĞĚĂĐĞƌƚŝĨŝĐĂƚĞŝŶƚŚĞĨŝƌƐƚƐĞĐƚŝŽŶŽĨƚŚĞdŚŝƌĚ
grade in July 1881 and the third section of the Second grade in November of the same year. Texts
such as dƃƐŚŝ-sen (၈リ㑅 C. Tangshi xuan), and <ŽďƵŶ^ŚŝŶƉƃ(ྂᩥ┿ᐆ C. Gu-ǁĞŶŚĞŶ-bao), were
featured in the first section of the Third grade. The third section of the Second grade included DƃƐŚŝ
(ᏗᏊ Mencius), Shiki (ྐグ C. Shi ji The Historical Records), Santai-shi (୕యリ C. San-ti-shi), and
Rongo (ㄽㄒ Analects of Confucius). As for the Daoist classics, the Zhuangzi㸦ⲮᏊ㸧was studied in
the second and third section of the First grade, and the Laozi (⪁Ꮚ) was categorised in the first
section of the First grade together with texts such as ^ŚƻĞŬŝ (࿘᫆ The Book of Changes).
^ĂŬŽĂůƐŽƐĂǇƐƚŚĂƚ^ƃƐĞŬŝ’s knowledge of Chinese was considerably high, since he entered into the
ĨŝƌƐƚ ƐĞĐƚŝŽŶ ŽĨ ƚŚĞ dŚŝƌĚ ŐƌĂĚĞ ƐƚƌĂŝŐŚƚ ĂǁĂǇ͕ ũƵŵƉŝŶŐ ƚǁŽ ƐĞĐƚŝŽŶƐ͘ ^ĂŬŽ ƐƚƌĞƐƐĞƐ ƚŚĂƚ ^ƃƐĞŬŝ’s
knowledge of Chinese literature was not only limited to the texts that he learnt in those two courses
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mentioned above. One reason to assume this, explains ^ĂŬŽ͕ŝƐƚŚĂƚ^ƃƐĞŬŝŵĞŶƚŝŽŶƐŝŶan interview
that his father and brothers (from the EĂƚƐƵŵĞĨĂŵŝůǇͿĂůůůŽǀĞĚůĂƐƐŝĐĂůŚŝŶĞƐĞ^ƚƵĚŝĞƐ͕ĂŶĚ^ƃƐĞŬŝ
was influenced by them and naturally took up reading Chinese. 81 These factors tell us thaƚ^ƃƐĞŬŝďǇ
the age of fifteen, had a strong interest, considerable knowledge and the capability of reading, writing
and a talent for composition in Chinese, as well as a strong enthusiasm for developing his skills in
studying Classical Chinese.
Sako says ƚŚĂƚ^ƃƐĞŬŝ was fascinated by Chinese literature and novels and, that he wanted to pursue
ƚŚŽƐĞ ŝŶƚĞƌĞƐƚƐ ŝŶƚŽ Ă ƉƌŽĨĞƐƐŝŽŶ͘ ,ŽǁĞǀĞƌ͕ ^ƃƐĞŬŝ was advised by his brother, that literature was
merely an accomplishment and not a profession. ^ƃƐĞŬŝƌĞĐĂůůƐ that was the reason that he gave up
on the idea of becoming a professional writer, at the time when he was around fifteen or sixteen
years of age. 82 This decision took place ǁŚĞŶ^ƃƐĞŬŝ ǁĂƐƐƚƵĚǇŝŶŐĂƚƚŚĞŚŝŶĞƐĞĐĂĚĞŵǇ͘^ƃƐĞŬŝ͕
taking his brother’s advice, changed his direction and entered the Seiritsu Gakusha (ᡂ❧Ꮫ⯋) in
1883 in order to prepare for entry to university to acquire a skill which was adaptable to the modern
world, which later turned out to be the study of English Literature.
The last but not least important factor to note here pointed out by Sako, is that Ikebe Sanzan (ụ㎶
୕ᒣ 1864-1912) 83, who worked at the Asahi Newspaper (1896-1911), and who was an influential
ĨŝŐƵƌĞ ŽŶ ^ƃƐĞŬŝ in changing his occupation and leaving his teaching posts at the universities to
become a full-time writer working for the Asahi, attended the same Chinese Academy at the same
time ^ƃƐĞŬŝǁĂƐĂƉƵƉŝů͘^ƃƐĞŬŝ does not mention knowing Ikebe at the time of studying at the Chinese
Academy, however, after ^ƃƐĞŬŝbecame a writer at Asahi, the friendship between him and Ikebe grew
to be a very strong one, until Ikebe’s death in 1912. 84
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In fact, when ^ƃƐĞŬŝwrote about the books or writings which had an influence on his work͕^ƃƐĞŬŝ
chose pieces by Ikebe, which were published in the Nippon (᪥ᮏ) newspaper, under the pen name
Tetsu Konron (㕲ᓰᓷ C. Tie Kunlun). Ikebe wrote an article titled Pari dƐƻƐŚŝŶ (ࣃࣜ㏻ಙ) from Paris,
where he was escorting the heir of the Hosokawa family, which was a powerful clan in present day
Kumamoto during the feudal period. ^ƃƐĞŬŝ comments that the writing by a person called Tetsu
<ŽŶƌŽŶ;^ƃseki finds out Tetsu Konron and Ikebe Sanzan are the same person after he begins to work
for Asahi) was extremely interesting and became a big fan. 85 ^ƃƐĞŬŝ’s respect for Ikebe’s writing
continued͕ ĂŶĚ ^ƃƐĞŬŝ wrote a forward to the publication of Ikebe’s book after his death which
showed great respect and deep sorrow for the loss of Ikebe. 86

SHIKI’S INFLUENCE ON SQSEKI
The person who had the most decisive influence on ^ƃƐĞŬŝwas Masaoka Shiki (ṇᒸᏊつ, his real
name was Tsunenori ᖖつ 1867-1902), who was an important haiku and waka poet in Japanese
literary history from the Meiji period, and ĂĐůŽƐĞĨƌŝĞŶĚŽĨ^ƃƐĞŬŝ͘tŚĞŶ^ƃseki returned back to the
world of composing kanshi in his university days after abandoning studying Chinese literature in his
youth, Sƃseki’s kanshi were all addressed to Shiki. Shiki was the most influential figure in Sƃseki’s
kanshi composition until Sƃseki’s departure to London.
One of ^ƃƐĞŬŝ’s pupils, Komiya Toyotaka says it was fate that brought ^ƃƐĞŬŝ and Shiki together,
ƚŚĞƌĞďǇůĞĂĚŝŶŐ^ƃƐĞŬŝin the direction of being a literary artist. According to him, ^ƃƐĞŬŝ might have
finished his life being a specialist in literature or an academic research fellow if he had not
encountered Shiki. 87 After knowing each other for a year͕^ƃƐĞŬŝ was greatly inspired by Shiki’s talent
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in kanshi, and began to take up kanshi composition again which he had stopped doing for some time.
He composed thirteen kanshi in 1890 in order to show to Shiki. 88 ^ŚŝŬŝŽƉĞŶĞĚƵƉ^ƃƐĞŬŝ’s talent in
literature, especially in composing kanshi, which he felt had been inferior to his skills in Classical
Chinese before he met Shiki.
During ^ƃƐĞŬŝ’s stay in Matsuyama as a teacher of English (April 1895-April 1896), Shiki who had gone
to China as a war correspondent for the Nippon vomited blood and came back to his hometown of
Matsuyama for a while in August in order to recover. Shiki didn’t go back to his home, but instead
stayed with ^ƃƐĞŬŝfor about two months. He started to hold a haiku circle with friends at Sƃseki’s
lodgings. ^ƃƐĞŬŝwas naturally inspired and joined the gatherings, where he began to compose haiku
energetically.
Shiki created the natural environment for ^ƃƐĞŬŝto compose both kanshi and haiku. The poet and
ůŝƚĞƌĂƌǇ ĐƌŝƚŝƋƵĞ͕ QŵĂĐŚŝ <ĞŝŐĞƚƐƵ commemorating the death of Shiki wrote that Japanese people
ought to remember that the Japanese nation had lost one of their most precious human treasures,
Masaoka Shiki, who had contributed to the development of humanity in the knowledge and the art
of Japan. 89 Devastated by losing his close friend who shared the same interest in the world of poetry,
^ƃƐĞŬŝceased to compose kanshi for a long time.

SHIKI AND CHINESE STUDIES
In order to understand the development in Sƃseki’s kanshi, we need to discuss the influential figure
of Shiki. Miura says that Shiki ought to be regarded as an important kanshi artist as well. 90 /ŝĚĂZŝŐǇƃ
says that among the kanshi specialists in Japan, there is no-one who has given an accurate evaluation
of the works of kanshi composed by Shiki. 91 There is a talk published in the haiku journal, Hototogisu,
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;ǀŽů͘ϭϭEŽ͘ϭϮ͕ϬϭͬϬϵͬϭϵϬϴ͕D͘ϰϭͿŝŶǁŚŝĐŚ^ƃƐĞŬŝspeaks about the memory of Shiki. In the talk,
^ƃƐĞŬŝdiscusses Shiki’s talent in kanshi ĐŽŵƉŽƐŝƚŝŽŶ͘^ƃƐĞŬŝƐĂǇƐƚŚĂƚ^ŚŝŬŝŚĂĚŵƵĐŚŵŽƌĞĞǆƉĞƌŝĞŶĐĞ
and skill in composing kanshi than him. He says that he had more confidence in writing Chinese
compositions than Shiki, however, regarding kanshi composition, Shiki was much more advanced. 92
Shiki learnt Chinese Studies privately at first for a year at the age of seven in 1873, at the hand of his
ŐƌĂŶĚĨĂƚŚĞƌ͕ QŚĂƌĂ <ĂŶǌĂŶ (  ཎ ほ ᒣ ), who used to be a Confucian scholar working for the
Matsuyama domain. Then, the following year, he began to go to his grandfather’s Academy to join
other students to learn sodoku (⣲ㄞ reading out loud) and DƃƐŚŝ (ᏗᏊ Mencius), as well as going
to elementary school. In 1875, when he was nine, his grandfather passed away, so he went to Tsuchiya
<ǇƻŵĞŝ (ᅵᒇஂ᫂) to continue learning sodoku. Shiki also began to learn kanshi composition in 1878.
He composed his first kanshi titled “Listening to a Cuckoo” (⪺Ꮚつ) in the same year, when he was
twelve years old. 93 Shiki continues to compose kanshi for another eighteen years until 1896 when
he was thirty years old. During this period, Shiki composed almost nine hundred kanshi. 94 This figure
proves his immense love of the kanshi form.
Shiki himself recalls his enthusiasm for kanshi in Fude Makase (➹ࡲࡏ) published in 1889, where
he says that his interest in kanshi led him to learn waka (a 31 syllable Japanese poem) composition
from 1875, and haiku composition in 1887. He recalls that he was so in love with the world of poetry
and novels that he felt he could not live without thinking of them even for a day, although he signed
up to study philosophy. 95

SHIKI AND DAOIST THOUGHT
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Shiki began to attend a school in Tokyo called <ǇƃƌŝƚƐƵ 'ĂŬŬƃ (ඹ❧Ꮫᰯ) in 1883 when he was
seventeen years old, and attended a lecture on the Zhuangzi. He wrote about his feeling of
encountering the teaching of the Zhuangzi, saying how pleased he was to come across a book so
fascinating that no other book could compete against it (ဴᏛࡢⓎ㊊ The emergence of Philosophy).
In May 1889, at the age of twenty-three, he vomits blood for the first time as a symptom of
tuberculosis.
Miura assumes that Shiki devoted himself to the composition of poetry during this period. Miura also
states that according to the record the Zhuangzi text was one of Shiki’s favourite books during this
period. All other books listed are books on poetry. 96 Shiki, after the first encounter with the Zhuangzi,
was so fascinated that he was still reading the text six years later. Now, we will find out why Shiki was
so fascinated by the Zhuangzi.
Shiki entered The Tokyo Imperial University in 1890, reading Philosophy. He wrote two essays in 1891,
one on the Laozi, the other on the Zhuangzi as part of his course work. Shiki deliberately avoided
writing on Confucianism since he disliked the compulsion of filial piety which was part of Confucian
teaching. According to Miura’s evaluation on Shiki’s essays, they more or less feature the views made
by literary figures rather than being a work of serious research. 97 However, it seems clear that Shiki
has grasped the essence of Zhuangzi’s teaching.
Shiki says that Zhuangzi is an agnostic and lists four points related to Zhuangzi’s concepts. Firstly, The
Way exists and that it has no beginning or no ending. Secondly, everything in existence in the cosmos
keeps changing, coming and going endlessly. Thirdly, there is no answer to the cause of all existence
in the cosmos. Fourthly, there is no definition between right or wrong, and between beauty and
ugliness. Shiki emphasises the fact that the purpose of Zhuangzi’s teaching on treating life and death
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as equal is to lead people to release their fear and live life free from grief and distress. Shiki also says
that the meaning of abandoning worldly attachments is to realise a peaceful society. Miura says that
Shiki is concentrating on developing his knowledge in the field of poetry, rather than pursuing Chinese
Studies academically. 98 As we shall see in Chapter five, all of these observations by Shiki on Zhuangzi
would be reflected in Sƃseki’s kanshi at the final stage of his life.
INFLUENCES FROM SHIKI AND THE HAIKAI WORLD
^ƃƐĞŬŝĐŽŵƉŽƐĞĚhaiku and resumed writing kanshi thanks to the inspiration of Shiki. In Omoidasu
kotonado, he expresses his admiration for kanshi and haiku. 99 He sought instruction from Shiki
regarding the composition of poetry. 100 ^ƃƐĞŬŝwas fascinated by the literati artist, Yosa Buson (17161783), who was a poet and painter of the nanga style (Southern Song style painting) from the Edo
period. This is because Shiki was very fond of Yosa Buson and introduced Buson to the Meiji literary
world as an important poet/painter. 101 Morimoto says that when he examined ^ƃƐĞŬŝ’s haiku, he
found that there is a remarkable resemblance between Soseki’ haiku and Buson’s. 102 ůƐŽ͕^ƃƐĞŬŝ
practiced painting by copying some of Buson’s works. 103 We will be discussing this in more detail in
Chapter four.
Yosa Buson ŚŝŐŚůǇ ƌĞƐƉĞĐƚĞĚ ĂƐŚƃ ĂŶĚ ƌĞŐĂƌĚĞĚ Śŝŵ ĂƐ ŚŝƐ ŵĂƐƚĞƌ͘ 104 ĂƐŚƃ ŝƐ ƚŚĞ ŐƌĞĂƚ haikai
master, whose innovative attitude and approach to the composition of poetry revolutionised and
propelled the world of haikai into a pure art form. 105 Both of these haiku poets from the Edo period
show a strong affinity with the Chinese poets from the past. They studied the works of Classical
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Chinese poems earnestly, in order to understand the essence of the poems. 106 The wellspring of the
creative force behind the poems is Daoist thought, namely the teaching of Zhuangzi.
Zhuangzi played a significant role in the process of developing the concepts contained ŝŶĂƐŚƃ’s art,
according to Peipei Qiu. Another scholar, Kanaya Osamu, supports the view that Zhuangzi’s teachings
were of prime importance to ĂƐŚƃ͕ĂůƚŚŽƵŐŚŝƚŝƐĐĞƌƚĂŝŶƚŚĂƚĂƐŚƃǁĂƐĂůƐŽdrawn to the teachings
of Zen Buddhism. Kanaya writes, “…ǁŝƚŚƌĞŐĂƌĚƚŽĂƐŚƃ’s thought, consideration must be given to
the influence of Zen. No less important, however, as may have been made clear above, is the great
significance possessed by the thought of Zhuangzi. What must not be overlooked here is the fact that
such a profound understanding of Zhuangzi truly seems to have been lacking in Japan before
ĂƐŚƃ͘” 107
Qiu in her article confirms ĂƐŚƃ’s interest in promoting the study of the Zhuangzi to his disciples,
ΗDĂƚƐƵŽĂƐŚƃ;ϭϲϰϰ-ϭϲϵϰͿ͕ƚŚĞĨŽƵŶĚĞƌŽĨƚŚĞ^ŚƃŵŽŶ^ĐŚŽŽůǁŚŽŐĂŝŶĞĚƉŽƐƚŚƵŵŽƵƐƉŽƉƵůĂƌŝƚǇ
as Japan’s greatest haikai poet, repeatedly instructed his followers to study the Zhuangzi. According
ƚŽŚŝƐĚŝƐĐŝƉůĞƐ͕ĂƐŚƃ’s teaching on haikai ‘encapsulated the quintessence of Zhuangzi’s thought’”. 108
We need to see how Sƃseki’s Kanshi were affected by the inter-textual approach taken by Bashƃ
conveying and promoting the teaching of Zhuangzi in haiku composition, a tradition which carried on
through to Buson and Shiki.

THE RELATIONSHIP BETWEEN KANSHI AND HAIKU
In order to evaluate the crossover significance of haiku on Sƃseki’s kanshi, we need first of all, to refer
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back to Shiki. Shiki was ĨŽŶĚŽĨtĂŶŐtĞŝ;:͘Qŝ ⋤⥔, 692-761 ), who loved the unity of poems and
painting. Wang Wei was strongly influenced by Tao Yuanming, who was known as a recluse poet, as
mentioned earlier. Some of Shiki’s haiku compositions refer to Tao’s works. 109 In 1892 at the age of
twenty-six, Shiki begins his life as a professional haiku poet employed by the newspaper, Nippon (᪥
ᮏ Japan). 110 In the section called ‘Hairon Haiwa’ (ತㄽತヰ) in the Nippon in 1897, Shiki wrote an
article titled “Haiku to kanshi” (ತྃ₎リ The relationship between haiku and kanshi). In the
article, he tells the readers that there is a close relationship between haiku and kanshi, probably
because haiku borrowed from kanshi’s powerful method of expression. 111 Shiki says that haiku
ĂƌƚŝƐƚƐƐƵĐŚĂƐĂƐŚƃĂŶĚƵƐŽŶ adopted the aesthetic taste and many poetic words from kanshi.
Shiki’s advice for understanding haiku is that one should read haiku as one reads kanshi.
Shiki was fond of Yosa Buson, who was a haiku poet from the Edo period and was strongly influenced
ďǇĂƐŚƃĂŶĚkanshi. Buson is also known as a nanga (༡⏬ One of the schools of Landscape Painting
originating from China) artist as we discussed before. Shiki had great admiration for Buson’s
compositions, since according to Shiki Buson incorporated aesthetic words and the flavour of kanshi
into haiku. Shiki says one of the most significant aspects of Buson’s work is how he created the rhythm
of Classical Chinese by adopting Chinese words. 112 Shiki wrote Haijin Buson (ತேⷚᮧ) in 1897, but
already in 1895, had praised the collections of Buson’s poems in ,ĂŝŬĂŝ dĂŝǇƃ (ತㅊせ). Wada
explains that Shiki sympathised with Buson’s vividly pictorial style, and this was reflected in Shiki’s
own compositional style. 113 It is said that Shiki is responsible for bringing the name of Buson to the
attention of the Meiji literary world, by claiming that Buson’s work was as important as that of
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ĂƐŚƃ’s.

SOSEKI’S METHOD OF KANSHI COMPOSITION
After losing his kanshi teacher, Shiki, Sƃseki was now composing poems for himself. Through his
ĐŽŵƉŽƐŝƚŝŽŶƐ͕^ƃƐĞŬŝƐŚĂƌĞd his feelings with poets, monks, and thinkers from the past. In order to
be able to do this, Sƃseki used a compositional technique known as “rhyme-matching”. 114 Tuck gives
a good explanation of how this method works:
“One important point is that rhyme-matching was based upon direct textual and lexical links among
a series of poems that did not need to be composed at the same space or time.” He explains further,
“To respond to works by poets who had lived hundreds or thousands of years earlier, was also
common practice. In perhaps the most famous instance, the Song Ᏽ (960-1276) poet Su Shi ⸽㍎
(J. So Shoku, 1036-1101) expressed admiration for the Six Dynasties භᮅ (222-589) poet Tao
Yuanming 㝡ῡ᫂ by composing rhyme-matching responses to every one of the latter’s collected
poems. Likewise, Shiki’s kanshi include rhyme-matching responses to Tang ၈ (618-907) poets such
as Li Bai ᮤⓑ (701-762), who died over a thousand years before Shiki was born.” 115
Wixted also explains the rhyme-matching method, “Matching-rhyme (ḟ㡩 jiin) poetry is poetry in
Chinese or Sino-Japanese that uses the exact same rhyme words, in the exact same order, as those
of an earlier poem.” 116
We will see how Sƃseki continued the practice of rhyme-matching in his kanshi compositions
corresponding and connecting to poets from the past by using the rhyme-matching method. This
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concept was explained by Tuck, “Rhyme-matching poetry served as a central mechanism for
generating poetic discourse; any given poem was never a closed, completed text, but always stood
as an invitation to other poets to respond and create a new chain of socio-poetic dialogue, even
though a century or a millennium might have passed since the original poem was written.” 117 We
will examine how Sƃseki used the system of rhyme-matching to develop his spiritual perspective in
the main discussion.

SCHOLARS’ WORKS ON SOSEKI’S KANSHI
There have been many studies on Sƃseki’s kanshi. The first four annotations on Sƃseki’s kanshi which
this study uses extensively are: Ikkai Tomoyoshi’s annotations from ^ƃƐĞŬŝĞŶƐŚƻ 118 which gives all
the kanshi with some explanations on Chinese characters appearing in the poems as well as featuring
Bokusetsuroku; Nakamura Hiroshi’s annotations, which cover all the poems but do not give detailed
information on the Chinese characters; Iida ZŝŐǇƃ’s annotations, which begin with the poems from
his university days but lack the poems Sƃseki composed before his twenties. His study gives
references to religious texts, but contains no detailed explanation; Yoshikawa <ƃũŝƌƃ’s annotations are
written as annotations to an earlier version of ĞŶƐŚƻ, and also do not feature the earliest eight
poems. Yoshikawa’s explanations on characters are very brief, although sometime they are used as
reference points by Ikkai in his annotations. Yoshikawa commented that Sƃseki’s kanshi could be
considered an expression of philosophical thought. All four of these texts have kanshi in Chinese and
kundoku (カㄞ Japanese reading). This study uses these four books as a base.
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Wada Toshio’s ^ƃƐĞŬŝno Shi to Haiku 119 analyses his haiku and kanshi. In this book, Wada divides his
analysis of Sƃseki’s kanshi into three sections. In the first section, Wada analyses Sƃseki’s kanshi and
haiku and categorises them by themes such as flowers and colours. The second section is an artist by
artist comparative study between ^ƃƐĞŬŝand other poets such as Buson, Ryƃkan, Tao Yuanming and
others who interested ^ƃƐĞŬŝ. In this section, kanshi and haiku compositions by Sƃseki are analysed
by Wada. The third section is dedicated to kanshi and divided into four sections; the first: before the
journey to the West; the second: Serious illness at Shuzenji; the third: the Nanga period; the fourth:
the Mei-An period. In each period Wada selects some poems and gives his interpretation and some
background and additional information. Wada’s book gives an overall view on Sƃiseki’s kanshi but it
is difficult to grasp Sƃseki’s spiritual development in his interpretations, as it lacks his
philosophical/religious perspective.
Wada wrote another book featuring some of Sƃseki’s kanshi called Shiki to Sƃseki. 120 This book is
dedicated to illustrating the friendship between Shiki and Sƃseki. It gives a good understanding of the
close relationship between the two talented artists who inspired each other from the moment they
became friends in January 1889. It is written chronologically and covers major events in their lives,
with the inclusion of kanshi in some places. It provides the real impression that ^ƃƐĞŬŝwas strongly
inspired by Shiki and vice versa. Wada included kanshi by both Shiki and ^ƃƐĞŬŝwhich demonstrate a
strong bond between two males exchanging poems to develop and inspire each other in the Meiji
period in Japan.
The third book written by Wada featuring some of Sƃseki’s kanshi is titled ^ƃƐĞŬŝĂŬŬƃ. 121This book
has four chapters analysing Sƃseki’s kanshi; “^ƃƐĞŬŝto Li Ga (ₙ▼ᮤ㈡)”, “^ƃƐĞŬŝto Rai Sanyƃ (ₙ
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▼㢗ᒣ㝧)”, “^ƃƐĞŬŝ no Kanshi ni miru To Ho teki Hassƃ (ₙ▼ࡢ₎リぢࡿᮭ⏠ⓗⓎ)”, and
“^ƃƐĞŬŝ Shiku ‘ሪవ⣚ (Ta Yu Hong)’ ni tsuite (ₙ▼リྃࠕሪవ⣚ࠖࡘ࠸࡚)”. Wada gives his
opinions of how to interpret some lines on Sƃseki’s kanshi which differ from other commentators
such as Yoshikawa. It is useful and interesting to look at and compare the different interpretations.
Other chapters are essays on his personal experiences and opinions related to ^ƃƐĞŬŝ. It becomes
very clear that since his youth Wada had a high regard for Sƃseki’s kanshi .
One of Sƃseki’s students who after his death would become his son-in-law, Matsuoka Yuzuru,
published a chronological collection of Sƃseki’s kanshi, (^ƃƐĞŬŝno Kanshi) in 1946. Unfortunately, due
to restrictions, this study can’t give an overall view of his book, apart from the introduction and some
Kanshi from the Kumamoto period. However, the introduction gives the impression that Matsuoka
knew ^ƃƐĞŬŝ very well as a teacher, an artist and scholar. His writing shows that he cares about
Sƃseki’s work and he knew Sƃseki’s kanshi inside out. Matsuoka was one of the students who was
present at the ‘Thursday meetings’ when ^ƃƐĞŬŝ gave a brief description of sokuten kyoshi to his
students. Matsuoka says that Sƃseki’s kanshi are in many ways the essence of his work and can be
considered to be his spiritual hometown. 122
Sako Junichirƃ wrote Natsume ^ƃƐĞŬŝ Ron 123 and dedicated two chapters of his book to Sƃseki’s
kanshi. Sako studied at Nishogakusha, the same school where ^ƃƐĞŬŝlearnt Chinese studies for about
a year when he was a teenager. He points out the importance of Ikebe Sanzan, who also went to
Nishogakusha, in Sƃseki’s life. Sako explains that Wang Yang-ming’s Neo-Confucian philosophy,
‘School of Mind’ which he learnt at Nishogakusha had a great impact upon his life. Sako’s view is that
Sƃseki’s final thought, sokuten kyoshi is inseparable from Wang Yang-ming’s teaching. Sako also
ĚŝƐĐƵƐƐĞƐ ^ƃƐĞŬŝ’s views on death and pessimism. Sako useƐ ĚŝƐĐƵƐƐŝŽŶƐ ďĞƚǁĞĞŶ ^ƃƐĞŬŝ ĂŶĚ ŚŝƐ
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ƐƚƵĚĞŶƚƐ ĂŶĚ ůĞƚƚĞƌƐ ^ƃƐĞŬŝ ƐĞŶƚ ƚŽ ĞŶ ŵŽŶŬƐ ƚŽ ĞǆƉůĂŝŶ ŚŝƐ ŽƉŝŶŝŽŶ ŽŶ ƚŚĞ ŵĞĂŶŝŶŐ ŽĨ Ten ‘the
Heaven’ of sokuten͘ĐĐŽƌĚŝŶŐƚŽ^ĂŬŽ͕ƚŚĞ,ĞĂǀĞŶƚŚĂƚ^ƃƐĞŬŝƌĞĨĞƌƐƚŽŝƐ‘nature’. It is a good analysis
of Sƃseki’s kanshi from a different view point. Sako gives a good amount of discussion to Sƃseki’s
understanding of Michi, the Way. Unfortunately, there is not much analysis of the actual kanshi.
Katƃ Jirƃ’s Sƃseki to Kanshi 124 has a thorough analysis of Sƃseki’s selected poems categorised into
different themes such as “Ruined Samurai-Sƃseki and ‘Modern-times’”, “Dawn of the creation- ^ƃƐĞŬŝ
and ‘Sorrow’”, “Sƃseki and Ryƃkan”, “Sƃseki and Tƃ nmei” and so on. One characteristic of his
analysis is that he refers to Sƃseki’s novels when discussing his kanshi. Although It may well further
the understanding of Sƃseki’s novels by providing a different view point, it is not dedicated to his
kanshi and for this reason makes examining the Kanshi in their own right difficult. Katƃ gives a good
analysis on Sƃseki’s religious and philosophical views in many places.
Katƃ jirƃ wrote another book on ^ƃƐĞŬŝ, ^ƃƐĞŬŝƚŽĞŶ. 125 Katƃ gives good textual analysis referring
to texts such as The Blue Cliff Record and Tƃshisen (Collection of poems from Tang period). He
dedicates one chapter to ĞŶƌŝŶ<ƵƐŚƻ, which is a collection of Zen idioms. Katƃ’s analysis focusses
more on an interpretation of Sƃseki’s novels in relation to Zen philosophy, although he does give
some analysis on haiku and kanshi. It is interesting to note that Katƃ dedicates one chapter to Maeda
Togama (๓⏣㙊 1888-1931), who was the last person to join the ‘Thursday meeting’ as a young
student. He was the youngest brother of Maeda Tsunako (๓⏣༟Ꮚ 1868-1938), who was a base
model for the heroine in ^ƃƐĞŬŝ‘s novel, Kusamakura (ⲡᯖ).
Tanaka Kunio analyses ^ƃƐĞŬŝ’s kanshi from the Mei-An period in relation to Mei-An in ^ƃƐĞŬŝ“MeiAn” no Kanshi. 126 Tanaka is convinced that there is a strong link and relationship between the novel,
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Mei-An and ^ƃƐĞŬŝ’s kanshi. Tanaka tried to relate actions taken and words spoken by the protagonists
to the contents of the kanshi. Although there might be some truth in this idea, and there could have
been some overspill, it is clear that ^ƃƐĞŬŝcomposed his kanshi in order to clear his mind and get
away from his daily obligation to write a popular novel.
Okazaki Yoshie’s ^ƃƐĞŬŝto sokuten kyoshi is an interesting study of sokuten kyoshi. Most of the work
is an analysis of sokuten kyoshi in relation to the novels but there is a chapter in which he discusses
some of Sƃseki’s kanshi, “Sƃseki’s later kanshi and haiku” 127. Okazaki discusses the later period of
Sƃseki’s kanshi and haiku in relation to his last novel Mei-An. Okazaki doesn’t believe that ^ƃƐĞŬŝ
reached enlightenment in his last poem as he says that ^ƃƐĞŬŝhadn’t reached a selfless state of mind.
Okazaki says that ^ƃƐĞŬŝexpressed the aesthetic element of sokuten kyoshi in his poetry and brush
and ink painting. On the other hand, ^ƃƐĞŬŝexplained how to attain sokuten kyoshi in the novel. This
study gets the impression that Okazaki didn’t have too high an opinion of Sƃseki’s kanshi. He
commented that poetry, calligraphy, and painting were just hobbies for ^ƃƐĞŬŝ. On the other hand,
he does say that they were a pure way of life for Sƃseki.
Watanabe ^Śƃichi’s book is titled ^ƃƐĞŬŝto Kanshi. One chapter of this book is dedicated to kanshi,
“Shirakumogƃ to Shikisƃ Sekai – Natsume ^ƃƐĞŬŝno Kanshiron.” 128 He presents some kanshi in full
but most of the time, he discusses only a few lines. Some background is provided but there is not
much analysis of the kanshi themselves. The chapter is more biographical in nature.
Kumasaka Atsuko contributed a chapter to “Sƃseki no Shika – Shirakumo no QŬĂŶ” 129 in Sakuhinron
Natsume Sƃseki. It is a short introduction to Sƃseki’s kanshi and haiku. Kumasaka explains Sƃseki’s
development in poetry chronologically and it is a short but informative piece of writing. It doesn’t
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give any references to religious texts, but it touches spiritual and philosophical thought. Due to the
fact that it is a short essay, it can’t go into much depth in its analysis of the kanshi .
Qoka Shin wrote a short essay “^ƃƐĞŬŝni Okeru Shika – Omo ni Kanshi no Sekai nitsuki”. 130 Qoka gives
a good explanation of Sƃseki’s lifelong philosophical and spiritual quest. He only analyses three kanshi,
and there is no analysis of the words/characters. However, Qoka gives a poetic perspective and it is
very descriptive. Elsewhere Qoka when commenting on Sƃseki’s kanshi, wrote that the quality of
Sƃseki’s kanshi is such that they are a serious and deep piece of work and a long way from being a
mere leisure activity. ^ƃƐĞŬŝ, he says, expressed himself in a sincere and honest manner while he
revealed his inner world. He also added that ^ƃƐĞŬŝapplied modern poetry composition methods to
his kanshi. 131
Fujita Tomoaki wrote an article “^ƃƐĞŬŝShi ni okeru Shƻ”. 132 Fujita’s main theme is sorrow and he
explains his ideas by selecting a few lines from the kanshi. He also gives some background information
to the lines in order to understand the situation. Although he points out the importance of ‘white
clouds’, the focal point of discussion in his essay is the relationship between the image of birds and
sorrow. There is very little explanation on religious or philosophical thought, although he does refer
to the Chinese poet, Tao Yuanming. In this study’s opinion it is a poetic examination of sorrow rather
than a religious/philosophical analysis.
David Luan wrote an article “Sƃseki no Shoki Kanshi ni Okeru Chƻgoku no Koten-shi no Eikyƃ ni tsuite
– Hakone Ryokƃ no Rensaku wo Chƻshin ni”. 133 This piece is a study on the inter-textual relationship
between Chinese poems and Sƃseki’s early kanshi which were mainly composed during his trip to
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Hakone. Luan uses the rhyme-matching method to support his analysis. Luan illustrates how ^ƃƐĞŬŝ
and Shiki as beginners began to learn kanshi composition. Luan explains that one of the standard text
books they used was You Xue Shiyun (ᗂᏛリ㡩). Luan also says that ^ƃƐĞŬŝused some words from
Tang Shi Xuan (၈リ㑅, Collection of Tang poems) and San Ti Shi (୕యリ). He gives textual analysis
in each line referring to the possible sources from the above-mentioned texts. It is a very easy way to
understand how the rhyme-matching method works.
Noami Mariko’s book, ^ƃƐĞŬŝno Yomikata “Mei-An” to Kango is part of a group research project, ‘A
Comprehensive Study of Publishing and Learning in the Early Edo Period’ published by Cambridge
University in December 2016. 134 Noami explores classic Chinese books mentioned in Sƃseki’s last
novel Mei-An. Noami discusses a collection of poems compiled in the Ming dynasty and published in
the Qing period called Ming Shi Bie Cai (ࢽพࡍ) which is mentioned by one of the characters in
Mei-An. Noami then goes on to write that many of the poems by the Ming poet, Gao Qingqiu (߶੪
ᬘ 1336-1374) were selected in Ming Shi Bie Cai. She says that ^ƃƐĞŬŝwas fond of Gao’s poetry. She
goes on to give more detail about Gao’s personal history as well. It is a fresh approach to an analysis
of the Chinese Classics books mentioned in Mei-An, rather than an attempt to connect and find a
relationship between the novel and kanshi of the final period.
Maria Flutsch translated and introduced Recollections (ᛮ࠸ฟࡍࡇ࡞ Omoidasu kotonado). 135
It is a straightforward translation of Sƃseki’s kanshi in English and no original Chinese or Japanese
Yomikudashibun are included. She includes the poems by Sƃseki featured in Omoidasu kotonado but
as it is a pure translation of this series of essays, there is very little analysis of the kanshi included in
this book.
Angela Yiu dedicated one chapter to Sƃseki’s kanshi, “In Quest of an Ending: An Examination of
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Sƃseki’s kanshi” in her book, Chaos and Order. 136 Yiu describes Sƃseki’s kanshi as “a form of ‘daily
ritual’ while continuing to write Mei-An in the morning.” 137 Yiu’s opinion of the final period of
Sƃseki’s kanshi are “Not only do the seventy-some kanshi vary in language and content, but their
quality also fluctuates greatly, resulting in some near perfect gems of balanced construction and
some awkward accumulations of parallelisms.” 138 Yiu explains her view of the meaning of kanshi for
^ƃƐĞŬŝas “A solid and comforting shelter for a tired spirit who has spoken out again and again about
the injustice, hypocrisy, and preposterous nature of a society undergoing rapid change.” 139 Yiu gives
some of Sƃseki’ kanshi in English translations with comments. She also analyses kanshi in relation to
Sƃseki’s novel. There are no Chinese original or Japanese Yomikudashi given. However, despite a
certain lack of appreciation and understanding, it can be said to be a good introduction to Sƃseki’s
kanshi.

BRIEF OVERVIEW OF CH’AN/ZEN BUDDHISM AND DAOISM

Many of Sƃseki’s Kanshi take references from Zen and Daoist texts. This study includes a short
introduction to these religious/philosophical texts in order to give some background information
before the discussion of Sƃseki’s Kanshi in the main chapters.
Ch’an (Zen) Buddhism
Buddhism came from India and was introduced to China as a foreign religion. The Buddhist texts were
ƚƌĂŶƐůĂƚĞĚŝŶƚŽŚŝŶĞƐĞďǇŵŽŶŬƐ͘KŶĞŽĨƚŚĞŵǁĂƐ<ƵŵĂƌĂũŝǀĂŝŶƚŚĞĨŝĨƚŚĐĞŶƚƵƌǇ͘^ĞŶŐŚĂŽ;:͗^ƃ
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:ƃ͕ϯϳϰ-414), known as ‘the monk Chao’ was a Daoist at first, “he later turned to Mahayana Buddhism
under the direction of the famous Kumarajiva (344-413) who came from Central Asia to China in 401
and who translated many of the Buddhist Sutras and theoretical works of Buddhism from Sanskrit to
Chinese. The monk Chao is counted among the greatest of Kumarajiva’s disciples. Chao, though he
died at the age of 31, left a number of important works on Buddhist philosophy. His interpretation to
a considerable extent, exercised a tremendous influence on the rise and development of Zen in China.
He is rightly regarded as one of the predecessors of Zen Buddhism.” 140
During the process of translating Buddhist texts into Chinese, Daoist terminology was used to
translate Buddhist concepts. Lahiri explains, “Among the foreign missionaries who made the greatest
contribution in translation were An Shih-kao from Parthia, Dharmaraksa from Tukhara, Kumarajiva
from Kucha.” He continues “Taoism is ascetic and pantheistic. Buddhist philosophy is also regarded
as a philosophy of asceticism which emphasises the withdrawal from the world. Here, we, in fact,
find some similar ideas with Taoism and in the Taoist circle Buddhism made its headway. Buddhism
entered into China as a foreign religion but soon found expression in Taoist mystic words ‘The Chinese
who became interested in the foreign religion were attracted by its novel formulae for attainment of
supernatural power, immortality or Salvation and not by its idea. This early Buddhism (in China) was
generally regarded as a sect of Taoism’[11]. The defenders and propagators had to find some
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arguments to reconcile the Buddhist ideas with traditional Chinese thoughts. Thus Tao (The Way, The
Truth, A Principle) was the expression used for Dharma or Bodhi, Ying-jen for Arhat, Wu-wei for
Nirvana, Hsiao-hsurt (filial submission and obedience) for 'Siila.’” 141
The school of meditation, Ch’an (Jp, Zen) Buddhism originated in the sixth century and its founder is
a legendary monk, Bodhidharma (alive during the fifth and sixth centuries). The Ch’an school teaches
the following; Intuition, 142 intense concentration on individual enlightenment, 143 sense of Tao or
Buddha-nature immanent in nature. 144 It also teaches that enlightenment comes in a single moment
of sudden and total illumination. 145 The process of recovering Buddha’s nature is through
meditation and introspection bringing release from the illusion. 146

The subitist (sudden enlightenment) branch has a closer affinity with the native tradition of Daoism.
For example, no trust in words or books; rich usage of metaphor and analogy; paradoxical expression;
the belief in transmission of knowledge in direct experience, person-to-person, and wordless
communication of mind to mind; the feeling of being a part of nature leading to enlightenment.
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Ch’an may be regarded as a reaction of powerful traditional Chinese thought against the
scholasticism of Indian Buddhist texts. Ch’an popularised the idea of salvation, that a person may rise
to the heights of spirituality in one’s life time through one’s own efforts.

A new challenge to Buddhism was made by Wang Yang-ming (1472-1529) who was a Neo-Confucian
scholar. He started a new kind of Neo-Confucian teaching in the Ming period (᫂ 1368-1644) called
The School of Mind. He was called a Buddhist in disguise, 147 as his central thought, the unity of
knowledge and action (▱⾜ྜ୍) was so close to Ch’an doctrine. It was an important substitute for
Ch’an, based on Chinese tradition at a time when China become inward looking and Buddhism was
suppressed due to its foreign origin.

Daoism
The two pivotal figures in Daoism are Laozi and Zhuangzi. There is a “Biography of Laozi” written by
Sima Qian (ྖ㤿㑄 145-86 BCE) in Shiji (ྐグ Records of Historian) in the Han dynasty (₎ 206 BC –
220). The legend of Laozi tells us that he went out to Central Asia leaving his teaching written in five
thousand Chinese characters which remain as Tao-de-Jing. Zhuangzi (around 369 BC – around 286
BC) is believed to have written the “Inner Chapters” (1-7) of Zhuangzi and the “Outer Chapters” (8-
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22) were written and compiled by his followers/students.
Fukunaga Mitsuji described Daoism as having six main characteristics. 148 The first is that The Way is
the truth. The ultimate and fundamental truth is The Way. The Way is beyond human perception and
anything created from the human view point is false. 149
The second point is that The Way can be described as non-action, no form and no name. It is an
expression of negation which is the only means to describe The Way. The Way is the origin of creation,
and it is impossible to name it. Therefore, it has no name. 150

In the Daoist texts, ໃ nothingness (Wu in Chinese, Mu in Japanese) is used many times. However,
it doesn’t mean ‘Non-being’ or ‘Non-existence’. It is used to explain an absence. For example, ‘No’
sound, ‘No’ colour’, ‘No’ voice, etc. ໃ ‘Nothingness’ is beyond perception, so it can’t be described.
However, it does not mean there is no existence, it is just beyond definition in the chaos of the
universe.

One point to clarify here is that the Daoist term of ໃ ‘Nothingness’ is sometimes interpreted as
being similar to the Buddhist notion of ‘ ۯEmptiness’. This is because the Daoist term, ໃ
‘Nothingness’ was used to describe the Buddhist term, ‘ ۯEmptiness’ from the third century
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onwards. in Buddhism it is known as Geyi (֪ٝ) and it became popular to use this terminology which
was then introduced to Japan.

The third point is that The Way is the creative force which keep changing all the time. Everything
starts from The Way and returns back to the Way. 151

The fourth point is that the Way has no self. From this view point, everything becomes equal. For
example, the discriminations given by common sense such as ugliness, poverty, foolishness,
greediness become equal in the viewpoint of the Way. 152

The fifth point is that the Way is nature itself and it is the flow of change of all phenomena. In order
to live in the truth one has to become one with the flow. 153 However, unlike Christianity, there is no
God here as a personified creator. It is also different from the Buddhist concept. In Buddhism, it is
necessary to cut off the flow of change, which is known as cutting one’s karma. In Daoism, one has
to move with the flow, as the flow itself is the Way, it goes out and returns back. 154

151
152
153
154

Watson, Burton. Trans. The complete works of Chuang Tzu. Columbia University Press, New York, 1968, p. 85.
Henricks, Robert G. Trans. Lao-tzu Te-Tao Ching. Rider, London, 1991, p. 57.
Watson, Burton. Trans. The complete works of Chuang Tzu. Columbia University Press, New York, 1968, p. 142.
Henricks, Robert G. Trans. Lao-tzu Te-Tao Ching. Rider, London, 1991, p. 68.

60

The sixth point is that everything becomes one with the Way. This concept, later on, had a great
impact upon Neo-Confucianism and Zen Buddhism. In Daoism, everything is a part of one, the Way.
Human beings are a part of nature, so there is nothing to differentiate. 155

Another important point in Daoism is to have a free mind which is not fixed on anything in
particular. 156 This is the ‘Not-Even-Anything Village’ (ໃՆ༙ )ڹfrom Zhuangzi, discussed in Chapter
One of Zhuangzi, “Free and Easy Wandering”. 157 In order to liberate one’s true nature, it teaches one
to create a space in one’s mind where everything is free from worldly values. 158 This is an important
concept, as this space in the mind enables one to connect with the creative world. The connection
between a spiritual space and poetic inspiration was an important element in ^ƃƐĞŬŝ’s kanshi.

One of the poets, who writes about nature from a Daoist perspective, is the Chinese poet from the
Six Dynasties period (220-589), Tao Yuanming (㝡ῡ᫂). He composed the famous poem, “The
Return”, which he wrote to express his feelings on going back home after resigning his position at the
government office. The work of Tao Yuanming whom Sƃseki admired was also greatly admired by one
of the Meiji intellectuals and the author of The Book of Tea, 159 Okakura Tenshin (ᒸኳᚰ 18621913), who said, “Most Confucian of Laoist and most Laoist of Confucians, the man who resigned a
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governorship because he disliked wearing a ceremonial robe to receive an imperial representative –
for his ode on ‘The Return’ was the very expression of the time. It is through To Enmei and other
poets of the South that the purity of the dew-dropping chrysanthemum, the delicate grace of the
swaying bamboo, the unconscious fragrance of plum-flowers floating on the twilight water, the green
serenity of the pine, whispering its silent woes to the wind, and the divine narcissus, hiding its noble
soul in deep ravines, or seeking for spring in a glimpse of heaven, become poetic inspiration”, and
Okakura calls these words “the expression of the soul in Nature”. 160
One important difference between Ch’an Buddhism and Daoism in Japan is that Ch’an Buddhism
involves being part of a religious community, whereas Daoism couldn’t take root as an official religion
in Japan, because Buddhism was getting established amongst the powerful clans and didn’t want a
competitor. Daoism in Japan has remained a philosophical teaching which requires no commitment
to enter into a religious community.

CONCLUSION
^ƃƐĞŬŝ who is known as a great novelist born at the dawn of the Meiji period was fascinated by
Chinese literature and thought from a young age, and was fond of composing kanshi and had a great
interest in nanga painting. In his teens, he decided to leave Chinese Studies behind and changed
direction to be a specialist in English literature. He had in his youth already shown his interest in Zen
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and revealed some knowledge of Daoism in his kanshi. ^ƃƐĞŬŝ grew up being independent and
suffering from loneliness due to his upbringing.
Shiki, who was a close ĨƌŝĞŶĚŽĨ^ƃƐĞŬŝ͕ŝŶƐƉŝƌĞĚŚŝŵƚŽŐĞƚďĂĐŬƚŽkanshi composition in his university
days. Almost aůůƚŚĞƉŽĞŵƐ^ƃƐĞŬŝ composed in this period are for Shiki. As well as encouraging him
to write Kanshi, Shiki also ŝŶƚƌŽĚƵĐĞĚ^ƃƐĞŬŝƚŽƚŚĞǁŽƌůĚŽĨhaiku and its important artists, Bashƃ
and Buson, who were to play a crucial role in the development of his kanshi.
During his time at university, ^ƃƐĞŬŝ’s loneliness worsened, and he sought a solution through
meditation, although it proved to be an unfruitful experience at first. From this time on, ^ƃƐĞŬŝ’s
quest for spiritual salvation has begun. This study will be following ^ƃƐĞŬŝ’s spiritual quest which
involved a profound understanding of Chinese thought and tracing the transition of the feeling of
loneliness to a state of profound loneliness by examining ^ƃƐĞŬŝ’s kanshi chronologically.
^ƃƐĞŬŝǁĂƐŶŽƚĂƉĂƌƚŽĨĂŶǇof the leading kanshi circles in the Meiji period, which had salons and
ƉƵďůŝƐŚĞĚƚŚĞŝƌǁŽƌŬƐŝŶŵĂŐĂǌŝŶĞƐĂŶĚŶĞǁƐƉĂƉĞƌƐ͘^ƃƐĞŬŝ’s kanshi were different from the kanshi
ĐŝƌĐůĞƐ͕ĂƐ^ƃƐĞŬŝƵƐĞĚkanshi as part of the process of his spiritual ĚĞǀĞůŽƉŵĞŶƚ͘^ƃƐĞŬŝƉƵďůŝƐŚĞĚŚŝƐ
kanshi which he composed during and after his devastating illness at Shuzenji in Omoidasu kotonado,
which was a series of essays published in the Asahi EĞǁƐƉĂƉĞƌǁŚĞƌĞ^ƃƐĞŬŝǁĂƐĞŵƉůŽyed.
ǇƚŚĞĞŶĚŽĨŚŝƐůŝĨĞ͕^ƃƐĞŬŝ’s kanshi compositions were an active form of meditation.
After suffering from serious illness at Shizenji, Sƃseki began to work hard again. Suddenly, Sƃseki lost
his daughter and in the following year another important friend Ikebe, who shared his love of kanshi
and helped ^ƃƐĞŬŝin his career as a newspaper novelist. Completely devastated psychologically and
physically, ^ƃƐĞŬŝfell ill again. Whilst recovering from illness, ^ƃƐĞŬŝbegan to practice brush and ink
painting and composed kanshi to accompany the paintings. This was another method of meditation
which worked in conjunction with the composition of kanshi. In this period, Sƃseki began to show the
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first hints of his concept of sokuten kyoshi. This paper argues that his nanga period compositions,
which have been neglected to a degree compared to his Shuzenji and final period kanshi, are a vital
and important part of the development of his poetic thought.
/ŶƚŚĞĨŝŶĂůƚŚƌĞĞŵŽŶƚŚƐŽĨŚŝƐůŝĨĞ͕^ƃƐĞŬŝcomposed kanshi almost every day whilst also writing the
serialisation of his novel for a newspaper. At this point, kanshi became an important and
ŝŶĚŝƐƉĞŶƐĂďůĞŵĞĚŝƚĂƚŝǀĞƉƌĂĐƚŝĐĞĨŽƌ^ŽƐĞŬŝ͘^ƃƐĞŬŝĚŝĚŶ’t have a chance to publish these kanshi due
to his sudden death. This study argues that ^ƃƐĞŬŝ’s kanshi reveal the gradual development of ^ƃƐĞŬŝ’s
spirituality toward his final thought, sokuten kyoshi, using kanshi composition and brush and ink
painting as a method of transforming sorrow/loneliness into a profound sadness, which is a
meditative state.
The vital and vivid relationship of Chinese thought to the creation of his kanshi, and its powerful
connection to spiritual truths and poetic beauty will be looked at in depth.
This study has been divided into five chapters each one dedicated to a different stage in ^ƃƐĞŬŝ’s
kanshi development. The five stages are: Student period; Matsuyama & Kumamoto period; Serious
illness at Shuzen-ji period; the Nanga period; and Mei-An period. ^ƃƐĞŬŝ’s kanshi in Chinese, Japanese
Yomikudashibun (Japanese reading), ^ƃƐĞŬŝ’s diary, letters, essays, recorded speeches have been
used as primary sources, and Zen texts, Daoist texts, and various Classical Chinese poems as
secondary sources.
Although there are translations of some of Sƃseki’s kanshi in English in existence, this study’s author
felt it would be useful and illuminating to offer new translations of these beautiful, thoughtful and
philosophical poems which attempt to offer more of an understanding of their spiritual and poetic
roots and connections.
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Chapter One

Student Period

INTRODUCTION
^ƃƐĞŬŝ͛Ɛ ĨŝƌƐƚ ƉĞƌŝŽĚ ŽĨ Kanshi ǁƌŝƚŝŶŐƐ ďĞŐĂŶ ďĞĨŽƌĞ ŚĞ ǁĂƐ ƚǁĞŶƚǇ ǇĞĂƌƐ ŽĨ ĂŐĞ, ǁŝƚŚ ƚŚĞ
ĐŽŵƉŽƐŝƚŝŽŶŽĨĞŝŐŚƚkanshi ;ƉŽĞŵƐŶƵŵďĞƌϭ ƚŽ8, ĨĞĂƚƵƌĞĚŝŶZenshu ĂŶĚEĂŬĂŵƵƌĂ͛ƐǁŽƌŬƐ͕ďƵƚ
ŶŽƚŝŶ/ŝĚĂĂŶĚzŽƐŚŝŬĂǁĂ͛ƐǁŽƌŬƐ). dŚĞĞǆĂĐƚĚĂƚĞƐƚŚĞǇǁĞƌĞǁƌŝƚƚĞŶŝƐŶ͛ƚ ŬŶŽǁŶ. dŚŝƐĨŝƌƐƚƉŚĂƐĞ
ŽĨ ĐƌĞĂƚŝǀĞ kanshi ƉƌŽĚƵĐƚŝŽŶ ĐŽƵůĚ ďĞ ƐĂŝĚ ƚŽ ĞŶĚ ǁŝƚŚ Ă ƉŽĞŵ ĂĚĚƌĞƐƐĞĚ ƚŽ ^ŚŝŬŝ ĚĂƚĞĚ Ϯϰ :ƵůǇ
ϭϴϵϭ͕ ;ĨƌŽŵ ^ƃƐĞŬŝ͛Ɛ ƉŽĞŵƐ ƚŽ ^ŚŝŬŝ͕ ŶƵŵďĞƌƐ ϵ ƚŽ 50)͕ ĂůƚŚŽƵŐŚ ƚŚĞƌĞ ŝƐ ĂŶŽƚŚĞƌ ƵŶĚĂƚĞĚ PŽĞŵ,
ŶƵŵďĞƌϱϭ͕ǁŚŝĐŚǁĂƐŶ͛ƚŝŶĐůƵĚĞĚŝŶ zŽƐŚŝŬĂǁĂ͛ƐĂŶŶŽƚĂƚŝŽŶƐĨƌŽŵZenshu ďĞĐĂƵƐĞŝƚƐĂƵƚŚŽƌƐŚŝƉ
ŚĂƐ ďĞĞŶ ĚĞďĂƚĞĚ ďƵƚ /ŬŬĂŝ ĂŶĚ EĂŬĂŵƵƌĂ͛Ɛ ĂŶŶŽƚĂƚŝŽŶƐ ĚŽ ŝŶĐůƵĚĞ ŝƚ. /ŬŬĂŝ ũƵƐƚŝĨŝĞĚ ŝƚƐ ŝŶĐůƵƐŝŽŶ
ďĞĐĂƵƐĞŚĞĨŽƵŶĚŶŽĞǀŝĚĞŶĐĞŽĨƚŚĞƉŽĞŵŶŽƚďĞŝŶŐǁƌŝƚƚĞŶďǇ^ƃƐĞŬŝ͘
dŚĞƉĞƌŝŽĚŽĨƚŝŵĞŝŶǁŚŝĐŚƚŚŝƐĨŝƌƐƚƉŚĂƐĞŽĨkanshi ǁƌŝƚŝŶŐƚŽŽŬƉůĂĐĞǁĂƐ ŽŶĞŽĨĐŚĂŶŐĞĨŽƌ ďŽƚŚ
^ƃƐĞŬŝĂŶĚƐŽĐŝĞƚǇ. TŚĞDĞŝũŝƌĞƐƚŽƌĂƚŝŽŶǁĂƐǁĞůůƵŶĚĞƌǁĂǇ, ĂŶĚ:ĂƉĂŶĞƐĞƐŽĐŝĞƚǇǁĂƐƵŶĚĞƌŐŽŝŶŐ
ŵŽĚĞƌŶŝƐĂƚŝŽŶĂƚĂůůůĞǀĞůƐ. ^ƃƐĞŬŝƚŽŽǁĂƐŚĂǀŝŶŐƚŽŵĂŬĞĚƌĂƐƚŝĐĚĞĐŝƐŝŽŶƐĂďŽƵƚŚŝƐĚŝƌĞĐƚŝŽŶ͘,Ğ
ŚĂĚŚĂĚĂŐƌĞĂƚůŽǀĞŽĨŚŝŶĞƐĞĐƵůƚƵƌĞĨƌŽŵĂǇŽƵŶŐĂŐĞ, ďƵƚ ĂƌŽƵŶĚƚŚĞĂŐĞŽĨϭϳ ĂďĂŶĚŽŶĞĚ ŚŝƐ
ĚƌĞĂŵŽĨďĞĐŽŵŝŶŐĂƐƉĞĐŝĂůŝƐƚŝŶŚŝŶĞƐĞ ƐƚƵĚŝĞƐ ĂŶĚĚĞĐŝĚĞĚƚŽƐƚƵĚǇŶŐůŝƐŚŝŶŽƌĚĞƌƚŽƉƌĞƉĂƌĞ
ĨŽƌƵŶŝǀĞƌƐŝƚǇ. KŶĐĞĂƚhŶŝǀĞƌƐŝƚǇhĞĐŚŽƐĞƚŽƐƚƵĚǇŶŐůŝƐŚůŝƚĞƌĂƚƵƌĞǁŝƚŚƚŚĞĂŝŵŽĨ ďĞĐŽŵŝŶŐ Ă
ƐƉĞĐŝĂůŝƐƚ͘,ŽǁĞǀĞƌ͕ǁŚŝůƐƚĂƚƵŶŝǀĞƌƐŝƚǇ^ƃƐĞŬŝŚĂĚĂůŝĨĞ-ĐŚĂŶŐŝŶŐ ĞŶĐŽƵŶƚĞƌǁŝƚŚƚŚĞŵĂŶǁŚŽǁĂƐ
ƚŽďĞ ŚŝƐůŝĨĞůŽŶŐĂŶĚŵŽƐƚŝŶĨůƵĞŶƚŝĂůĨƌŝĞŶĚ͕DĂƐĂŽŬĂ^ŚŝŬŝ͘
^ŚŝŬŝŝŶƐƉŝƌĞĚ^ƃƐĞŬŝƚŽŽŶĐĞĂŐĂŝŶƚĂŬĞĂŶŝŶƚĞƌĞƐƚŝŶŚŝŶĞƐĞƐƚƵĚŝĞƐĂŶĚƌĞǀŝǀĞĚŚŝƐ ĞŶƚŚƵƐŝĂƐŵĨŽƌ
ĐŽŵƉŽƐŝŶŐ Kanshi͘ ^ŚŝŬŝ ĂŶĚ ^ƃƐĞŬŝ͛Ɛ ĨƌŝĞŶĚƐŚŝƉ ǁĂƐ ĨŝƌŵůǇ ďŽŶĚĞĚ ďǇ ƚŚĞ ŽůĚ ƚƌĂĚŝƚŝŽŶ ŽĨ Kanshi
ŵĂŬŝŶŐ͘^ƃƐĞŬŝĂƐŬĞĚ^ŚŝŬŝ ĨŽƌ ŐƵŝĚĂŶĐĞƚŽůĞĂĚŚŝŵ ŝŶƐŝĚĞ ƚŚĞǁŽƌůĚŽĨKanshi; ŵĂŶǇŽĨ ƚŚĞKanshi
^ƃƐĞŬŝ ĐŽŵƉŽƐĞĚ ĚƵƌŝŶŐ ƚŚŝƐ ƉĞƌŝŽĚ ǁĞƌĞ ĂĚĚƌĞƐƐĞĚ ƚŽ ^ŚŝŬŝ͘ /ƚ ŝƐ ŚĂƌĚ ƚŽ ŬŶŽǁ ǁŚĞƚŚĞƌ ^ƃƐĞŬŝ
ǁŽƵůĚ ŚĂǀĞ ƌĞŶĞǁĞĚ ŚŝƐ ůŽǀĞ ŽĨ kanshi ŝĨ ŚĞ ŚĂĚŶ͛ƚ ŵĞƚ ^ŚŝŬŝ, ĐĞƌƚĂŝŶůǇ ĂĨƚĞƌ ƚŚĞŝƌ ŵĞĞƚŝŶŐ ĂŶĚ
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ƚŚĂŶŬƐƚŽ^ŚŝŬŝ͛ƐĞŶĐŽƵƌĂŐĞŵĞŶƚƚŚĞǇǁŽƵůĚďĞĐŽŵĞ ǀĞƌǇŝŵƉŽƌƚĂŶƚƚŽŚŝŵ͕ĂŐĂƚĞǁĂǇŝŶƚŽĂŶŽƚŚĞƌ
ůĂŶĚ͘ dŚĞǇ ǁĞƌĞ Ă ǁĂǇ ŽĨ ĐŽŵďŝŶŝŶŐ ĐƌĞĂƚŝǀŝƚǇ ǁŝƚŚ ĚĞĞƉ ǀŝƐƵĂů ŝŵĂŐĞƌǇ ŝŶ ƚŚĞ ƉƌŽĐĞƐƐ ŽĨƚĞŶ
ƌĞĨĞƌƌŝŶŐ ƚŽ ŚŝŶĞƐĞ ƚĞǆƚƐ ĂŶĚ ƌĞůŝŐŝŽƵƐ ƐŽƵƌĐĞƐ ǁŚŝĐŚ ŐĂǀĞ ƚŚĞ ƉŽĞŵƐ Ă ďĂƐŝƐ ŝŶ ŚŝƐƚŽƌŝĐ ƐƉŝƌŝƚƵĂů
ĂƵƚŚŽƌŝƚǇ. tĞǁŝůůŶŽǁĞǆĂŵŝŶĞŚŽǁ^ƃƐĞŬŝ͛Ɛkanshi ĚĞǀĞůŽƉĞĚ ďŽƚŚďĞĨŽƌĞĂŶĚƚŚƌŽƵŐŚƚŚĞ ĐŽƵƌƐĞ
ŽĨŚŝƐĨƌŝĞŶĚƐŚŝƉǁŝƚŚ^ŚŝŬŝ͕ĂŶĚǁŚĂƚ^ƃƐĞŬŝǁĂƐůŽŽŬŝŶŐ ƚŽĞǆƉƌĞƐƐŝŶŚŝƐkanshi ĚƵƌŝŶŐƚŚŝƐƉĞƌŝŽĚ͘
/ŶŽƌĚĞƌƚŽŚĂǀĞĂďĞƚƚĞƌƵŶĚĞƌƐƚĂŶĚŝŶŐŽĨƚŚĞŶĂƚƵƌĞ ĂŶĚĐŽŶĐĞƌŶƐ ŽĨŚŝƐkanshi ŝƚŝƐŝŵƉŽƌƚĂŶƚƚŽ
ƚĂŬĞĂůŽŽŬĂƚƚŚĞĐŝƌĐƵŵƐƚĂŶĐĞƐǁŚŝĐŚůĞĚƚŽƚŚĞŝƌĐƌĞĂƚŝŽŶ͘

CHILDHOOD
EĂƚƐƵŵĞ<ŝŶ͛ŶŽƐƵŬĞ͕ďĞƚƚĞƌŬŶŽǁŶƵŶĚĞƌƚŚĞƉĞŶŶĂŵĞŽĨEĂƚƐƵŵĞ^ƃƐĞŬŝ͕ǁĂƐďŽƌŶŽŶ&ĞďƌƵĂƌǇ
ϵ ϭϴϲϳ͕ ƚŚĞ ƚŝŵĞ ŝŶ ǁŚŝĐŚ :ĂƉĂŶ ǁĂƐ ĐŚĂŶŐŝŶŐ ĨƌŽŵ ƚŚĞ ĚŽ ƚŽ ƚŚĞ DĞŝũŝ ƉĞƌŝŽĚ͘ ,Ğ ǁĂƐ ƚŚĞ ůĂƐƚ
ĐŚŝůĚŽĨEĂƚƐƵŵĞ^ŚŽďĞŝEĂŽŬĂƚƐƵĂŶĚŚŝƐƐĞĐŽŶĚǁŝĨĞ͕ŚŝĞ͘,ŝƐƉĂƌĞŶƚƐǁĞƌĞĐŽŶƐŝĚĞƌĞĚŽůĚĂƚƚŚĞ
ƚŝŵĞŽĨďŝƌƚŚ͕ŚŝƐĨĂƚŚĞƌďĞŝŶŐĨŝĨƚǇĂŶĚŵŽƚŚĞƌĨŽƌƚǇ-ŽŶĞ͘^ƃƐĞŬŝ ŚĂĚƚŚƌĞĞĞůĚĞƌďƌŽƚŚĞƌƐĂŶĚƚǁŽ
ĞůĚĞƌŚĂůĨ-ƐŝƐƚĞƌƐ͘
,ŝƐ ĨĂƚŚĞƌ ŚĞůĚ ƚŚĞ ƉŽƐŝƚŝŽŶ ŽĨ Nanushi (໌क) ŝŶ ƚŚĞ ƐƵďƵƌďƐ ŽĨ ƚŚĞ ĐĂƉŝƚĂů͘ Nanushi ǁĂƐ Ă ƚŝƚůĞ
ŐŝǀĞŶ ƚŽ Ă ƉĞƌƐŽŶ ǁŚŽ ǁĂƐ ƌĞƐƉŽŶƐŝďůĞ ĨŽƌ ŐŽǀĞƌŶŝŶŐ ƚŚĞ ůŽĐĂů ĚŝƐƚƌŝĐƚ ǁŚŝĐŚ ĐŽŶƐŝƐƚĞĚ ŽĨ Ă ĨĞǁ
ƚŽǁŶƐ͘dŚĞǇĐŽŶƚƌŽůůĞĚĂŶĚ ŵĂŶĂŐĞĚ ƚŚĞůĂŶĚůŽƌĚƐ͛ĂŶĚƚŽǁŶ͛ƐƉĞŽƉůĞ͛ƐůŝǀĞƐ͘dŚĞEĂƚƐƵŵĞĨĂŵŝůǇ͕
ŚŽǁĞǀĞƌ͕ ĚĞƐƉŝƚĞ ƚŚĞŝƌ ƉŽǁĞƌ ĂŶĚ ǁĞĂůƚŚ ĚŝĚ ŶŽƚ ŚĂǀĞ ^ĂŵƵƌĂŝ ƐƚĂƚƵƐ͘ dŚĞ ƐŽĐŝĂů ƉŽƐŝƚŝŽŶ ŽĨ
Nanushi ǁĂƐ ƐŽŵĞǁŚĞƌĞ ďĞƚǁĞĞŶ Ă ^ĂŵƵƌĂŝ ĂŶĚ Ă ĐŽŵŵŽŶĞƌ͘ dŚĞǇ ǁĞƌĞ ƐƵďŽƌĚŝŶĂƚĞ ƚŽ ƚŚĞ
^ĂŵƵƌĂŝĐůĂƐƐĂŶĚŐŽǀĞƌŶĞĚƚŚĞƚŽǁŶƐĂŶĚƉĞŽƉůĞĨŽƌƚŚĞ^ĂŵƵƌĂŝ͘

/ŶƚŚĞƉĞƌŝŽĚďĞĨŽƌĞ^ƃƐĞŬŝ ǁĂƐďŽƌŶ͕ŚŝƐĨĂƚŚĞƌǁĂƐĂƉŽǁĞƌĨƵůĂŶĚŝŶĨůƵĞŶƚŝĂůĨŝŐƵƌĞŝŶƚŚĞƌĞŐŝŽŶ͘
,ŝƐĨĂŵŝůǇǁĂƐĂůůŽǁĞĚƚŽŚĂǀĞ ĂGen’kan ;ĂŶĞŶƚƌĂŶĐĞŚĂůůͿƚŽƚŚĞŝƌŚŽƵƐĞ͘^ƃƐĞŬŝ͛ƐŚŽƵƐĞǁĂƐƚŚĞ
ŽŶůǇŽŶĞ ƚŽŚĂǀĞƚŚŝƐŝŶƚŚĞƚŽǁŶ͘ KŶĞĞǆĂŵƉůĞǁŚŝĐŚŝůůƵƐƚƌĂƚĞƐŚŽǁŝŶĨůƵĞŶƚŝĂůŚŝƐ ĨĂƚŚĞƌ ǁĂƐ͕ŝƐ
ƚŚĂƚ ƚŚĞ Śŝůů ǁŚŝĐŚ ůĞĚ ƚŽ ƚŚĞŝƌ ŚŽŵĞ ǁĂƐ ŶĂŵĞĚ ĂĨƚĞƌ ƚŚĞŝƌ ĨĂŵŝůǇ͘ /ƚ ǁĂƐ ĐĂůůĞĚ EĂƚƐƵŵĞ ĂŬĂ
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;EĂƚƐƵŵĞ,ŝůůͿ͘,ŽǁĞǀĞƌ͕ďǇƚŚĞƚŝŵĞ^ƃƐĞŬŝ ǁĂƐďŽƌŶ͕ƚŚĞĨĂŵŝůǇŚĂĚĞǆƉĞƌŝĞŶĐĞĚĂŐƌĂĚƵĂůĚĞĐůŝŶĞ
ŝŶƚŚĞŝƌƐŽĐŝĂůƐƚĂƚƵƐĚƵĞƚŽƚŚĞŵŽĚĞƌŶŝƐĂƚŝŽŶƐĐĂƌƌŝĞĚŽƵƚďǇƚŚĞDĞŝũŝ'ŽǀĞƌŶŵĞŶƚ͘dŚĞŝƌƉŽƐŝƚŝŽŶ
ǁĂƐƚŚƌĞĂƚĞŶĞĚŝŶŵĂŶǇǁĂǇƐĂŶĚƚŚĞǇĨĂĐĞĚĂŐƌĞĂƚĚĞĂůŽĨƵŶĐĞƌƚĂŝŶƚǇŝŶƌĞŐĂƌĚƐƚŽƚŚĞŝƌĨƵƚƵƌĞ͘

^ƃƐĞŬŝ͛ƐƉĂƌĞŶƚƐǁĞƌĞĞŵďĂƌƌĂƐƐĞĚƚŽŚĂǀĞĂĐŚŝůĚĂƚƚŚĞŝƌĂĚǀĂŶĐĞĚĂŐĞ͘EŽƚŽŶůǇƚŚĂƚ͕ŚŝƐŵŽƚŚĞƌ
ǁĂƐ ƵŶĂďůĞ ƚŽ ƉƌŽĚƵĐĞ ŵŝůŬ͘ ^Ž͕ ƐŽŽŶ ĂĨƚĞƌ ŚŝƐ ďŝƌƚŚ ŚĞ ǁĂƐ ŚĂŶĚĞĚ ŽǀĞƌ ƚŽ ĨŽƐƚĞƌ ƉĂƌĞŶƚƐ ǁŚŽ
ǁŽƌŬĞĚĂƐƐĞĐŽŶĚ-ŚĂŶĚƚŽŽůƚƌĂĚĞƌƐŝŶƚŚĞƐƚƌĞĞƚŵĂƌŬĞƚ͘KŶĞĚĂǇ^ƃƐĞŬŝ͛ƐĞůĚĞƌƐŝƐƚĞƌƐĂǁ^ƃƐĞŬŝ
ŚĂŶŐŝŶŐĨƌŽŵĂďĂƐŬĞƚĂƚƚŚĞƐŝĚĞŽĨƚŚĞŵĂƌŬĞƚƐƚĂůůǁŚĞƌĞŚŝƐĨŽƐƚĞƌƉĂƌĞŶƚƐǁĞƌĞǁŽƌŬŝŶŐ͘^ŚĞĨĞůƚ
ƐŽƐŽƌƌǇĨŽƌ^ƃƐĞŬŝ͕ƐŚĞƚŽŽŬŚŝŵďĂĐŬŚŽŵĞ͘
,ŝƐĨĂƚŚĞƌ ĐŽŶƚŝŶƵĞĚƚŽ ŚĂƌďŽƵƌŚŝƐƉƌĞũƵĚŝĐĞƐĂŶĚŐƌƵĚŐŝŶŐůǇĂĐĐĞƉƚĞĚŚŝƐƌĞƚƵƌŶ͘/ƚŝƐĐůĞĂƌ^ƃƐĞŬŝ
ǁĂƐĂŶƵŶǁĂŶƚĞĚďĂďǇĂŶĚĐŽŶƐŝĚĞƌĞĚĂŶƵŝƐĂŶĐĞ͘ ϭ ,ĞĚŝĚŶŽƚŚŝŵƐĞůĨƌĞŵĞŵďĞƌƚŚŝƐƉĞƌŝŽĚĂƐŚĞ
ǁĂƐ ƚŽŽ ǇŽƵŶŐ͕ ďƵƚ ŚĞ ůĞĂƌŶƚ ůĂƚĞƌ ŽĨ ŝƚ ĨƌŽŵ ĨĂŵŝůǇ ŵĞŵďĞƌƐ ĂŶĚ ƉĞŽƉůĞ ĂƌŽƵŶĚ Śŝŵ͘ dŚĞ
ĞǆƉĞƌŝĞŶĐĞ ŽĨ ďĞŝŶŐ ƵŶǁĂŶƚĞĚ ĂƐ ĂŶ ŝŶĨĂŶƚ ƌĞŵĂŝŶĞĚ ǁŝƚŚ Śŝŵ͕ 2 ĂŶĚ ŚĂĚ Ă ƐƚƌŽŶŐ ŝŵƉĂĐƚ ŽŶ
^ƃƐĞŬŝ͛ƐĐŚĂƌĂĐƚĞƌ͘

/ŶEŽǀĞŵďĞƌϭϴϲϴƚŚĞ ŽŶĞ-ǇĞĂƌ-ŽůĚ ^ƃƐĞŬŝ ǁĂƐĂĚŽƉƚĞĚďǇĂĐŚŝůĚůĞƐƐĐŽƵƉůĞ͗ƚŚĞ^ŚŝŽŚĂƌĂĨĂŵŝůǇ͘
^ƃƐĞŬŝ͛Ɛ ĂĚŽƉƚĞĚ ĨĂƚŚĞƌ͕ ^ŚŝŽŚĂƌĂ ^ŚƃŶŽƐƵŬĞ (Ԛݬধ೯ঁ) ůŝŬĞ ^ƃƐĞŬŝ͛Ɛ ĨĂƚŚĞƌ ĂůƐŽ ǁŽƌŬĞĚ ĂƐ Ă
Nanushi͘ ^ŚŝŽŚĂƌĂ ^ŚƃŶŽƐƵŬĞ ĂŶĚ ŚŝƐ ǁŝĨĞ͕ zĂƐƵ ǁĞƌĞ ďŽƚŚ ƚǁĞŶƚǇ-ŶŝŶĞ ǇĞĂƌƐ ŽůĚ ǁŚĞŶ ƚŚĞǇ
ĂĚŽƉƚĞĚ ^ƃƐĞŬŝ. ^ƃƐĞŬŝ͛ƐĨĂƚŚĞƌŬŶĞǁƚŚĞŵƚŚƌŽƵŐŚ ĂĐƚŝŶŐĂƐĂŐŽ-ďĞƚǁĞĞŶŝŶƚŚĞĂƌƌĂŶŐĞŵĞŶƚŽĨ
ƚŚĞĐŽƵƉůĞ͛ƐŵĂƌƌŝĂŐĞ͘
,ŽƉŝŶŐƚŚĂƚ^ƃƐĞŬŝ ǁŽƵůĚůŽŽŬĂĨƚĞƌƚŚĞŵŝŶƚŚĞŝƌŽůĚĂŐĞƚŚĞĐŽƵƉůĞƐƉŽŝůĞĚŚŝŵ͘^ƃƐĞŬŝ ǁŚĞŶŚĞ
ǁĂƐ ǀĞƌǇ ǇŽƵŶŐ ďĞůŝĞǀĞĚ ƚŚĞǇ ǁĞƌĞ ŚŝƐ ƌĞĂů ƉĂƌĞŶƚƐ ďƵƚ ďĞŐĂŶ ƚŽ ĨĞĞů ƐƵƐƉŝĐŝŽƵƐ ŽĨ ƚŚĞŵ͕ ĂƐ ŝƚ
ďĞĐĂŵĞĂƉƉĂƌĞŶƚ ƚŚĂƚ ƚŚŝƐǁĂƐ Ă ĐĂůĐƵůĂƚĞĚ ƌĞůĂƚŝŽŶƐŚŝƉ ƌĂƚŚĞƌ ƚŚĂŶ Ă ůŽǀŝŶŐ ŽŶĞ. 3 ^ƃƐĞŬŝ ĨĞůƚ ŚĞ

ϭ
2
3

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϮ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϰ͕͞'ĂƌĂƐƵ-ĚŽŶŽŶĂŬĂ͕͟Ɖ͘ϱϴϴ-ϱϴϵ.
dĂŶĂŬĂ͕zĂƐƵƚĂŬĂ͘Natsume ^ƃƐĞŬŝ͘;^ŚĂƐŚŝŶ^ĂŬŬĂ-ĚĞŶ^ŽƐŚŽϰͿ͕DĞŝũŝ^ŚŽŝŶ͕ϭϵϲϵ͕Ɖϭϲ.
ŬĂŐŝ͕<ƃŚĞŝ͘Natsume ^ƃƐĞŬŝ͘<ŽĚĂŶƐŚĂ'ƵŬƵũƵƚƐƵƵŶŬŽ͕ϮϬϭϱ͕Ɖ͘ϯϴ-ϯϵ.
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ǁĂƐĂůŽŶĞ 4 ŝŶƚŚŝƐǁŽƌůĚ͘/ƚǁĂƐŚŝƐĨŝƌƐƚ ŝŶƐŝŐŚƚŝŶƚŽƚŚĞƐƚĂƚĞŽĨůŽŶĞůŝŶĞƐƐ͘dŚŝƐŶŽƚŝŽŶŽĨůŽŶĞůŝŶĞƐƐ
ŝƐŽŶĞŽĨƚŚĞŝŵƉŽƌƚĂŶƚƚŚĞŵĞƐŝŶ^ƃƐĞŬŝ͛Ɛkanshi ;ŚŝŶĞƐĞWŽĞŵƐ )ࢽ. 5
^ƃƐĞŬŝ͛ƐĂĚŽƉƚĞĚĨĂƚŚĞƌĞŶƚĞƌĞĚ^ƃƐĞŬŝ ĂƐƚŚĞŝƌĂĚŽƉƚĞĚƐŽŶŝŶƚŚĞĨĂŵŝůǇƌĞŐŝƐƚĞƌŝŶϭϴϳϭ͖ĂĚĞƚĂŝů
ǁŚŝĐŚǁĂƐƚŽĐĂƵƐĞƚƌŽƵďůĞůĂƚĞƌŽŶ͘,ŽǁĞǀĞƌ͕ƚŚĞ^ŚŝŽŚĂƌĂĐŽƵƉůĞƐĞƉĂƌĂƚĞĚŝŶƉƌŝůϭϴϳϰǁŚĞŶ
^ƃƐĞŬŝ ǁĂƐϴǇĞĂƌƐŽůĚĚƵĞƚŽ^ŚŝŽŚĂƌĂĨŝŶĚŝŶŐĂŵŝƐƚƌĞƐƐ͕,ŝŶĞŶŽ<ĂƚƐƵ͕ƚŚĞǁŝĚŽǁŽĨĂ^ĂŵƵƌĂŝ͘ƚ
ĨŝƌƐƚ^ƃƐĞŬŝ ƌĞŵĂŝŶĞĚǁŝƚŚŚŝƐĂĚŽƉƚĞĚŵŽƚŚĞƌ͕zĂƐƵ͕ŚŽǁĞǀĞƌŝŶEŽǀĞŵďĞƌzĂƐƵĚĞĐŝĚĞĚƚŽŐĞƚĂ
ĚŝǀŽƌĐĞĂŶĚĚĞůŝǀĞƌĞĚ^ƃƐĞŬŝ ƚŽŚŝƐĂĚŽƉƚĞĚĨĂƚŚĞƌĂŶĚŵŝƐƚƌĞƐƐĂŶĚŚĞƌĚĂƵŐŚƚĞƌĨƌŽŵĂƉƌĞǀŝŽƵƐ
ŵĂƌƌŝĂŐĞ͕ZĞŶ͘
^ŚŝŽŚĂƌĂĂŶĚŚŝƐŵŝƐƚƌĞƐƐƚŽŽŬŽŶƚŚĞďŽǇ͕ ƐŽŽŶĐŽŶĐŽĐƚŝŶŐĂƉůĂŶƚŽŵĂƌƌǇ^ƃƐĞŬŝ ŽĨĨƚŽZĞŶǁŝƚŚ
ƚŚĞŝĚĞĂƚŚĂƚƚŚĞĐŽƵƉůĞǁŽƵůĚĐĂƌĞĨŽƌƚŚĞŵŝŶƚŚĞŝƌŽůĚĂŐĞ͘ ,ŽǁĞǀĞƌ͕ŝŶϭϴϳϲǁŚĞŶ^ƃƐĞŬŝ ǁĂƐ
ŶŝŶĞ͕ŚĞǁĂƐƐĞŶƚďĂĐŬƚŽƚŚĞEĂƚƐƵŵĞĨĂŵŝůǇĂƐ^ŚŝŽŚĂƌĂŚĂĚůŽƐƚŚŝƐũŽď͘ĞƐƉŝƚĞƚŚĞĨĂĐƚƚŚĂƚŚĞ
ǁĂƐŶŽǁďĂĐŬǁŝƚŚŚŝƐ ƌĞĂůĨĂŵŝůǇ ^ƃƐĞŬŝ ǁĂƐƐƚŝůůŝŶƚŚĞĞǇĞƐŽĨƚŚĞůĂǁƚŚĞƐŽŶŽĨ^ŚŝŽŚĂƌĂ͘
dŚĞ ƉĞƌŝŽĚ ǁŚŝĐŚ ƐƉĂŶƐ ŚŝƐ ĞůĞŵĞŶƚĂƌǇ ƐĐŚŽŽů ĞĚƵĐĂƚŝŽŶ ǁĂƐ ŽŶĞ ŽĨ ƚƵƌďƵůĞŶĐĞ͘ dŚĞ ^ŚŝŽŚĂƌĂ
ĨĂŵŝůǇĐŽŶƐƚĂŶƚůǇĐŚĂŶŐĞĚŚŽŵĞ͕^ƃƐĞŬŝ ǁĞŶƚĨƌŽŵƐĐŚŽŽůƚŽƐĐŚŽŽů, ŶĞǀĞƌĂŶǇǁŚĞƌĞůŽŶŐĞŶŽƵŐŚ
ƚŽƉƵƚĚŽǁŶƌŽŽƚƐ͘dŚĞƌĞǁĂƐŶŽƐƚĂďŝůŝƚǇŝŶŚŝƐǇŽƵŶŐůŝĨĞ͕ĂŶĚƚŚĞƌĞǁĂƐŶŽďŽĚǇŚĞĐŽƵůĚƚĂůŬƚŽ
ĂďŽƵƚŚŝƐƐŝƚƵĂƚŝŽŶƐŽŵĞƚŚŝŶŐǁŚŝch ŵƵƐƚŚĂǀĞ ĐĂƵƐĞĚŚŝŵ ĚĞĞƉ ĂŶǆŝĞƚǇ͘&ƌŽŵĂǇŽƵŶŐĂŐĞŚĞǁĂƐ
ŽďůŝŐĞĚƚŽďĞŝŶĚĞƉĞŶĚĞŶƚŝŶŽƌĚĞƌƚŽĚĞĂůǁŝƚŚŚŝƐŝŶƐĞĐƵƌĞĞŶǀŝƌŽŶŵĞŶƚ͘ ϲ
^ƃƐĞŬŝ ǁĂƐƉůĞĂƐĞĚƚŽƌĞƚƵƌŶƚŽŚŝƐƌĞĂůĨĂŵŝůǇ͕ĂůƚŚŽƵŐŚŚŝƐĨĂƚŚĞƌ ƐƚŝůůƐŚŽǁĞĚŚŝŵŶŽĂĨĨĞĐƚŝŽŶ. ϳ ƚ
ĨŝƌƐƚ͕ ^ƃƐĞŬŝ cĂůůĞĚ ŚŝƐ ƉĂƌĞŶƚƐ ͚ŐƌĂŶĚĨĂƚŚĞƌ͛ ĂŶĚ ͚ŐƌĂŶĚŵŽƚŚĞƌ͛ ĂƐ ŚĞ ďĞůŝĞǀĞĚ ƚŚĂƚ ǁĂƐ ǁŚŽ ƚŚĞǇ
ǁĞƌĞ͘ ,ŽǁĞǀĞƌ͕ ŽŶĞ ŶŝŐŚƚ͕ ŽŶĞ ŽĨ ƚŚĞ ŚŽƵƐĞŵĂŝĚƐ ĐĂŵĞ ŝŶ ƚŽ ŚŝƐ ďĞĚƌŽŽŵ ĂŶĚ ƚŽůĚ Śŝŵ ƚŚĂƚ ŚŝƐ
͚ŐƌĂŶĚƉĂƌĞŶƚƐ͛ ǁĞƌĞ ŝŶ ĨĂĐƚ ŚŝƐ ƉĂƌĞŶƚƐ͘ ^ŚĞ ƐĂŝĚ ŝƚ ǁĂƐ Ă ƐĞĐƌĞƚ ĂŶĚ ŶŽƚ ƚŽ ƚĞůů ĂŶǇŽŶĞ͘ ^ƃƐĞŬŝ
ƌĞŵĞŵďĞƌĞĚƚŚĂƚŚĞĨĞůƚƚŚƌŝůůĞĚ͕ŶŽƚďĞĐĂƵƐĞŚĞǁĂƐƚŚĞŝƌƐŽŶďƵƚďĞĐĂƵƐĞƐŽŵĞŽŶĞ͕ŝŶƚŚŝƐĐĂƐĞ
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ϲ
ϳ

<ŽŵŝǇĂ͕dŽǇŽƚĂŬĂ͘^ƃƐĞŬŝĂŬŬŝ͘<ŽǇĂŵĂ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϯϱ͕Ɖ͘ϭϴ-20.
<Ăƚƃ, Jŝƌƃ. ^ƃƐĞŬŝ tŽ<anshi. <ĂŶƌŝŶ^ŚŽďŽ͕dŽŬǇŽ͕ϮϬϬϰ͕ƉϮϬϰ-254.
^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϱ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘ϳϭ.
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϮ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϰ͕͞'ĂƌĂƐƵ-ĚŽŶŽŶĂŬĂ͕͟Ɖ͘ϱϴϵ͘

68

ƚŚĞŚŽƵƐĞŵĂŝĚ͕ĐĂƌĞĚĨŽƌŚŝŵ͘ 8 dŚŝƐĐŽŵŵĞŶƚ ĐůĞĂƌůǇĚĞŵŽŶƐƚƌĂƚĞƐ ŚŽǁƐƚĂƌǀĞĚŽĨůŽǀĞ^ƃƐĞŬŝ ǁĂƐ
ĂƐĂĐŚŝůĚ͘
ǀĞŶ ǁŚĞŶ ŚĞ ƌĞƚƵƌŶĞĚ ƚŽ ůŝǀĞ ǁŝƚŚ ŚŝƐ ƌĞĂů ƉĂƌĞŶƚƐ ĂŶĚ ĨĂŵŝůǇ ŚĞ ĐŽŶƚŝŶƵĞĚ ƚŽ ĨĞĞů ůŽŶĞůǇ͘ ƚƃ
ĚĞƐĐƌŝďĞƐ^ƃƐĞŬŝ͛ƐƉƐǇĐŚŽůŽŐŝĐĂůƐƚĂƚƵƐĂƐďĞŝŶŐƐŝŵŝůĂƌƚŽƚŚĂƚŽĨĂŶŽƌƉŚĂŶďƵƚĂƚƚŚĞƐĂŵĞƚŝŵĞ ŚĞ
ǁĂƐŶŽƚŐŝǀĞŶ ƚŚĞĨƌĞĞĚŽŵƚŚĂƚĂŶŽƌƉŚĂŶǁŽƵůĚŚĂǀĞ͘ ϵ /ƚǁĂƐĚƵƌŝŶŐƚŚŝƐƉĞƌŝŽĚƚŚĂƚ^ƃƐĞŬŝ ďĞŐĂŶ
ƚŽĚŝƐƚƌƵƐƚƚŚĞĂĚƵůƚǁŽƌůĚĂŶĚŚŝƐŚĂƚƌĞĚŽĨůŝĞƐĂŶĚŝŶũƵƐƚŝĐĞĞŵĞƌŐĞĚ͗ ĐŽŶǀŝĐƚŝŽŶƐƚŚĂƚǁŽƵůĚƐƚĂǇ
ǁŝƚŚŚŝŵĨŽƌƚŚĞƌĞƐƚŽĨŚŝƐůŝĨĞ.
^ƃƐĞŬŝ͛Ɛ ŵŽƚŚĞƌ͕ ŚŝĞ͕ ǁĂƐ ƚŚĞ ĚĂƵŐŚƚĞƌ ŽĨ Ă ƉĂǁŶďƌŽŬĞƌ ǁŚŽ ŽǁŶĞĚ Ă ůĂƌŐĞ ŶƵŵďĞƌ ŽĨ
ǁĂƌĞŚŽƵƐĞƐ͘ ŚŝĞ ŚĂĚ ǁŽƌŬĞĚ ŝŶ Ă ^ĂŵƵƌĂŝ ŚŽƵƐĞŚŽůĚ ǁŚĞŶ ƐŚĞ ǁĂƐ ǇŽƵŶŐ ĂŶĚ ƐŝŶŐůĞ͘ ,Ğƌ ĨŝƌƐƚ
ŵĂƌƌŝĂŐĞ ĚŝĚŶŽƚ ǁŽƌŬ ŽƵƚ ĂŶĚ ƐŚĞ ĐĂŵĞ ŝŶƚŽ ƚŚĞ EĂƚƐƵŵĞ ĨĂŵŝůǇ ĂƐ Ă ƐĞĐŽŶĚ ǁŝĨĞ͘ ^ƃƐĞŬŝ͛Ɛ ƚǁŽ
ĞůĚĞƌƐŝƐƚĞƌƐǁĞƌĞďǇ^ƃƐĞŬŝ͛ƐĨĂƚŚĞƌ͛ƐĨŝƌƐƚǁŝĨĞǁŚŽĚŝĞĚǇŽƵŶŐ͘^ƃƐĞŬŝ͛ƐŵĞŵŽƌǇŽĨŚŝƐŵŽƚŚĞƌǁĂƐ
ůŝŵŝƚĞĚ͕ƐŝŶĐĞŚĞŽŶůǇůŝǀĞĚǁŝƚŚŚŝƐŵŽƚŚĞƌĨŽƌĨŝǀĞǇĞĂƌƐďĞĨŽƌĞŚĞƌĚĞĂƚŚŝŶ:ĂŶƵĂƌǇϭϴϴϭǁŚĞŶ
^ƃƐĞŬŝ ǁĂƐĂůŵŽƐƚϭϱǇĞĂƌƐŽůĚ͘
ĐĐŽƌĚŝŶŐƚŽ^ƃƐĞŬŝ͛ƐƌĞĐŽůůĞĐƚŝŽŶƐ͕ŚĞƌĞŵĞŵďĞƌĞĚŚŝƐŵŽƚŚĞƌĂƐŶŽƚďĞŝŶŐŽƵƚǁĂƌĚůǇĂĨĨĞĐƚŝŽŶĂƚĞ
ďƵƚ ŽĨĨĞƌŝŶŐ Ă ĚĞŐƌĞĞ ŽĨ ƐĞĐƵƌŝƚǇ ĂŶĚ ǁĂƌŵƚŚ͘ ϭϬ ,ŝƐ ŵŽƚŚĞƌ ŚĂĚ ĚŝŐŶŝƚǇ ĂŶĚ Ă ƌĞĨŝŶĞĚ ĐŚĂƌĂĐƚĞƌ͘
^ƃƐĞŬŝ͛Ɛ ĞůĚĞƐƚ ďƌŽƚŚĞƌ͕ ĂŝŝĐŚŝ͕ ŽŶĐĞ ƚŽůĚ ^ƃƐĞŬŝ ƚŚĂƚ ŚŝƐ ŵŽƚŚĞƌ ŚĂĚ Ă ƐƚƌŽŶŐĞƌ ĂŶĚ ďƌĂǀĞƌ
ƉĞƌƐŽŶĂůŝƚǇƚŚĂŶŚŝƐĨĂƚŚĞƌ͘ ϭϭ
^ƃƐĞŬŝ ǁĂƐ ϭϰ ǇĞĂƌƐ ŽůĚ ǁŚĞŶ ƐŚĞ ĚŝĞĚ͘ dŚĞƌĞ ŝƐ ŶŽ ƌĞĐŽƌĚ ŽĨ ^ƃƐĞŬŝ ǁƌŝƚŝŶŐ ĂďŽƵƚ ŚŝƐ ŵŽƚŚĞƌ͛Ɛ
ƉĂƐƐŝŶŐĂǁĂǇďƵƚŝƚŝƐĐůĞĂƌƚŚĂƚ^ƃƐĞŬŝ ǁĂƐĚĞǀĂƐƚĂƚĞĚďǇŚĞƌůŽƐƐ͘ĨƚĞƌŚĞƌĚĞĂƚŚ^ƃƐĞŬŝ ůĞĨƚƚŚĞ
ƐĐŚŽŽůŚĞǁĂƐĂƚƚĞŶĚŝŶŐ͕ĂƐĐŚŽŽůǁŝƚŚĂŵŽĚĞƌŶŝƐĞĚǁĞƐƚĞƌŶƐƚǇůĞĐƵƌƌŝĐƵůƵŵǁŚĞƌĞƐƚƵĚĞŶƚƐǁĞƌĞ
ƉƌĞƉĂƌĞĚ ĨŽƌ ĞŶƚƌǇ ŝŶƚŽ hŶŝǀĞƌƐŝƚǇ ĂŶĚ ĞŶƚĞƌĞĚ ƚŚĞ EŝƐŚƃŐĂŬƵƐŚĂ ǁŚŝĐŚ ƐƉĞĐŝĂůŝƐĞĚ ŝŶ ƚĞĂĐŚŝŶŐ
ŚŝŶĞƐĞ^ƚƵĚŝĞƐ͘
^ƃƐĞŬŝ ƐƚĂǇĞĚ Ăƚ ƚŚĞ EŝƐŚƃŐĂŬƵƐŚĂ ĨŽƌ ŽǀĞƌ Ă ǇĞĂƌ͕ ƐƚƵĚǇŝŶŐ ŚŝŶĞƐĞ ůĂƐƐŝĐƐ͘ ƚ ƚŚĞ ƚŝŵĞ ^ƃƐĞŬŝ
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^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϮ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϰ͕͞'ĂƌĂƐƵ-ĚŽŶŽŶĂŬĂ͟, Ɖ͘ϱϴϵ-ϱϵϬ.
ƚƃ͕:ƵŶ͘^ƃƐĞŬŝ ƚŽ^ŽŶŽ:idai sŽů͘ϭ^ŚŝŶĐŚƃ ^ĞŶƐŚŽ͕dŽŬǇŽ͕ϭϵϳϬ͕Ɖ͘ϯϬ-ϯϭ͘
ϭϬ ^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϮ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϰ͕͞'ĂƌĂƐƵ-ĚŽŶŽŶĂŬĂ͟, Ɖ͘ϲϬϵ-ϲϭϭ͘
ϭϭ /ďŝĚ͕͘Ɖ͘ϲϭϭ-ϲϭϰ͘
ϵ
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ũŽŝŶĞĚƚŚĞƐĐŚŽŽůƚŚĞƌĞǁĞƌĞƚŚƌĞĞŐƌĂĚĞƐǁŝƚŚƚŚƌĞĞƐƚĂŐĞƐŝŶĞĂĐŚŐƌĂĚĞ͕ďĞŐŝŶŶŝŶŐǁŝƚŚƚŚĞƚŚŝƌĚ
ƐƚĂŐĞŽĨƚŚĞƚŚŝƌĚŐƌĂĚĞĂŶĚĨŝŶŝƐŚŝŶŐǁŝƚŚƚŚĞĨŝƌƐƚƐƚĂŐĞŽĨƚŚĞĨŝƌƐƚŐƌĂĚĞ͘^ƃƐĞŬŝ ĞŶƚĞƌĞĚĂƚƚŚĞĨŝƌƐƚ
ƐƚĂŐĞŽĨƚŚĞƚŚŝƌĚŐƌĂĚĞĂŶĚ ůĞĨƚĂƚƚŚĞƚŚŝƌĚƐƚĂŐĞŽĨƚŚĞƐĞĐŽŶĚŐƌĂĚĞ͘
^ŝŶĐĞ Ă ǇŽƵŶŐ ďŽǇ ŚĞ ŚĂĚ ďĞĞŶ Ă ĚĞǀŽƚĞĞ ŽĨ ƚŚĞ ŚŝŶĞƐĞ ůĂƐƐŝĐƐ͘ ,Ğ ƌĞůĂƚĞƐ ŝŶ ŚŝƐ ďŽŽŬ ŽĨ
ĐŚŝůĚŚŽŽĚ ƌĞĐŽůůĞĐƚŝŽŶƐ ͚DǇ ŚŝůĚŚŽŽĚ͕͛ ŚŽǁ ŚĞ ĞŶũŽǇĞĚ ũƵƐƚ ƐŝŵƉůǇ ĐŽƉǇŝŶŐ ŽƵƚ ŚŝŶĞƐĞ ĐůĂƐƐŝĐƐ
ǁŝƚŚŽƵƚĞǀĞŶƵŶĚĞƌƐƚĂŶĚŝŶŐƚŚĞŵĞĂŶŝŶŐ ŽĨƚŚĞƚĞǆƚ͘ ϭϮ ,ĞǁĂƐĂůƐŽĨŽŶĚŽĨŚŝŶĞƐĞďƌƵƐŚĂŶĚŝŶŬ
ƉĂŝŶƚŝŶŐ͕ƚŚĞ ƐƚǇůĞ ĐĂůůĞĚnanga ŝŶ:ĂƉĂŶĞƐĞ͘,ĞǁƌŝƚĞƐŝŶŚŝƐĞƐƐĂǇ͕'ĂƌĂƐƵĚŽŶŽ naka (ࢢރ),
ŽĨŚŽƵƌƐƐƉĞŶƚũƵƐƚůŽŽŬŝŶŐĂƚƚŚĞ ƉĂŝŶƚŝŶŐƐ ŝŶŚŝƐ ĨĂƚŚĞƌ͛Ɛ ǁĂƌĞŚŽƵƐĞǁŚĞƌĞ ŚĞ ŬĞƉƚ ŚŝƐ ĐŽůůĞĐƚŝŽŶŽĨ
ĂŶƚŝƋƵĞĂƌƚƐ. ϭϯ
ůƚŚŽƵŐŚƉĞŽƉůĞǁĞƌĞŶŽǁ ĞǆƉĞĐƚĞĚƚŽůĞĂƌŶƵƌŽƉĞĂŶůĂŶŐƵĂŐĞƐĂŶĚĐƵůƚƵƌĞŝĨƚŚĞǇǁŝƐŚĞĚƚŽŐĞƚ
ŽŶŝŶƚŚĞŵŽĚĞƌŶǁŽƌůĚ, ĂƚƚŚŝƐũƵŶĐƚƵƌĞŝŶŚŝƐůŝĨĞ^ƃƐĞŬŝ ĐŚŽƐĞƚŚĞŽƉƉŽƐŝƚĞĚŝƌĞĐƚŝŽŶ͕ƌĞũĞĐƚŝŶŐƚŚĞ
ŵŽǀĞƚŽǁĂƌĚƐƚŚĞŵŽĚĞƌŶǁŽƌůĚ͘,ĞǁĂŶƚĞĚƚŽƌĞƚƵƌŶďĂĐŬƚŽƚŚĞ ƉĂƐƚǁŚŝĐŚŚĞĂƐƐŽĐŝĂƚĞĚǁŝƚŚ
ŚŝƐ ŵŽƚŚĞƌ͘ ^ŚĞ ŚĂĚ ĚŝƐĂƉƉĞĂƌĞĚ ĨƌŽŵ ƚŚĞ ǁŽƌůĚ ŚĞ ůŝǀĞĚ ŝŶ ĂŶĚ ƚŚĞ ŽůĚ ǁŽƌůĚ ĂŶĚ ǀĂůƵĞƐ ǁĞƌĞ
ƌĂƉŝĚůǇĚŝƐĂƉƉĞĂƌŝŶŐŝŶĨƌŽŶƚŽĨŚŝƐĞǇĞƐ͘
SƃƐĞŬŝ ƐŽƵŐŚƚ ĐŽŵĨŽƌƚ ŝŶ ůŽŽŬŝŶŐ ďĂĐŬ ƚŽ ƚŚĞ ƉĂƐƚ͘ KŶĞ ǁĂǇ ƚŽ ĂĐĐĞƐƐ ƚŚĞ ŽůĚ ǁŽƌůĚ ǁĂƐ ƚŽ ůŽƐĞ
ŽŶĞƐĞůĨŝŶŚŝŶĞƐĞůŝƚĞƌĂƚƵƌĞǁŚŝĐŚŚĞƉĂƐƐŝŽŶĂƚĞůǇǁŝƐŚĞĚƚŽůĞĂƌŶ͘ /ƚƐĞĞŵƐĂƐƚŚŽƵŐŚ^ƃƐĞŬŝ ǁĂƐ
ƐĞĞŬŝŶŐ ƐĂůǀĂƚŝŽŶ ďǇ ƐƚƵĚǇŝŶŐ ƚŚĞ ŚŝŶĞƐĞ ĐůĂƐƐŝĐƐ͘ dŚĞǇ ĞǀŽŬĞĚ Ă ŵĞƚĂƉŚǇƐŝĐĂů ǁŽƌůĚ ŝŶƐŝĚĞ ƚŚĞ
ŵŝŶĚĂŶĚŚĞĂƌƚ͕ĂǁŽƌůĚŝŶǁŚŝĐŚ^ƃƐĞŬŝ ĨĞůƚƐĂĨĞĂŶĚĐŽŵĨŽƌƚĂďůĞ. /ƚǁĂƐĂǁŽƌůĚŚĞǁŽƵůĚŽĨƚĞŶ
ƌĞƚƵƌŶƚŽŝŶĐƌƵĐŝĂůŵŽŵĞŶƚƐŽĨŚŝƐůŝĨĞ͘
&ƌŽŵ ĞĂƌůǇ ŽŶ ^ƃƐĞŬŝ ƐŚŽǁĞĚ ŚŝƐ ƚĂůĞŶƚ ĨŽƌ ŚŝŶĞƐĞ ĐŽŵƉŽƐŝƚŝŽŶ ǁƌŝƚŝŶŐ ŚŝƐ ĨŝƌƐƚ ĐŽŵƉŽƐŝƚŝŽŶ ŝŶ
ŚŝŶĞƐĞ͕^ĞŝƐĞŝƌŽŶ (ਜ਼)͕ǁŚĞŶŚĞǁĂƐƚǁĞůǀĞ͘,ĞǁĂƐ ĞŶƚŚƌĂůůĞĚĂŶĚĞŶŐĂŐĞĚ ďǇ ƚŚĞ ŚŝŶĞƐĞ
ůĂƐƐŝĐƐ͘ ĨƚĞƌ ƚŚŝƐƉĞƌŝŽĚŽĨƐƚƵĚǇŝŶŐŚŝŶĞƐĞůĂƐƐŝĐƐĂƚEŝƐŚƃŐĂŬƵƐŚĂ͕ƚŚĞƌĞŝƐĂŐĂƉŽĨŽǀĞƌŽŶĞ
ǇĞĂƌƵŶƚŝůŝŶϭϴϴϯŚĞĞŶƚĞƌĞĚ^ĞŝƌŝƚƐƵ ŐĂŬƵƐŚĂ͕ĂƉƌŝǀĂƚĞůǇ-ƌƵŶƐĐŚŽŽůǁŚŝĐŚƉƌĞƉĂƌĞĚƐƚƵĚĞŶƚƐĨŽƌ
ĞŶƚƌǇ ƚŽ hŶŝǀĞƌƐŝƚǇ͘ ƵƌŝŶŐ ƚŚŝƐ ƉĞƌŝŽĚ ^ƃƐĞŬŝ ŝŵŵĞƌƐĞĚ ŚŝŵƐĞůĨ ŝŶ ƚŚĞ ǁŽƌůĚ ŽĨ ŚŝŶĞƐĞ ůŝƚĞƌĂƚƵƌĞ
ϭϮ
ϭϯ

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϮ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕ dŽŬǇŽ͕ϭϵϵϰ͕ ͞KŵŽŝĚĂƐƵ<ŽƚŽŶĂĚŽ͟, Ɖ͘ϯϳϱ.
/ďŝĚ͕͘Ɖ͘ϰϮϲ-4Ϯϳ.
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ĂŶĚ ůŽŶŐĞĚ ƚŽ ďĞĐŽŵĞ Ă ŚŝŶĞƐĞ ^ƚƵĚŝĞƐ ƐƉĞĐŝĂůŝƐƚ͘ ,ŽǁĞǀĞƌ͕ ^ƃƐĞŬŝ͛Ɛ ĞůĚĞƐƚ ďƌŽƚŚĞƌ͕ ĂŝŝĐŚŝ ƚŽůĚ
ŚŝŵƚŚĂƚƐƚƵĚǇŝŶŐŚŝŶĞƐĞůĂƐƐŝĐƐǁĂƐũƵƐƚĂŶĂĐĐŽŵƉůŝƐŚŵĞŶƚĂŶĚŐĂǀĞŶŽŐƵĂƌĂŶƚĞĞŽĨĂƐĞĐƵƌĞ
ŽĐĐƵƉĂƚŝŽŶ͘ ϭϰ
ĂŝŝĐŚŝǁĂƐĂŵĂŶŽĨĂďŝůŝƚǇǁŚŽǁŽƌŬĞĚĂƐĂƚƌĂŶƐůĂƚŽƌĂŶĚǁĂƐĞǆƉĞĐƚĞĚƚŽƚĂŬĞŽǀĞƌĂƚƚŚĞŚĞůŵ
ŽĨ ƚŚĞ ĨĂŵŝůǇ ďƵƚ ŚĞ ƐƵĨĨĞƌĞĚ ĨƌŽŵ ƚƵďĞƌĐƵůŽƐŝƐ ĂŶĚ ĚŝĞĚ ŶŽƚ ƐŽ ůŽŶŐ ĂĨƚĞƌ͕ ŝŶ DĂƌĐŚ ϭϴϴϳ Ăƚ ƚŚĞ
ǇŽƵŶŐ ĂŐĞ ŽĨ ϯϭ͘ ^ƃƐĞŬŝ ǁĂƐ Ϯϭ ǇĞĂƌƐ ŽůĚ ǁŚĞŶ ŚĞ ƉĂƐƐĞĚ ĂǁĂǇ͘ ĂŝŝĐŚŝ ŚĂĚ ďĞĞŶ Ă ŵĞŶƚŽƌ ĨŽƌ
^ƃƐĞŬŝ ĂŶĚ ǁĂŶƚĞĚ ^ƃƐĞŬŝ͕ ƚŚĞ ǇŽƵŶŐĞƐƚ ďƌŽƚŚĞƌ͕ ƚŽ ƚĂŬĞ ŽǀĞƌ Ăƚ ƚŚĞ ŚĞĂĚ ŽĨ ƚŚĞ EĂƚƐƵŵĞ ĨĂŵŝůǇ
ĂĨƚĞƌŚŝƐĚĞĂƚŚ ƐŝŶĐĞƚŚĞŝƌ ƚǁŽŽƚŚĞƌďƌŽƚŚĞƌƐǁĞƌĞŝƌƌĞƐƉŽŶƐŝďůĞĂŶĚŚĂĚŵŝƐƐƉĞŶƚĂůĂƌŐĞƉĂƌƚŽĨ
ƚŚĞĨĂŵŝůǇĨŽƌƚƵŶĞ͘
ĞĂƌŝŶŐŝŶŵŝŶĚƚŚĞĐŝƌĐƵŵƐƚĂŶĐĞƐĂŶĚ ŚŝƐďƌŽƚŚĞƌ͛ƐĂĚǀŝĐĞ͕^ƃƐĞŬŝ ŵƵƐƚŚĂǀĞĨĞůƚĂŶŽďůŝŐĂƚŝŽŶƚŽ
ƐƚƵĚǇĨŽƌĞŶƚĞƌŝŶŐƚŚĞhŶŝǀĞƌƐŝƚǇ͘/ŶϭϴϴϯĂƚƚŚĞĂŐĞŽĨϭϲ ŚĞƐŽůĚĂůůŚŝƐďŽŽŬƐŝŶŚŝŶĞƐĞĂŶĚƚĂŬŝŶŐ
ŶŐůŝƐŚĂƐŚŝƐƐƵďũĞĐƚ ĞŶƚĞƌĞĚ^ĞŝƌŝƚƐƵ ŐĂŬƵƐŚĂ ŝŶƉƌĞƉĂƌĂƚŝŽŶĨŽƌŚŝƐĞŶƚƌǇƚŽƵŶŝǀĞƌƐŝƚǇ͘ ϭϱ
AƌŽƵŶĚƚŚŝƐƉĞƌŝŽĚ͕^ƃƐĞŬŝ͕ďĞĨŽƌĞƚŚĞĂŐĞŽĨƚǁĞŶƚǇŚĂĚƉƌŽĚƵĐĞĚŚŝƐĨŝƌƐƚŐƌŽƵƉŽĨĞŝŐŚƚ<ĂŶƐŚŝ͘
tĞĚŽŶŽƚŚĂǀĞĚĂƚĞƐĨŽƌƚŚĞƐĞƉŽĞŵƐ͕ďƵƚǁĞ ĐůĞĂƌůǇƐĞĞƚŚĂƚ^ƃƐĞŬŝ͕ĚĞƐƉŝƚĞŚĂǀŝŶŐƚŽŐŝǀĞƵƉŽŶ
ďĞĐŽŵŝŶŐĂƐƉĞĐŝĂůŝƐƚŝŶŚŝŶĞƐĞůŝƚĞƌĂƚƵƌĞǁĂƐƐƚŝůůƉƌĂĐƚŝƐŝŶŐŚŝƐƐŬŝůůƐŝŶĐŽŵƉŽƐŝŶŐKanshi ŚĂǀŝŶŐ
ůĞĂƌŶƚĂŐƌĞĂƚĚĞĂůĂďŽƵƚŚŝŶĞƐĞůĂƐƐŝĐƐĂƚEŝƐŚƃŐĂŬƵƐŚĂ͘,ĞĚĞĐŝĚĞĚƚŽƐƚƵĚǇŶŐůŝƐŚ ĂƐĂŵĞĂŶƐ
ŽĨĞĂƌŶŝŶŐĂůŝǀŝŶŐ ďƵƚƐƚŝůůŵĂŝŶƚĂŝŶĞĚĂ ŐƌĞĂƚ ĞŶƚŚƵƐŝĂƐŵĂŶĚĂƚƚĂĐŚŵĞŶƚƚŽŚŝŶĞƐĞůŝƚĞƌĂƚƵƌĞ͘

POEMS BEFORE TWENTY
ŝŐŚƚ ŽĨ ^ƃƐĞŬŝ͛Ɛ ĞĂƌůǇ ŚŝŶĞƐĞ ƉŽĞŵƐ ǁĞƌĞ ĚŝƐĐŽǀĞƌĞĚ ďǇ DĂƚƐƵŽŬĂ zƵǌƵƌƵ ;নԮৣ͕ ϭϴϵϭ-ϭϵϲϵ),
ŽŶĞŽĨ^ƃƐĞŬŝ͛ƐĨŽůůŽǁĞƌƐ͕ǁŚŽůĂƚĞƌ, ĂĨƚĞƌŚŝƐĚĞĂƚŚŵĂƌƌŝĞĚ^ƃƐĞŬŝ͛ƐĨŝƌƐƚĚĂƵŐŚƚĞƌ͘/ŶŚŝƐŽƉŝŶŝŽŶ͕
ƚŚĞƐĞ ƉŽĞŵƐ ǁĞƌĞ ĐŽŵƉŽƐĞĚ ĂƌŽƵŶĚ DĞŝũŝ ϭϲ-ϭϳ ;ϭϴϴϯ-ϭϴϴϰͿ ǁŚĞŶ ^ƃƐĞŬŝ ǁĂƐ ϭϲ-ϭϳ ǇĞĂƌƐ ŽůĚ͘
dŚŝƐ ǁĂƐ ƚŚĞ ƉĞƌŝŽĚ ǁŚĞŶ ^ƃƐĞŬŝ ǁĂƐ Ăƚ ^ĞŝƌŝƚƐƵ ŐĂŬƵƐŚĂ (ָཱིࣹͿ ůĞĂƌŶŝŶŐ ŶŐůŝƐŚ ŚĂǀŝŶŐ

ϭϰ
ϭϱ

^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϱ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕͞:ŝŬŝŐĂ<ŝƚĞŝƚĂŶ͛ĚĂ͟Ɖ͘ϮϴϬ.
/ďŝĚ͕͘͞ZĂŬƵĚĂŝ͟Ɖ͘ϭϲϯ͘
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ĂďĂŶĚŽŶĞĚƚŚĞƐƚƵĚǇŽĨŚŝŶĞƐĞůĂƐƐŝĐƐĂƚEŝƐŚƃŐĂŬƵƐŚĂ Kangaku juku (್নָָࣹग़Ϳ͘dŚĞƐĞ
ĂƌĞƚŚĞĞŝŐŚƚƌĞŵĂŝŶŝŶŐŚŝŶĞƐĞƉŽĞŵƐŝŶĞǆŝƐƚĞŶĐĞĨƌŽŵŚŝƐƉƌĞ-ƵŶŝǀĞƌƐŝƚǇĚĂǇƐ͘
EĂŬĂŵƵƌĂĐŽŶƐŝĚĞƌĞĚ ƚŚĞƐĞ ĞŝŐŚƚ ƉŽĞŵƐ ƚŽ ďĞ ǁŽƌŬƐ ŽĨ ŐĞŶŝƵƐ͘ dŚĞ ƉŽĞŵƐ ƐŚŽǁ ƚŚĞ ƌŝĐŚŶĞƐƐ ŽĨ
^ƃƐĞŬŝ͛ƐƉŽĞƚŝĐŝŵĂŐŝŶĂƚŝŽŶ͕ƉŚŝůŽƐŽƉŚŝĐĂůŝŶƐŝŐŚƚĂŶĚ ŝŶƚĞůůŝŐĞŶĐĞ ĂƐǁĞůůĂƐĂŵĂƐƚĞƌǇŽĨŚŝŶĞƐĞ.
KƚŚĞƌ ƉŽĞŵƐ ƐŚŽǁ ŚŝƐ ůŽǀĞ ŽĨ ŶĂƚƵƌĞ ĂƐ ŝƚ ƌĞƉƌĞƐĞŶƚƐ ƚŚĞ ŝĚĞĂů ǁŽƌůĚ͘ ^ƃƐĞŬŝ ǁƌŽƚĞ ƚŚĞ ƉŽĞŵƐ
ƵŶĚĞƌ ƚŚĞ ƉĞŶ ŶĂŵĞ ŚŝŶ͛ƵŶ DŝŶŬĂ ^ĂŶďƃ ^ŚƵũŝŶ (ຝӤເդࢃकਕͿ͕ ͚DĂƐƚĞƌ ŽĨ ƚŚĞ DŝƐƚǇ
DŽƵŶƚĂŝŶ,ƵƚǁŚŽƐůĞĞƉƐǁŝƚŚŝŶƚŚĞĐůŽƵĚƐ͛.
dŚĞ ĞŝŐŚƚ ƉŽĞŵƐ ǁĞƌĞ ŝŶƐĞƌƚĞĚ ŝŶ ŝƐƐƵĞ ĞŝŐŚƚ ŽĨ Ă ƐŵĂůů ŵĂŐĂǌŝŶĞ ĐĂůůĞĚ :ŝƵŶ (࣎ӣͿ ƉƵďůŝƐŚĞĚ ŝŶ
:ƵŶĞ͕DĞŝũŝϯϵ ;ϭϵϬϲͿ Ăƚ^ŚŝŵŽĚĂƚĞĐŚƃ ŝŶ/ďĂƌĂŐŝƉƌĞĨĞĐƚƵƌĞ ĂŶĚǁĞƌĞƐĞůĞĐƚĞĚďǇŚŝƐĨƌŝĞŶĚ͕KŬƵĚĂ
,ŝƚƐƵĚƃ (ԠీචಌͿ͘dŚĞƐĞƉŽĞŵƐǁĞƌĞĨŽƵŶĚŝŶϭϵϲϮŝŶ^ŚŝŵŽĚĂƚĞĐŚƃ. AccŽƌĚŝŶŐƚŽDĂƚƐƵŽŬĂ,
ǁŚŽƉƵďůŝƐŚĞĚƚŚĞƐĞƉŽĞŵƐ͕KŬƵĚĂĂŶĚ^ƃƐĞŬŝ ǁĞŶƚƚŽĚŝĨĨĞƌĞŶƚƐĐŚŽŽůƐďƵƚďĞĐĂŵĞĐůŽƐĞĨƌŝĞŶĚƐ
ƐŚĂƌŝŶŐĂĐĐŽŵŵŽĚĂƚŝŽŶƚŽŐĞƚŚĞƌĂƚŽŶĞƉŽŝŶƚ͘ ϭϲ /ŶƚŚŝƐƐĞĐƚŝŽŶ͕ǁĞǁŝůůůŽŽŬĂƚƉŽĞŵƐϭ͕ϯ͕ϱĂŶĚ
ϳ͘
^ƃƐĞŬŝ͛ƐĨŝƌƐƚĞǀĞƌƉƌĞƐĞƌǀĞĚkanshi ĂƌĞ ĂďĞĂƵƚŝĨƵůĞǀŽĐĂƚŝŽŶŽĨĂƐŽƵůŝŶĞǀŽůƵƚŝŽŶ. dŚĞǇ ƐŚŽw ŚŽǁ
ĨƌŽŵ ƚŚĞ ǀĞƌǇ ƐƚĂƌƚ ƚŚĞ kanshi ĨŽƌŵ ĂůůŽǁĞĚ Śŝŵ ƚŽ ĞŶƚĞƌ Ă ǁŽƌůĚ ŽĨ ƐƚŝůůŶĞƐƐ ĂŶĚ ƐƉŝƌŝƚƵĂůŝƚǇ.
;EƵŵďĞƌĞĚĐŚƌŽŶŽůŽŐŝĐĂůůǇŝŶƚŚĞ^ƃƐĞŬŝ Zenshƻ ǀŽůƵŵĞϭϴͿ

WŽĞŵϭ
͞<ŽŶŽĚĂŝ͟ ߷ୈ  ଘҲ

16

߷ୈہહ൸

߷ୈ ہΝ͢ͱ હ൸Ν͑

ݿᛵஇକඏ

ݿᛵ  இକ͢ͱ ඏ͖͵Ε

ҲୡҲਬਕ

Ҳୡ Ҳਬ ਕ͓ͥ

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϵϳ-ϵϴ.
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tŚĞŶ/ǀŝƐŝƚĞĚƚŚĞƚĞŵƉůĞŝŶ<ƃŶŽĚĂŝďĞĨŽƌĞĚĂǁŶ͕
/ŚĞĂƌĚƚŚĞƚĞŵƉůĞďĞůůƌŝŶŐŝŶƚĞƌŵŝƚƚĞŶƚůǇǁŝƚŚŝŶƚŚĞƐŝůĞŶĐĞ͘
EŽďŽĚǇĂŶƐǁĞƌĞĚĚĞƐƉŝƚĞŵǇĞĨĨŽƌƚƐĂƚŬŶŽĐŬŝŶŐĂŶd ƉƵƐŚŝŶŐĂƚƚŚĞƚĞŵƉůĞĚŽŽƌ͘
^ƵƌƉƌŝƐĞĚďǇŵǇĂĐƚŝŽŶ͕ƚŚĞĐƌŽǁƐĨůĞǁĂǁĂǇĐŚĂŽƚŝĐĂůůǇ͕ĨůŝƚƚŝŶŐũƵƐƚĂďŽǀĞƚŚĞƚĞŵƉůĞŐĂƚĞ.

dŚĞ ƉŽĞŵ ŝƐ ŝŶ ƚŚĞ ƐƚǇůĞ ŽĨ ^ŚŝĐŚŝŐŽŶ ĞŬŬƵ (ࣥݶઊۡ͗ &ŽƵƌ ůŝŶĞƐ ĐŽŶƐŝƐƚŝŶŐ ŽĨ ƐĞǀĞŶ ŚŝŶĞƐĞ
ĐŚĂƌĂĐƚĞƌƐ͕ŚĞƌĞĂĨƚĞƌ^ŚŝĐŚŝŐŽŶĞŬŬƵ). <ƃŶŽĚĂŝ͕ǁŚŝĐŚŝƐƚŚĞƚŝƚůĞĂŶĚĂƉƉĞĂƌƐĂƚƚŚĞďĞŐŝŶŶŝŶŐŽĨ
ƚŚĞĨŝƌƐƚůŝŶĞŝƐƚŚĞŶĂŵĞŽĨĂůŽĐĂƚŝŽŶŝŶ/ĐŚŝŬĂǁĂĐŝƚǇŝŶŚŝďĂƉƌĞĨĞĐƚƵƌĞ͘dŚĞĐŚĂƌĂĐƚĞƌƐĨŽƌƚŚĞ
ĂĐƚƵĂů ƉůĂĐĞ ĂƌĞ ǁƌŝƚƚĞŶ ഭᓌਠ. ^ƃƐĞŬŝ ƵƐĞĚ ƉŽĞƚŝĐ ĐŚĂƌĂĐƚĞƌƐ ǁŝƚŚ ƚŚĞ ƐĂŵĞ ƉŚŽŶĞƚŝĐ ƐŽƵŶĚƐ͘
ĐĐŽƌĚŝŶŐ ƚŽ /ŬŬĂŝ dŽŵŽǇŽƐŚŝ͕ ǁŚŽ ĂŶŶŽƚĂƚĞƐ ^ƃƐĞŬŝ͛Ɛ ƉŽĞŵ ŝŶ Zenshƻ͕ ŝƚ ŝƐ ŶŽƚ ĐĞƌƚĂŝŶ ǁŚĞƚŚĞƌ
^ƃƐĞŬŝ ǁĞŶƚƚŽ<ƃŶŽĚĂŝŽƌŶŽƚĂƚƚŚŝƐƚŝŵĞ͘ ϭϴ ,ŽǁĞǀĞƌ͕dŽǇŽĨƵŬƵ<ĞŶũŝŵĞŶƚŝŽŶƐŝŶŚŝƐǁƌŝƚŝŶŐƚŚĂƚ
ƚŚĞƌĞ ǁĂƐ Ă ĞŶ ƚĞŵƉůĞ ĐĂůůĞĚ ^ƃŶĞŝ-ũŝ ďĞůŽŶŐŝŶŐ ƚŽ ƚŚĞ ^ƃƚƃ ƐĞĐƚ ǁhŝch ^ƃƐĞŬŝ ŚĂĚ ǀŝƐŝƚĞĚ ĂŶĚ
ǁŚĞƌĞŚĞŚĂĚĐŽŵƉŽƐĞĚƚǁŽƉŽĞŵƐ͘ ϭϵ dŽǇŽĨƵŬƵŐŽĞƐŽŶƚŽĞǆƉůĂŝŶƚŚĂƚƚŚĞƌĞĂƌĞŵĂŶǇƉŽĞŵƐŝŶ
^ƃƐĞŬŝ͛Ɛkanshi ĐŽŵƉŽƐŝƚŝŽŶƐǁŚŝĐŚƐƚƌŝǀĞƚŽĐƌĞĂƚĞĂĞŶůŝŬĞƋƵŝĞƚŶĞƐƐĂŶĚƐŽůŝƚƵĚĞďǇƵƐŝŶŐƚŚĞ
ŝŵĂŐĞƐŽĨƚĞŵƉůĞƐĂŶĚŵŽŶŬƐĂŶĚ^ŽƐĞŬŝ ƵƐĞƐƚŚĞŝŵĂŐĞŽĨĂĞŶƚĞŵƉůĞĨƌŽŵƚŚĞǀĞƌǇďĞŐŝŶŶŝŶŐŽĨ
ŚŝƐkanshi ĐŽŵƉŽƐŝƚŝŽŶ.
/Ŷ ƚŚĞ ƐĞĐŽŶĚ ůŝŶĞ͕ ^ŽƐĞŬŝ ĚĞƐĐƌŝďĞƐ ƚŚĞ ƋƵŝĞƚŶĞƐƐ ŽĨ ƚŚĞ ƚĞŵƉůĞ ďǇ ŝŶƚƌŽĚƵĐŝŶŐ ƚŚĞ ƐŽƵŶĚ ŽĨ ƚŚĞ
ƚĞŵƉůĞďĞůů͘
/ŶƚŚĞƚŚŝƌĚůŝŶĞ͕ƚŚĞĞǆƉƌĞƐƐŝŽŶŽĨ ҲୡҲਬ ͚<ŶŽĐŬŝŶŐĂŶĚƉƵƐŚŝŶŐ͛ ŝƐƚĂŬĞŶĨƌŽŵƉŽĞŵďǇ:ŝĂĂŽ
(ᩮౣ͕ϳϳϵ-ϴϰϯͿŶŽƚĞĚďǇEĂŬĂŵƵƌĂ͘ 20 ZĞĨĞƌĞŶĐĞƐĨƌŽŵŚŝŶĞƐĞƌĞůŝŐŝŽƵƐƉŽĞƚƌǇĂŶĚǌĞŶƚĞǆƚƐĂƌĞ
ŽĨƚĞŶƵƐĞĚďǇ^ƃƐĞŬŝ͕ƚŚĞǇƐĞƚƵƉĂŶŝŶĞǆƚƌŝĐĂďůĞůŝŶŬǁŝƚŚƚƌƵƚŚƐĂŶĚŝŶƐŝŐŚƚƐĨƌŽŵƚŚĞƉĂƐƚ͘dŚĞǇ
ϭϳ
ϭϴ
ϭϵ
20

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, Ɖ͘ϵϳ-ϵϴ͘
/ďŝĚ͕͘Ɖ͘ϵϴ
dŽǇŽĨƵŬƵ͕<ĞŶũŝ͘&ƵƌŽĚĞǇŽŵƵ^ƃƐĞŬŝ ŶŽ<ĂŶƐŚŝ͘^ĞŬĂŝ^ŚŝƐƃ ƐŚĂ͕ϭϵϵϲ͕Ɖϴ
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϴ͘
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ǁŽƌŬŽŶďŽƚŚĂƐƉŝƌŝƚƵĂůĂŶĚƉŽĞƚŝĐĂůůĞǀĞů͘/ŶƚŚĞƉŽĞŵŚĞƌĞ͕ƚŚĞĐŚĂƌĂĐƚĞƌ Ꮡ ŝƐƵƐĞĚŝŶƐƚĞĂĚŽĨ
ୡ͘dŚĞǇďŽƚŚŚĂǀĞƚŚĞƐĂŵĞŵĞĂŶŝŶŐ͕͚ŬŶŽĐŬ͛. >ĞƚƵƐƌĞĨĞƌƚŽ:ŝĂ͛ƐƉŽĞŵ͘
ॕஓध ͺॕΖ ஓध
Ꮡ݆Ծ ͺᏑ͚ ݆Ծ 
(/ŶƚŚĞ ƋƵŝĞƚŶŝŐŚƚͿƚŚĞďŝƌĚƐƐƚĂǇ ĂŵŽŶŐƚŚĞƚƌĞĞƐ.
hŶĚĞƌƚŚĞŵŽŽŶůŝŐŚƚ͕Ă ŵŽŶŬ ŬŶŽĐŬƐ Ăƚ ƚŚĞŐĂƚĞŽĨƚŚĞƚĞŵƉůĞ
dŚĞƐĞĐŽŶĚůŝŶĞŽĨƚŚĞƉŽĞŵďǇ:ŝĂĂŽŝƐĨĂŵŽƵƐďĞĐĂƵƐĞ:ŝĂĐŽƵůĚŶ͛ƚŵĂŬĞŚŝƐŵŝŶĚƵƉŽĨǁŚĞƚŚĞƌ
ƚŽƵƐĞ ͚PƵƐŚ͛ ਬ Žƌ͚<ŶŽĐŬ͛ Ꮡ͘/ŶƚŚŝƐůŝŶĞ͕^ŽƐĞŬŝŝƐƐŚŽǁŝŶŐƚŚĂƚŚĞŝƐŝŶƚĞƌĞƐƚĞĚŝŶƚŚĞǁŽƌůĚŽĨ
ĞŶ͕ďƵƚŚĞĚŽĞƐŶ͛ƚŬŶŽw ŚŽǁĂŶĚǁŚĞƌĞƚŽƐƚĂƌƚ͘
dŚĞ ĨŽƵƌƚŚ ůŝŶĞ ƐŚŽǁƐ ŚŽǁ ƚŚĞ ĚĞůŝďĞƌĂƚĞ ĂĐƚŝŽŶ ŽĨ ŚƵŵĂŶ ďĞŝŶŐƐ ĚŝƐƚƵƌďƐ ŶĂƚƵƌĞ͘ dŚĞ ŝŵĂŐĞ ŽĨ
ĐƌŽǁƐ ĨůǇŝŶŐ ĂǁĂǇ ŝƐ Ă ďĞĂƵƚŝĨƵů ŽŶĞ͘ /ƚ ĐŽŶƚƌĂƐƚƐ ǁŝƚŚ ƚŚĞ ƉĞĂĐĞĨƵůŶĞƐƐ ŽĨ ƚŚĞ ƐĐĞŶĞ, Ă ƉĞƌĨĞĐƚ
ŵĞƚĂƉŚŽƌ ĨŽƌ^ƃƐĞŬŝ͛ƐƐĞĂƌĐŚŝŶŐĂŶĚƌĞƐƚůĞƐƐƐƚĂƚĞŽĨŵŝŶĚ.
/ƚĐĂŶďĞƐĞĞŶƚŚĂƚĨƌŽŵǀĞƌǇĞĂƌůǇŽŶŝŶŚŝƐkanshi ĐŽŵƉŽƐŝƚŝŽŶƐ^ƃƐĞŬŝ ǁĂƐĨŽŶĚŽĨĐƌĞĂƚŝŶŐƉŽĞŵƐ
ǁŝƚŚĞŶƚĞŵƉůĞƐĂƐƚŚĞƐƵďũĞĐƚŵĂƚƚĞƌ͘
dŚĞŶĞǆƚƉŽĞŵ ĂůƐŽĞǀŽŬĞƐĂŶŽƚŚĞƌǁŽƌůĚůǇ ƐƚĂƚĞ͘

WŽĞŵϯ
͞WŽĞŵĂĐĐŽŵƉĂŶǇŝŶŐƉĂŝŶƚŝŶŐ͟
ୌժ





ժͶୌͤ

ՁਕೖԊࣴ㣡 Ձਕ͖ ೖ ࣴ㣡ΝԊ͑
੍ࠗףҲఀ ੍ͪΗࠗףҲఀ

21

DĂƚƐƵƵƌĂ͕dŽŵŽŚŝƐĂ͘Ě͘<ĂŶƐŚŝŶŽ:ŝƚen. dĂŝƐŚƻŬĂŶ ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϳ͕ Ɖ͘ϭϮϮ-ϭϮϯ͘
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ଞ੫ຂಒຍధ ଞ੫͖Ͷ͢ͱ ຂಒ ధΝຍ͢
ឆڑಈिۜྵ ឆ ͱ͚͢͢ڑಈ ۜྵΝिΖ
ܤೈऴӤਪஏ ܤೈऴ Ӥ ஏͶਪΗ
ྜྷޛᒊ෫ຮఋ ྜྷޛᒊ ෫ ఋͶຮͯ
ॡڊՈཔໃ ڷॡڊΕՈཔͪΕͱ ڷໃ͘
ໂࠤյॴ ྮྮـໂࠤյΖॴ ͪྮྮـΕ 22
/ĚŽŶŽƚŬŶŽǁǁŚŽƐĞŚŽƵƐĞŝƚŝƐďƵƚƚŚĞŐĂƚĞŝƐĂůǁĂǇƐĐůŽƐĞĚ͘
/ƚŝƐĂŶŽƚŚĞƌŚƵmďůĞŚŽƵƐĞĞǆŝƐƚŝŶŐďĞƚǁĞĞŶ,ĞĂǀĞŶĂŶĚĂƌƚŚ͘
dŚĞ ƐŽƵŶĚ ŽĨ Ă ĨůƵƚĞ ƉůĂǇĞĚ ďǇ Ă ĐŚŝůĚ ƌĞƐŽŶĂƚĞƐ ŝŶ ƚŚĞ ƋƵŝĞƚ ǀŝůůĂŐĞ͕ ƚŚĞ ƐƉĂƌƌŽǁƐ ĂƌĞ
ĐŚŝƌƉŝŶŐƵŶĚĞƌƚŚĞĞĂǀĞƐǁŚĞƌĞŶŽŽŶĞĐĂŶďĞĨŽƵŶĚ͘
dŚĞĐůŽƵĚƐĂƌĞŐĂƚŚĞƌŝŶŐůŽǁĂƚƚŚĞďĂŵďŽŽŐƌŽǀĞďǇƚŚĞŵŽƵŶƚĂŝŶƐƚƌĞĂm,
TŚĞ ǁŝŶĚ ĂƌƌŝǀĞƐ ďůŽǁŝŶŐ ĨƵůů ďůĂƐƚ ŝŶ ƚŚĞ ŐĂƌĚĞŶ͕ ǁĞŶĚŝŶŐ ŝƚƐ ǁĂǇ ƚŚƌŽƵŐŚ ƚŚĞ ďĂŵďŽŽ
ŐƌŽǀĞ͘
^ƉƌŝŶŐŚĂƐŐŽŶĞ͕ƐƵŵŵĞƌŚĂƐĂƌƌŝǀĞĚĂŶĚƚŚĞƌĞŝƐŶŽƚŚŝŶŐƚŽďĞĞǆĐŝƚĞĚĂďŽƵƚ͘
Ƶƚ͕/ĨĞĞůƌĞĨƌĞƐŚĞĚǁŚĞŶ/ĚƌĞĂŵŽĨďĞŝŶŐŝŶƐŝĚĞĂďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ͘

ThŝƐ ƉŽĞŵ ŝƐ ŝŶ ƚŚĞ ^ŚŝĐŚŝŐŽŶ ZŝƐƐŚŝ (ࣥ ͿࢽཱݶƐƚǇůĞ͖ ;ƉŽĞŵƐ ĐŽŶƐŝƐƚŝŶŐ ŽĨ ĞŝŐŚƚ ůŝŶĞƐ ŽĨ ƐĞǀĞŶ
ŚŝŶĞƐĞĐŚĂƌĂĐƚĞƌƐ͕ĂŶĚƚǁŽůŝŶĞƐĐŽƵŶƚĞĚĂƐŽŶĞƵŶŝƚ͘,ĞƌĞĂĨƚĞƌ͕^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ) ŝŶĞĂĐŚůŝŶĞ͘ ף
ࠗҲఀ ;ĂŚƵŵďůĞŚŽƵƐĞďĞƚǁĞĞŶ,ĞĂǀĞŶĂŶĚĂƌƚŚͿ͕ĂƌĞĨĞƌĞŶĐĞĨƌŽŵTƵ &Ƶ͛Ɛ(ొี͕ϳϭϮ-ϳϳϬͿ
ƉŽĞŵ͕ ĂƉƉĞĂƌƐ Ăƚ ƚŚĞ ďĞŐŝŶŶŝŶŐ ŽĨ ƚŚĞ ƐĞĐŽŶĚ ůŝŶĞ͕ 23. ^ƃƐĞŬŝ ƵƐĞƐ ƚŚĞ ǁŽƌĚƐ͕ ; ࠗףƚŚĞ ƐƉĂĐĞ
ďĞƚǁĞĞŶ,ĞĂǀĞŶĂŶĚĂƌƚŚͿŝŶƉŽĞŵƐϭϱ͕ϲϰĂŶĚϲϵ͘dŚĞǁŽƌĚƐĚĞƌŝǀĞĨƌŽŵŚĞǆĂŐƌĂŵ ŽŶĞ ŽĨƚŚĞI22
23

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ ƉϭϬϬ.
/ďŝĚ͕͘Ɖ. ϭϬϬ.
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jing (ŽŽŬŽĨŚĂŶŐĞƐ)͕Ś͛ŝĞŶ  ףƐŝŐŶŝĨǇŝŶŐzĂŶŐ͕ĂŶĚ ŚĞǆĂŐƌĂŵ ƚǁŽ͕<͛ƵŶ ࠗ ƐŝŐŶŝĨǇŝŶŐzŝŶ͘dĂŬŝŶŐ
ŝŶƚŽ ĐŽŶƐŝĚĞƌĂƚŝŽŶ ƚŚĞ ĨĂĐƚ ƚŚĂƚ ^ƃƐĞŬŝ ǁƌŽƚĞ ͞>ƃƐŚŝ ŶŽ dĞƚƐƵŐĂŬƵ͟ (ࢢఫָ ͞WŚŝůŽƐŽƉŚǇ ŽĨ
>ĂŽǌŝ͟ͿŝŶϭϴϵϮǁŚĞŶŚĞǁĂƐĂƐƚƵĚĞŶƚĂƐŽŶĞŽĨƚŚĞĞƐƐĂǇƐĨŽƌƚŚĞĐŽƵƌƐĞŝŶĂƐƚĞƌŶWŚŝůŽƐŽƉŚǇ͕ŝƚŝƐ
ĐůĞĂƌƚŚĂƚĞǀĞŶĂƚ ƚŚŝƐĞĂƌůǇƐƚĂŐĞŚĞǁĂƐĂǁĂƌĞŽĨƚŚĞƐŝŐŶŝĨŝĐĂŶĐĞŽĨƚŚĞŝĚĞĂŽĨzŝŶĂŶĚzĂŶŐĂŶĚ
ǁĂƐŝŶĐŽƌƉŽƌĂƚŝŶŐŝƚŝŶƚŽŚŝƐǁŽƌŬ͘/ŶĨĂĐƚ͕ƚŚĞI-jing ďĞĐĂŵĞŽŶĞŽĨŚŝƐĨĂǀŽƵƌŝƚĞďŽŽŬƐ͘ 24
dŚŝƐƉŽĞŵǁĂƐĐŽŵƉŽƐĞĚƚŽĂĐĐŽŵƉĂŶǇĂďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ͘ EĂŬĂŵƵƌĂĞǆƉůĂŝŶƐ ƚhĂƚůŝŶĞƐ ŽŶĞ
ƚŽƐŝǆĚĞƐĐƌŝďĞƚŚĞƐĐĞŶĞƌǇĨƌŽŵƚŚĞďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ (nanga). ƐĂůƌĞĂĚǇŽďƐĞƌǀĞĚ͕ĞǀĞƌƐŝŶĐĞ
ŚŝƐĐŚŝůĚŚŽŽĚ^ƃƐĞŬŝ ŚĂĚďĞĞŶĨŽŶĚŽĨďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ͘dŚŝƐŝƐ ĐŽŶĨŝƌŵĞĚďǇĂƉĂƌĂŐƌĂƉŚŚĞ
ǁƌŽƚĞŝŶKŵŽŝĚĂƐƵŬŽƚŽŶĂĚŽ ĞǆƉůĂŝŶŝŶŐŚŽǁǁŚĞŶŚĞǁĂƐǇŽƵŶŐŚĞŚĂĚǁĂŶƚĞĚƚŽůŝǀĞŝŶŽŶĞŽĨ
ƚŚĞŚƵƚƐŚĞĞŶĐŽƵŶƚĞƌĞĚŝŶďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ͘ 25
EĂŬĂŵƵƌĂƐĂǇƐ^ƃƐĞŬŝ ƚŽůĚhŝƐĨƌŝĞŶĚ ŽĨƚŚŝƐ ǁŝƐŚǁŚĞŶŚĞǁĂƐĨŽƌƚǇ-ĨŽƵƌ ǇĞĂƌƐŽůĚŝŶDĞŝũŝϰϯ;ϭϵϭϬͿ
ĂŶĚ ƚŚĂƚ ŚĞ ŚĂĚ ŚĂĚ ĐŽŵƉŽƐĞĚ ƚŚĞ ƉŽĞŵ ƚǁĞŶƚǇ-ĨŽƵƌ ƚŽ ƚǁĞŶƚǇ-ĨŝǀĞ ǇĞĂƌƐ ĂŐŽ͕ ƐŽ ĐĂůĐƵůĂƚŝŶŐ
ďĂĐŬǁĂƌĚƐ͕ ^ƃƐĞŬŝ ƉƌŽďĂďůǇ ŵĂĚĞ ƚŚŝƐ ĐŽŵŵĞŶƚ ŝŶ ƚŚĞ ƉĞƌŝŽĚ ĂƌŽƵŶĚ ƚŚĞ ĐŽŵƉŽƐŝƚŝŽŶ ŽĨ ƚŚŝƐ
ƉŽĞŵ͗ŽŶĞŽĨƚŚĞĞĂƌůŝĞƐƚǁŚĞƌĞ^ƃƐĞŬŝ ĞǆƉƌĞƐƐĞƐŚŝƐŝŶƚĞƌĞƐƚŝŶďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ͘
/Ŷ ůŝŶĞƐ ƐĞǀĞŶ ĂŶĚ ĞŝŐŚƚ͕ ^ƃƐĞŬŝ ƐĂǇƐ ƚŚĂƚ ŚĞ ĨĞĞůƐ ƌĞĨƌĞƐŚĞĚ ĂĨƚĞƌ ĐŽŵŝŶŐ ďĂĐŬ ĨƌŽŵ ƚŚĞ ǁŽƌůĚ ŽĨ
ĚƌĞĂŵƐ͕ǁŚŝĐŚŝƐĐŽŶƚĂŝŶĞĚ ŝŶƚŚĞďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ. dŚĞƌĞŝƐĂŶ ĞůĞŵĞŶƚŽĨƌĞƐŝŐŶĂƚŝŽŶĨƌŽŵ
ƚŚĞ ŽƌĚŝŶĂƌǇ ǁŽƌůĚ ŝŶ ƚŚĞ ůŝŶĞ ͞^ƉƌŝŶŐ ŚĂƐ ŐŽŶĞ͕ ƐƵŵŵĞƌ ŚĂƐ ĂƌƌŝǀĞĚ ĂŶĚ ƚŚĞƌĞ ŝƐ ŶŽƚŚŝŶŐ ƚŽ ďĞ
ĞǆĐŝƚĞĚĂďŽƵƚ͟. ŝƚƌĞĐĂůůƐƚŚĞĞŶhaiku ĨƌŽŵŶƚŚŽůŽŐǇ͕ĞŶƌŝŶŬƵƐŚƻ ĐŽŵƉŝůĞĚďǇŝĐŚƃ;ϭϰϮϵ-ϭϱϬϰͿ
͞^ŝƚƚŝŶŐƋƵŝĞƚůǇ͕ĚŽŝŶŐŶŽƚŚŝŶŐ͕^ƉƌŝŶŐĐŽŵĞƐ͕ŐƌĂƐƐŐƌŽǁƐďǇŝƚƐĞůĨ͘͟ Ϯϲ
dŚŝƐƉŽĞŵĚĞŵŽŶƐƚƌĂƚĞƐ ƚŚĂƚĨƌŽŵƚŚĞďĞŐŝŶŶŝŶŐŽĨŚŝƐŝŶǀŽůǀĞŵĞŶƚŝŶkanshi, ^ƃƐĞŬŝǁĂƐŬĞĞŶƚŽ
ĐŽŵƉŽƐĞ ƉŽĞŵƐ ƚŽ ĂĐĐŽŵƉĂŶǇ ďƌƵƐŚ ĂŶĚ ŝŶŬ ƉĂŝŶƚŝŶŐ͘ hŶƚŝů ŚŝƐ ĚĞĂƚŚ͕ ĂƐ ĨĂƌ ĂƐ ^ƃƐĞŬŝ ǁĂƐ
ĐŽŶĐĞƌŶĞĚ, ŚŝŶĞƐĞƉŽĞŵƐ ĂŶĚďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐƐ ǁĞƌĞŝŶƐĞƉĂƌĂďůĞĂŶĚĞǆŝƐƚĞĚ ĂƐ ŽŶĞĞŶƚŝƚǇ.
dŚĞŶĞǆƚƉŽĞŵĞǆĂŵŝŶĞƐĂŶŽƚŚĞƌƚŚĞŵĞŝŶ ^ƃƐĞŬŝ͛ƐǁŽƌŬ͕ůŽŶĞůŝŶĞƐƐ, ŝƚ͛ƐĂŶĞĂƌůǇĞǆƉŽƐŝƚŝŽŶ ŽĨƚŚŝƐ
24
25
Ϯϲ

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ͘ϯϭϬ͘
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϮ͘ /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϰ͕͞KŵŽŝĚĂƐƵ<ŽƚŽŶĂĚŽ͟, Ɖ͘ϰϮϳ͘
ZenriŶŬƵƐŚƻ͘ ŚƚƚƉ͗ͬͬǁĞď͘ĂƌĐŚŝǀĞ͘ŽƌŐͬǁĞďͬϮϬϭϮϬϯϬϮϬϳϯϳϭϮͬŚƚƚƉ͗ͬͬďŽŽǌĞƌƐ͘ĨŽƌƚƵŶĞĐŝƚǇ͘ĐŽŵͬďƌĞǁĞƌǇƚĂƉͬϲϵϱ
ͬĞŶƌŝŶŬƵƐŚƵ͘Śƚŵů
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ƐƵďũĞĐƚ͕ŽŶĞǁŚŝĐŚŚĂĚŵĂŶǇůŝŶŬƐĂŶĚĂƐƐŽĐŝĂƚŝŽŶƐǁŝƚŚŚŝŶĞƐĞƌĞůŝŐŝŽƵƐĂŶĚƉŽĞƚŝĐ ŝŵĂŐĞƌǇĂŶĚ
ǁŚŝĐŚ ĂƐ ŚŝƐ ůŝĨĞ ƉƌŽŐƌĞƐƐĞĚ͕ ĐŽŶƚĂŝŶĞĚ ǁŝƚŚŝŶ ŝƚ ŵĂŶǇ ĚŝĨĨĞƌĞŶƚ ĂƐƉĞĐƚƐ ĨƌŽŵ ĨĞĂƌ ĂŶĚ ƉĞƌƐŽŶĂů
ůŝŵŝƚĂƚŝŽŶƚŽ ƚŚĞƉĂƚŚƚŽĞŶůŝŐŚƚĞŶŵĞŶƚ͘

WŽĞŵϱ
ऱ࣏༓ਕӈ

 ऱ ༓ਕӈͶ࣏ͤ

͞dŚĞƐŽƌƌŽǁŽĨƉĂƌƚŝŶŐ͟ ZŚǇŵĞ-ĨŽůůŽǁŝŶŐƚŽĂĨƌŝĞŶĚ͛ƐƉŽĞŵ
ऱพࠚໂምም ऱ พࠚ ໂምም
༸༆ᖺཆ ༸༆ ᖺ͚ ཆ͖͵Ε
ࡂشॡߒᦽ ͖ࡂش ޛॡߒͶᦽΝ͖ͬ͢ޛ
ғ݆᠋مলߜ ڰғڰߜ ݆᠋ͱ͢ͳمΝলΔͤ 27
&ĞĞůŝŶŐƚŚĞƐŽƌƌŽǁŽĨƉĂƌƚŝŶŐĂŶĚƐĂĚŶĞƐƐŽĨƐĞƉĂƌĂƚŝŽŶ͕ĂƐĞŶƐĂƚŝŽŶǀĂŐƵĞĂƐĂĚƌĞĂŵ͘
dŚĞǁŝůůŽǁƚƌĞĞ͕ĂƐǇŵďŽůŽĨĚĞƉĂƌƚƵƌĞ͕ůŽŽŬƐŵŝƐƚǇůŝŬĞĂĐůŽƵĚĂŶĚƚŚĞŐƌĞĞŶŚŝůůŝƐŝŶƚŚĞ
ĨĂƌĚŝƐƚĂŶĐĞ͘
ĨĞǁǇĞĂƌƐŚĂǀĞƉĂƐƐĞĚƐŝŶĐĞǁĞƐĂŝĚŐŽŽĚďǇĞƚŽĞĂĐŚŽƚŚĞƌĂƚthe ƌŝǀĞƌŝŶƐƉƌŝŶŐƚŝŵĞ͘
dŚĞŚĂǌǇĐƌĞƐĐĞŶƚŵŽŽŶŝƐƐŚŝŶŝŶŐŽŶƚŚĞƌĞĚďƌŝĚŐĞ͘
^ŚŝĐŚŝŐŽŶĞŬŬƵ͘
dŚŝƐ ŝƐ ŽŶĞ ŽĨ ƚŚĞ ĨĞǁ ƌŚǇŵĞ-ĨŽůůŽǁŝŶŐ ƉŽĞŵƐ ĂĐƚƵĂůůǇ ^ŽƐĞŬŝ ĐŽŵƉŽƐĞĚ ǁŝƚŚ Ă ĨƌŝĞŶĚ͕ ĂůƚŚŽƵŐh
ƚŚĞƌĞ ĂƌĞ ŶŽ ƌĞĐŽƌĚƐ ǁŚŝĐŚ ŐŝǀĞ ƵƐ ƚŚĞ ŶĂŵĞ ŽĨ ƚŚĂƚ ƉĞƌƐŽŶ. dŚŝƐ ^ŚŝĐŚŝŐŽŶ ĞŬŬƵ ĞǆƉƌĞƐƐĞƐ ƚŚĞ
ƋƵŝŶƚĞƐƐĞŶƚŝĂů ĨĞĞůŝŶŐƐ ŽĨ ƐĂĚŶĞƐƐ ĂŶĚ ůŽŶĞůŝŶĞƐƐ ;ऱ ĂŶĚ ༗Ϳ ƚŚĂƚ ^ƃƐĞŬŝ ŽĨƚĞŶ ĚĞƉŝĐƚĞĚ ŝŶ ŚŝƐ
ƉŽĞŵƐ͘DĂŶǇŽĨƚŚĞĐŚĂƌĂĐƚĞƌƐ ŚĞƵƐĞƐĂƌĞƌĞƉĞĂƚĞĚĞůƐĞǁŚĞƌĞŝŶŚŝƐƉŽĞƚƌǇ͘dŚĞĐŚĂƌĂĐƚĞƌƐ ऱ

Ϯϳ

^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ͘ϭϬϯ͘
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ĂŶĚ พࠚ ŝŶ ůŝŶĞ ŽŶĞ ŚĂǀĞ ĂůŵŽƐƚ ƚŚĞ ƐĂŵĞ ŵĞĂŶŝŶŐ͕ ͚dŚĞ ƐŽƌƌŽǁ ŽĨ ƐĞƉĂƌĂƚŝŽŶ͛. 28 ምም
͚PƌŽĨŽƵŶĚƐĂĚŶĞƐƐ͛ ƌŚǇŵĞ-ŵĂƚĐŚĞƐ ǁŝƚŚZǇƃŬĂŶ͛ƐƉŽĞŵƚŝƚůĞĚ͞ॡ ઉͶଲ͢ͱ ༓ਕΝս͑͟
(͞ƚ ŶŝŐŚƚŝŶ ƚŚĞ^ƉƌŝŶŐ͕ůŽŽŬŝŶŐĂƚ ƚŚĞƐŶŽǁ͕ƌĞŵĞŵďĞƌŝŶŐĂ ĨƌŝĞŶĚ͟)
ምʓڷݿ ምʓͳ͢ͱ  ڷݿͤ
༫ሊҜฑਫ਼ ሊͳฑਫ਼ΝҜΌΞɽ Ϯϵ
/ŶƐƉŝƌĂƚŝŽŶŽĨƉƌŽĨŽƵŶĚƐĂĚŶĞƐƐĐŽŵĞƐƵƉƐƉŽŶƚĂŶĞŽƵƐůǇ͕
ƵƚŝƚŝƐƐĂĚƚŽďĞĂůŽŶĞŶŽƚƚŽďĞĂďůĞƚŽƐŚĂƌĞ͘
LŝŶĞ ŽŶĞ ŐŽĞƐ ƐƚƌĂŝŐŚƚ ƚŽ ƚŚĞ ŚĞĂƌƚ ŽĨ ƚŚĞ ŵĂƚƚĞƌ ĂŶĚ ƌĞǀĞĂůƐ ƚŚĞ ĞƐƐĞŶĐĞ ŽĨ ƐĂĚŶĞƐƐ ĂŶĚ ƚŚĞ
ƐĞŶƐĂƚŝŽŶŽĨ ůŽŶĞůŝŶĞƐƐĂŶĚƐĞƉĂƌĂƚŝŽŶ͘
/ŶƚŚĞƐĞĐŽŶĚůŝŶĞ͕ ༸༆ ͚dŚĞ ǁŝůůŽǁƚƌĞĞ͛ƌĞƉƌĞƐĞŶƚƐ ƚŚĞĨĂƌĞǁĞůů͕ĂƉŽŝŶƚ ŵĞŶƚŝŽŶĞĚ ďǇ/ŬŬĂŝĂŶĚ
EĂŬĂŵƵƌĂ͘ 30
/Ŷ ƚŚĞ ĨŝŶĂů ůŝŶĞ, ғ͚ م,ĂǌǇ͛ ĂƉƉĞĂƌƐ ŝŶ ƚŚĞ ůĂƐƚ ƉŽĞŵ ^ŽƐĞŬŝ ĞǀĞƌ ǁƌŽƚĞ͕ ǁŚŝĐŚ ĂůƐŽ ƵƐĞƐ ŝƚ ŝŶ
ƌĞůĂƚŝŽŶƚŽĚĞƐĐƌŝďŝŶŐƚŚĞŵŽŽŶůŝŐŚƚ͘/ƚĂůƐŽƌŚǇŵĞ-ŵĂƚĐŚĞƐ ǁŝƚŚZǇƃŬĂŶ͛ƐƉŽĞŵĂŐĂŝŶ͘
ғم౽ᥐ݆ ғͪمΕ ౽ᥐ݆
ૻ܇Ծඏ ܇ΝૻͮͱඏΝԾΖɽ 
dŚĞŵŽŽŶůŽŽŬŝŶŐƚŚƌŽƵŐŚƚŚĞŝǀǇŝƐŚĂǌǇ͘
/ĂŵĚĞƐĐĞŶĚŝŶŐƚŚĞŵŽƵŶƚĂŝŶƚŽƐĞĞǇŽƵŽĨĨ͘
dŚŝƐ ƉŽĞŵ ĐĂƉƚƵƌĞƐ ƚŚĞ ŵĞůĂŶĐŚŽůŝĐ ĨĞĞůŝŶŐ ŽĨ ƐĞƉĂƌĂƚŝŽŶ ĂŶĚ ůŽŶĞůŝŶĞƐƐ ƵƐŝŶŐ ƚŚĞ ĐŽƌƌĞƐƉŽŶĚŝŶŐ
ǀŝƐƵĂůŝŵĂŐĞƐŽĨƚŚĞǁŝůůŽǁƚƌĞĞĂŶĚŚĂǌǇŵŽŽŶ.
&ƌŽŵŝƚƐĞĂƌůŝĞƐƚŽƌŝŐŝŶƐƚŚĞŶŽƚŝŽŶŽĨůŽŶĞůŝŶĞƐƐŚĂƐĨĞĂƚƵƌĞĚŝŶŚŝŶĞƐĞƉŽĞƚƌǇ͘/ƚŝƐƵƐĞĚŝŶShi-jing

28

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϭϬϯ-ϭϬϰ͘
dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ě͘ZǇƃŬĂŶĞŶƐŚƻ͘sŽů͘ϭ͘ dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͕Ɖ͘ϭϭϭ͘
30 ^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ ϭϵϵϱ͕ Ɖ͘ϭϬϰ.
EĂŬĂŵƵƌĂ͕ ,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϭϰ-ϭϱ͘
ϯϭ dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ě͘ZǇƃŬĂŶĞŶƐŚƻ͘sŽů͘ϭ͘ dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͕Ɖ͘ϭϲϯ-ϭϲϰ͘
Ϯϵ
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(ࢽܨ, The ůĂƐƐŝĐ ŽĨ WŽĞƚƌǇͿ͕ ǁŚŝĐŚ ŝƐ ƚŚĞ ŽůĚĞƐƚ ĐŽŵƉŝůĂƚŝŽŶ ŽĨ ƉŽĞŵƐ ŝŶ ŚŝŶĂ ĐŽŶƚĂŝŶŝŶŐ ƚŚƌĞĞ
ŚƵŶĚƌĞĚĂŶĚĨŝǀĞ ƉŽĞŵƐĐŽůůĞĐƚĞĚďĞƚǁĞĞŶ ƚŚĞ ϭϭƚŚ ƚŽϳƚŚ ĐĞŶƚƵƌŝĞƐ ͘ dŚĞŶŽƚŝŽŶŽĨůŽŶĞůŝŶĞƐƐ
ŚĂƐ Ă ůŽŶŐ ŚŝƐƚŽƌǇ ŝŶ ŚŝŶĞƐĞ ůŝƚĞƌĂƚƵƌĞ ĂŶĚ ƚŚŽƵŐŚƚ͘ ^ŚŝďĂ ĂŶĂůǇƐĞƐ ƚŚĞ ĐĂƵƐĞƐ ŽĨ ůŽŶĞůŝŶĞƐƐ ĂŶĚ
ĐŽŶĐůƵĚĞƐ ƚŚĂƚ ŝƚ ŝƐ ĂŶ ĂŶǆŝĞƚǇ ǁŚŝĐŚ ŵĂŶŝĨĞƐƚƐ ŝƚƐĞůĨ ŽƵƚǁĂƌĚůǇ ĂƐ ŵĞůĂŶĐŚŽůǇ ĂŶĚ ƐƵĨĨĞƌŝŶŐ͘ ,Ğ
ŐŽĞƐ ŽŶ ƚŽ ŽďƐĞƌǀĞ ƚŚĂƚ ŚƵŵĂŶ ďĞŝŶŐƐ ĂƌĞ ŝŶĐůŝŶĞĚ ƚŽ ƐĞůĨ-ƌĞĨůĞĐƚŝŽŶ ǁŚŝĐŚ ĐĂŶ ĂůƐŽ ĐĂƵƐĞ
ůŽŶĞůŝŶĞƐƐ͘ 32 QƚĂƐĂǇƐƚŚĂƚƚŚŝƐƚǇƉĞ ŽĨůŽŶĞůŝŶĞƐƐŝƐĂǁŽƌůĚůǇůŽŶĞůŝŶĞƐƐ͘,ĞĞǆƉůĂŝŶƐƚŚĂƚƚŚĞƌĞŝƐ
ĂŶŽƚŚĞƌ ƚǇƉĞ ŽĨ ůŽŶĞůŝŶĞƐƐ ďĞůŽŶŐŝŶŐ ƚŽ ƚŚĞ ƚĞĂĐŚŝŶŐƐ ŽĨ ƵĚĚŚŝƐŵ ĂŶĚ ĂŽŝƐŵ͘ ,Ğ ƐĂǇƐ ƚŚĂƚ
ůŽŶĞůŝŶĞƐƐŽĨƚŚŝƐƚǇƉĞĐŽŶƚĂŝŶƐŶŽŶŽƚŝŽŶŽĨƐŽƌƌŽǁĂƐŝƚƐƚĂŶĚƐĂƉĂƌƚĨƌŽŵƚŚĞǁŽƌůĚ͘ 33
dŚĞĨĞĞůŝŶŐŽĨůŽŶĞůŝŶĞƐƐƉůĂǇƐĂŵĂũŽƌƉĂƌƚŝŶ^ƃƐĞŬŝ͛ƐƉŽĞŵƐ͘,ĂǀŝŶŐďĞĞŶĨŽƐƚĞƌĞĚŽƵƚũƵƐƚĂĨƚĞƌŚĞ
ǁĂƐ ďŽƌŶ ĂŶĚ ĂĚŽƉƚĞĚ ǁŚĞŶ ŚĞ ǁĂƐ Ă ǇŽƵŶŐ ĐŚŝůĚ ŚĞ ŚĂĚ ďĞĞŶ ĂǁĂƌĞ ŽĨ ƚŚĞ ƐƚĂƚĞ ŽĨ ůŽŶĞůŝŶĞƐƐ
ĨƌŽŵĂŶĞĂƌůǇ ĂŐĞ͘ 34 tĞǁŝůůďĞĨŽůůŽǁŝŶŐƚŚĞĚĞǀĞůŽƉŵĞŶƚŽĨŚŝƐŶŽƚŝŽŶŽĨůŽŶĞůŝŶĞƐƐŝŶŚŝƐůĂƚĞƌ
ƉŽĞŵƐ ďĞĂƌŝŶŐ ŝŶ ŵŝŶĚ ŚŽǁ ƚŚŝƐ ĚĞƉŝĐƚŝŽŶ ŽĨ ůŽŶĞůŝŶĞƐƐ ĚĞǀĞůŽƉĞĚ ĂƐ ŚŝƐ ŝŶĚĞƉĞŶĚĞŶĐĞ ĂŶĚ
ŝŶĚŝǀŝĚƵĂůŝƐŵŐƌĞǁ͘

WŽĞŵϴ
͞/ŵƉƌŽǀŝƐĂƚŝŽŶŽŶƚŚĞƐƉŽƚ͟ EŽ͘Ϯ
 ଊ࣎  ଘ್
ຮ؝᥉പ ຮ ؝᥉പ͚
੪ࢃӪཋླྀ ੪ࢃ ӪླྀΗΞͳཋͤ
ڕԩਫ਼ڕ ܯԩ ਫ਼͚ܯ
ժᑭܲऺ ժ ܲऺͶᑭͤ͠ 35

32
33
34
35

^ŚŝďĂ͕ZŽŬƵƌƃ͘ŚƻŐŽŬƵƵŶŐĂŬƵŶŝ KŬĞƌƵ<ŽĚŽŬƵ-kan. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕ dŽŬǇŽ͕ϮϬϬϳ;ϰƚŚ ĞĚŝƚŝŽŶͿ͕Ɖ͘ ϳ-ϭϲ͘
QƚĂ͕dĞŝǌƃ. TƃǇƃ ShisQŶŝŽŬĞƌƵ<ŽdŽŬƵƚŽDƵũƃ͕,ŽƐĞŝĂŝŐĂŬƵ^ŚƵƉƉĂŶŬǇŽŬƵ͕dŽŬǇŽ͕ϭϵϳϬ͕Ɖŝ-ŝŝŝ.
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϮ͘ /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϰ͕͞'ĂƌĂƐƵ-ĚŽŶŽŶĂŬĂ͕͟Ɖ. ϱϲϰ.
SƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ. ϭϬϲ.
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tŚŝƚĞĨůŽǁĞƌƐŽĨĨůŽĂƚŝŶŐǁĞĞĚĂƚƚŚĞǁĂƚĞƌƐŝĚe,
TŚĞƐŚĂĚŽǁŽĨƚŚĞďůƵĞŵŽƵŶƚĂŝŶƌĞĨůĞĐƚĞĚŽŶƚŚĞǁĂƚĞƌŝƐƐǁĂǇŝŶŐ͘
ŶŽůĚĨŝƐŚĞƌŵĂŶůŝǀĞƐŚĂƉƉŝůǇŝŶƚŚĞƐĐĞŶĞĂƐŝĨŝŶĂƉĂŝŶƚŝŶŐ͕
PƵŶƚŝŶŐĂůŽŶŐƚŚĞƐƚƌĞĂŵŝŶĂůŝƚƚůĞďŽĂƚ͘

dŚŝƐ ŝƐ ŝŶ ƚŚĞ 'ŽŐŽŶ Zekku ƐƚǇůĞ ;&ŽƵƌ ůŝŶĞƐ ĐŽŶƐŝƐƚŝŶŐ ŽĨ ĨŝǀĞ ŚŝŶĞƐĞ ĐŚĂƌĂĐƚĞƌƐ, ݶޔઊۡ,
ŚĞƌĞĂĨƚĞƌ'ŽŐŽŶĞŬŬƵ). dŚŝƐƉŽĞŵĞǀŽŬĞƐ ĂƋƵŝŶƚĞƐƐĞŶƚŝĂůůǇŝĚĞĂůŝŵĂŐĞĂƐĐƌĞĂƚĞĚďǇƚŚĞŚŝŶĞƐĞ
ůŝƚĞƌĂƚŝ, ǁŚŽ ĂĚŽƌĞĚƚŚĞŚƵŵďůĞĂŶĚƉĞĂĐĞĨƵůĐŽƵŶƚƌǇůŝĨĞŽĨƚŚĞĨŝƐŚĞƌŵĂŶ͘dŚŝƐƚǇƉĞŽĨŝŵĂŐĞǁĂƐ
ŽĨƚĞŶ ĚĞƉŝĐƚĞĚ ŝŶ ďƌƵƐŚ ĂŶĚ ŝŶŬ ƉĂŝŶƚŝŶŐ͕ ĂŶĚ ŽĨƚĞŶ ďĞĐĂŵĞ ƚŚĞ ƐƵďũĞĐƚ ŵĂƚƚĞƌ ĨŽƌ kanshi
ĐŽŵƉŽƐŝƚŝŽŶ͘tĞĐĂŶƐĞĞŚĞƌĞƚŚĂƚ^ƃƐĞŬŝ ǁĂƐĨŽůůŽǁŝŶŐĂŶĚƉƌĂĐƚŝĐŝŶŐƚŚĞĂƌƚŝƐƚŝĐŝĚĞĂůƐĂŶĚǀĂůƵĞƐ
ŽĨƚŚĞŚŝŶĞƐĞůŝƚĞƌĂƚŝ.
dŚĞĐŚĂƌĂĐƚĞƌƐ 䶂ኡ ͚ůƵĞŵŽƵŶƚĂŝŶ͛ǁŚŝĐŚŚĂǀĞĂŶƵŵďĞƌŽĨŵĞĂŶŝŶŐƐĂƌĞŽĨƚĞŶƵƐĞĚŝŶ^ƃƐĞŬŝ͛Ɛ
ƉŽĞŵƐ ĂŶĚ ĨĞĂƚƵƌĞ ŝŶ ƉŽĞŵƐ ϰϳ ĂŶĚ ϰϵ ŶŽƚĞĚ ďǇ /ŬŬĂŝ. ϯϲ ^ƃƐĞŬŝ ǁĂƐ ĨŽŶĚ ŽĨ ƵƐŝŶŐ ĐŽůŽƵƌƐ ŝŶ ŚŝƐ
ƉŽĞŵƐ͕ĂŶĚƚŚŝƐŝƐĂŐŽŽĚĞǆĂŵƉůĞ͕ĂƐŚĞƵƐĞƐǁŚŝƚĞŝŶƚŚĞĨŝƌƐƚůŝŶĞĂŶĚĐŽŶƚƌĂƐƚƐŝƚǁŝƚŚďůƵĞŝŶƚŚĞ
ƐĞĐŽŶĚ͘ dŚĞ ĞǆƉƌĞƐƐŝŽŶ Ӫཋླྀ ͚TŚĞ ƐŚĂĚŽǁ ŽĨ ƚŚĞ ďůƵĞ ŵŽƵŶƚĂŝŶ ƌĞĨůĞĐƚĞĚ ŽŶ ƚŚĞ ǁĂƚĞƌ ŝƐ
ƐǁĂǇŝŶŐ͕͛ ĐƌĞĂƚĞƐ ƚŚĞ ĨĞĞůŝŶŐ ŽĨ ŵŽǀĞŵĞŶƚ͘ dŚĞ ǁŽƌĚƐ ڕԩ ;ŽůĚ ĨŝƐŚĞƌŵĂŶͿ ƌĞĨĞƌ ƚŽ ŽŶĞ ŽĨ ƚŚĞ
ĨĂǀŽƵƌŝƚĞƐƵďũĞĐƚŵĂƚƚĞƌƐŽĨƚŚĞŚŝŶĞƐĞůŝƚĞƌĂƚŝ, ͚dŚĞŽůĚĨŝƐŚĞƌŵĂŶ͕͛ŽĨƚĞŶĚĞƉŝĐƚĞĚĂƐŚĂǀŝŶŐĂĨƌĞĞ
ůŝĨĞĂƚŽŶĞǁŝƚŚŶĂƚƵƌĞŝŶĂƚŝŵĞůĞƐƐǁŽƌůĚ͘ ϯϳ
>Ğƚ͛ƐƌĞĨĞƌƚŽƚŚĞƉŽĞŵƚŝƚůĞĚ͚KůĚ&ŝƐŚĞƌŵĂŶ͛ ڕԩ ĐŽŵƉŽƐĞĚďǇ>ŝƵŽŶŐǇƵĂŶ;༆भ͕ݫϳϳϯ-ϴϭϵͿ͘
ڕԩቭॕ ڕԩቭ͑ͱॕ͢
ᐃἠ⅋যષૃ ᐃͶ⅋যͶἠΊૃΝષ͚ɽ 

ϯϲ

^ƃƐekŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ. ϭϬϲ.
/ďŝĚ͕͘Ɖ͘ϭϬϳ͘
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͘W͘ϭϳ͘
38 /ƐŚŝŬĂǁĂ͕dĂĚĂŚŝƐĂ͘Ě͘Kanshi Kanshƃ :ŝƚĞŶ. <ƃĚĂŶƐŚĂ͕ϮϬϬϵ͕Ɖ͘ϰϬϰ-405.
ϯϳ
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dŚĞŽůĚĨŝƐŚĞƌŵĂŶƐƉĞŶĚƐĂŶŝŐŚƚŵŽŽƌŝŶŐ ŚŝƐďŽĂƚŽŶ ƚŚĞǁĞƐƚ ƐŝĚĞŽĨa ƌŽĐŬ͘
ƚĚĂǁŶ͕ŚĞƉƌĞƉĂƌĞs ďƌĞĂŬĨĂƐƚƐĐŽŽƉŝŶŐƵƉƚŚĞĨƌĞƐŚǁĂƚĞƌĨƌŽŵƚŚĞůĂŬĞĂŶĚ
ďƵƌŶŝŶŐƵƉ ďĂŵďŽŽƐ͘
EĂŬĂŵƵƌĂ ƐĂǇƐ ƚŚĂƚ ^ŽƐĞŬŝ͛Ɛ ƚƌĂǀĞůŽŐƵĞ͕ ŽŬƵƐĞƚƐƵƌŽŬƵ (ᷴͿ ǁŚŝĐŚ ǁĞ ǁŝůů ĚŝƐĐƵƐƐ ůĂƚĞƌ͕ ŝƐ
ďĞůŝĞǀĞĚƚŽŚĂǀĞďĞĞŶŝŶƐƉŝƌĞĚŝŶƉĂƌƚďǇ >ŝƵŽŶŐǇƵĂŶ͘ ϯϵ
dŽƐƵŵŵĂƌŝƐĞ͕ŝŶƚŚĞƉŽĞŵƐǁĞŚĂǀĞĚŝƐĐƵƐƐĞĚĐŽŵƉŽƐĞĚďĞĨŽƌĞ^ƃƐĞŬŝ ǁĂƐƚǁĞŶƚǇǇĞĂƌƐŽůĚ͕ŚĞ
ƐŚŽǁƐ ĂŶ ŝŶƚĞƌĞƐƚ ŝŶ ĚĞƉŝĐƚŝŶŐ ĞŶ ƐĐĞŶĞƌǇ ĂŶĚ ŝƚƐ ĂƚŵŽƐƉŚĞƌĞ ŽĨ ƐŽůŝƚĂƌǇ ĐĂůŵ͘ ,Ğ ĂůƐŽ
ĚĞŵŽŶƐƚƌĂƚĞƐ ŚŝƐ ůŽǀĞ ŽĨ ďƌƵƐŚ ĂŶĚ ŝŶŬ ƉĂŝŶƚŝŶŐ ĂŶĚ ĐŽŵƉŽƐŝŶŐ ƉŽĞŵƐ ĨŽƌ ŝƚ͘ ,Ğ ĚŝƐƉůĂǇƐ ŚŝƐ
ĂǁĂƌĞŶĞƐƐŽĨthe BŽŽŬŽĨŚĂŶŐĞƐ ĂŶĚzŝŶĂŶĚzĂŶŐƚŚĞŽƌǇĂŶĚŚŽǁŝƚƉůĂǇĞĚĂŶŝŵƉŽƌƚĂŶƚƌŽůĞŝŶ
ĂŽŝƐƚ ƚĞĂĐŚŝŶŐƐ. ,Ğ ĂůƐŽ ĂƚƚĞŵƉƚƐ ƚŽ ĞǆƉƌĞƐƐ ƚŚĞ ĨĞĞůŝŶŐ ŽĨ ůŽŶĞůŝŶĞƐƐ ĂŶĚ ƐŽƌƌŽǁ ǁŚŝĐŚ ŝƐ ƐŽ
ƉƌŽĨŽƵŶĚůǇĞŵďĞĚĚĞĚŝŶŚŝŶĞƐĞĐůĂƐƐŝĐĂůƉŽĞŵƐĂŶĚŽŶĞŽĨƚŚĞĚŽŵŝŶĞĞƌŝŶŐĞůĞŵĞŶƚƐŝŶ^ƃƐĞŬŝ͛Ɛ
ůŝĨĞ͘&ŝŶĂůůǇ͕ďƵƚŶŽƚůĞĂƐƚ͕^ƃƐĞŬŝ ƐŚŽǁƐŚŝƐŝŶƚĞƌĞƐƚŝŶƚŚĞŝĚĞĂůŝŵĂŐĞŽĨƚŚĞŚŝŶĞƐĞůŝƚĞƌĂƚŝ ǁŚŝĐŚ
ǁĂƐƚŽůŝǀĞůŝĨĞĂƐĂĨƌĞĞƉĞƌƐŽŶůŝŬĞƚŚĞĨŝƐŚĞƌŵĂŶƐƵƌƌŽƵŶĚĞĚďǇŶĂƚƵƌĞ͘
/Ŷ ŚŝƐ ĨŝƌƐƚ kanshi͕ ^ƃƐĞŬŝ ŚĂĚ ƚŚĞ ƐĞŶƐŝƚŝǀŝƚǇ ĂŶĚ ĂǁĂƌĞŶĞƐƐ ĂŶĚ ƚĞĐŚŶŝĐĂů ƐŬŝůů ƚŽ ĐŽŵƉŽƐĞ ǁĞůůƌŽƵŶĚĞĚ ƉŽĞŵƐ ǁŚŝĐŚ ĐƌĞĂƚĞ Ă ƐĞƌĞŶĞ ĂŶĚ ƌĞůŝŐŝŽƵƐ ĂƚŵŽƐƉŚĞƌĞ͘  ƌĞŵĂƌŬĂďůĞ ĂĐŚŝĞǀĞŵĞŶƚ
ĐŽŶƐŝĚĞƌŝŶŐŚŝƐǇŽƵŶŐĂŐĞ͘

ʲࣥॄʳ)
COMMENTARY ON NANAKUSA SHU (ʲ
tŚŝůĞƐƚƵĚǇŝŶŐĂƚ^ĞŝƌŝƚƐƵ ŐĂŬƵƐŚĂ, ^ƃƐĞŬŝ ůĞĨƚŚŽŵĞĂŶĚǁĞŶƚƚŽůŝǀĞŝŶĂƌĞŶƚĞĚƌŽŽŵǁŝƚŚĨƌŝĞŶĚƐ͘
/ƚ ǁĂƐ ŚŝƐ ĨŝƌƐƚ ƐƚĞƉ ŽŶƚŚĞƌŽĂĚ ƚŽ ŝŶĚĞƉĞŶĚĞŶĐĞ ĂŶĚĨƌĞĞĚŽŵ͘ /Ŷ ^ĞƉƚĞŵďĞƌ ϭϴϴϰ ŚĞ ďĞŐĂŶƚŚĞ
ƉƌĞƉĐŽƵƌƐĞĂƚƚŚĞĐŽĂĐŚŝŶŐƐĐŚŽŽůĨŽƌhŶŝǀĞƌƐŝƚǇ;ָ༩ඍͿ;ƚŚĞƐĐŚŽŽůĐŚĂŶŐĞĚŝƚƐŶĂŵĞƚŽdŚĞ
&ŝƌƐƚĚǀĂŶĐĞĚDŝĚĚůĞ^ĐŚŽŽůҲ߶ָŝŶ ϭϴϴϲͿ͘/ŶƚŚĞĐŽƵƌƐĞŽĨϭϴϴϲŚŝƐƉĞƌĨŽƌŵĂŶĐĞĂƚ
ƚŚĞ ƐĐŚŽŽů ĚĞĐůŝŶĞĚ ĂŶĚ ŚĞ ƐƵĨĨĞƌĞĚ ĨƌŽŵ ƉĞƌŝƚŽŶŝƚŝƐ͘ ,Ğ ǁĂƐ ƵŶĂďůĞ ƚŽ ƚĂŬĞ ƚŚĞ ĞǆĂŵŝŶĂƚŝŽŶ ĨŽƌ

ϯϵ

EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘ Sƃseki KaŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͘W͘ϭϳ-ϭϴ͘
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ƵƉŐƌĂĚŝŶŐ͕ ĂŶĚ ŚĂĚ ƚŽ ƌĞƉĞĂƚ ƚŚĞ ǇĞĂƌ͘ dŚŝƐ ŝŶĐŝĚĞŶƚ ŵĂĚĞ ^ƃƐĞŬŝ ĐŚĂŶŐĞ ŚŝƐ ĂƉƉƌŽĂĐŚ ƚŽ ƐƚƵĚǇ͕
ĨƌŽŵ ƚŚĞŶ ŽŶ ƵŶƚŝů ŚŝƐ ŐƌĂĚƵĂƚŝŽŶ ^ƃƐĞŬŝ ƐƚĂǇĞĚ Ăƚ ƚŚĞ ƚŽƉ ŽĨ ƚŚĞ ĐůĂƐƐ͘ 40 ƌŽƵŶĚ ƚŚŝƐ ƚŝŵĞ͕ ŚĞ
ĚĞĐŝĚĞĚ ƚŽ ďĞĐŽŵĞ ĨŝŶĂŶĐŝĂůůǇ ŝŶĚĞƉĞŶĚĞŶƚ ĂŶĚ ĂůŽŶŐ ǁŝƚŚ ŚŝƐ ĨůĂƚŵĂƚĞ͕ EĂŬĂŵƵƌĂ zŽƐŚŝŬŽƚŽ͕
ŬŶŽǁŶĂƐEĂŬĂŵƵƌĂĞŬƃ (ଞ੍ޮ͕ϭϴϲϳ-ϭϵϮϳͿ͕ǁŚŽůĂƚĞƌďĞĐĂŵĞƚŚĞŚĞĂĚŽĨƚŚĞDĂŶĐŚƵƌŝĂŶ
ƌĂŝůǁĂǇ͕ďĞŐĂŶƚŽ ǁŽƌŬĂƐĂƚĞĂĐŚĞƌĂƚƚƃ 'ŝũƵŬƵ.
dŚĞĨŽůůŽǁŝŶŐǇĞĂƌ͕ƚŚĞƌĞǁĞƌĞďĞƌĞĂǀĞŵĞŶƚƐŝŶŚŝƐĨĂŵŝůǇ͘,ĂǀŝŶŐůŽƐƚŚŝƐĞůĚĞƐƚďƌŽƚŚĞƌ͕ĂŝŝĐŚŝŝŶ
DĂƌĐŚϭϴϴϳ͕^ƃƐĞŬŝ ǁĞŶƚŽŶƚŽůŽƐĞŚŝƐƐĞĐŽŶĚďƌŽƚŚĞƌ͕ŝŶŽƐƵŬĞ͕ŝŶ:ƵŶĞŽĨƚŚĞƐĂŵĞǇĞĂƌ͘ŽƚŚŽĨ
ƚŚĞŵ hĂĚƐƵĨĨĞƌĞĚĨƌŽŵƚƵďĞƌĐƵůŽƐŝƐ͘ĨƚĞƌůŽƐŝŶŐƚǁŽƐŽŶƐ͕^ƃƐĞŬŝ͛Ɛ ĨĂƚŚĞƌŶŽǁǁĂŶƚĞĚ^ƃƐĞŬŝ ƚŽ
ƌĞƚƵƌŶ ŚŽŵĞ͕ ĂƐ͕ ĂƉĂƌƚ ĨƌŽŵ ^ƃƐĞŬŝ ŽŶůǇ ƚŚĞ ƚŚŝƌĚ ƐŽŶ͕ <ĂǌƵƐĂďƵƌƃ͕ ƌĞŵĂŝŶĞĚ͘ &ŽƌƚƵŶĂƚĞůǇ ĨŽƌ ŚŝƐ
ĨĂƚŚĞƌ͕ĂƚƚŚĞƚŝŵĞ^ƃƐĞŬŝ ǁĂƐƐƵĨĨĞƌŝŶŐĨƌŽŵĂĐƵƚĞƚƌĂĐŚŽŵĂĂŶĚƐŽƌĞƚƵƌŶĞĚŚŽŵĞ͘
/Ŷ:ĂŶƵĂƌǇϭϴϴϴŽĨƚŚĞŶĞǆƚǇĞĂƌ^ƃƐĞŬŝ ǁĂƐƌĞƚƵƌŶĞĚƚŽƚŚĞEĂƚƐƵŵĞĨĂŵŝůǇƌĞŐŝƐƚĞƌ͘EĞŐŽƚŝĂƚŝŽŶƐ
ŚĂĚ ƚĂŬĞŶ ƉůĂĐĞ ďĞƚǁĞĞŶ ^ƃƐĞŬŝ͛Ɛ ĨĂƚŚĞƌ ĂŶĚ ŚŝƐ ƐƚĞƉ-ĨĂƚŚĞƌ ^ŚŝŽŚĂƌĂ͘ ŽŶƚƌĂĐƚƐ ŚĂĚ ďĞĞŶ
ĞǆĐŚĂŶŐĞĚĂŶĚ^ƃƐĞŬŝ͛ƐĨĂƚŚĞƌŽďůŝŐĞĚƚŽƉĂǇ^ŚŝŽŚĂƌĂ ŵŽŶĞǇŝŶŽƌĚĞƌ ƚŽ ŐĞƚ^ƃƐĞŬŝ ďĂĐŬŽŶƚŽƚŚĞ
EĂƚƐƵŵĞĨĂŵŝůǇƌĞŐŝƐƚĞƌ͘^ƃƐĞŬŝ ǁƌŽƚĞŝŶ'ĂƌĂƐƵĚŽ ŶŽŶĂŬĂ ŽĨŚŽǁĂƚƚŚĞƚŝŵĞŚĞŚĂĚĨĞůƚŚŝŵƐĞůĨƚŽ
ďĞŶŽƚŚŝŶŐŵŽƌĞƚŚĂŶĂĚŝƐƉŽƐĂďůĞŽďũĞĐƚ͘ ϰϭ
/ƚĂůƐŽďƌŽƵŐŚƚďĂĐŬŵĞŵŽƌŝĞƐŽĨƚŚĞůŽŶĞůŝŶĞƐƐ^ƃƐĞŬŝ ŚĂĚĞǆƉĞƌŝĞŶĐĞĚĚƵƌŝŶŐŚŝƐĐŚŝůĚŚŽŽĚĂŶĚ
ĂĚŽůĞƐĐĞŶĐĞ͘^ŚŝŽŚĂƌĂŚĂĚĂůƐŽĚĞŵĂŶĚĞĚƚŚĂƚ^ƃƐĞŬŝ ƐŝŐŶĂƐƚĂƚĞŵĞŶƚǁŚŝĐŚƉƌŽŵŝƐĞĚƚŚĂƚĨƌŽŵ
ŶŽǁŽŶƚŚĞǇǁŽƵůĚŵĂŝŶƚĂŝŶĂΖƌĞƐƉĞĐƚĂďůĞƌĞůĂƚŝŽŶƐŚŝƉΖ͘ 42 >ĂƚĞƌŽŶŝŶ^ƃƐĞŬŝ͛ƐůŝĨĞ^ŚŝŽŚĂƌĂǀŝƐŝƚĞĚ
^ƃƐĞŬŝ ĂŶĚƵƐŝŶŐƚŚŝƐƐƚĂƚĞŵĞŶƚƚŽĂŝĚŚŝƐƌĞƋƵĞƐƚĨŽƌĨŝŶĂŶĐŝĂůƐƵƉƉŽƌƚ͘
/Ŷ :ƵůǇ ϭϴϴϴ͕ ^ƃƐĞŬŝ ŐƌĂĚƵĂƚĞĚ ĨƌŽŵ ƚŚĞ ƉƌĞƉ ĐŽƵƌƐĞ ŽĨ ƚŚĞ ĐŽĂĐŚŝŶŐ ƐĐŚŽŽů ĨŽƌ ƚŚĞ hŶŝǀĞƌƐŝƚǇ
ĞŶƚƌĂŶĐĞ ĞǆĂŵŝŶĂƚŝŽŶ͘ /Ŷ ^ĞƉƚĞŵďĞƌ ŽĨ ƚŚĞ ƐĂŵĞ ǇĞĂƌ͕ ^ƃƐĞŬŝ ĞŶƚĞƌĞĚ ƚŚĞ ƌĞŐƵůĂƌ ĐŽƵƌƐĞ ŽĨ ƚŚĞ
ĐŽĂĐŚŝŶŐ ƐĐŚŽŽů ƚĂŬŝŶŐ ŶŐůŝƐŚ ĂƐ ŚŝƐ ƐƵďũĞĐƚ͘ ƚ ĨŝƌƐƚ͕ ^ƃƐĞŬŝ ŚĂĚ ĐŚŽƐĞŶ ĂƌĐŚŝƚĞĐƚƵƌĞ ďƵƚ ŚŝƐ
ĞĐĐĞŶƚƌŝĐĨƌŝĞŶĚĂŶĚŚĞƌŵŝƚ͕zŽŶĞǇĂŵĂzĂƐƵƐĂďƵƌƃ (ธࢃฯࢀ͕ϭϴϲϵ-ϭϴϵϳͿ͕ĂĚǀŝƐĞĚ^ƃƐĞŬŝ ƚŚĂƚŝƚ
40

^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϱ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕͞ZĂŬƵĚĂŝ͕͟Ɖ͘ϭϲϯ͘
ƌĂ͕DĂƐĂƚŽ͘Natsume ^ƃƐĞŬŝ EǇƻŵŽŶ͘<ŽĚĂŶƐŚĂ͕ϭϵϲϳ͕Ɖ͘ϯϱ͘
ϰϭ dĂŶĂŬĂ͕zĂƐƵƚĂŬĂ͘ Natsume ^ƃƐĞŬŝ. ;^ŚĂƐŚŝŶ^ĂŬŬĂ-ĚĞŶ^ƃƐŚŽ4), DĞŝũŝ^ŚŽŝŶ͕ϭϵϲϵ͕Ɖ͘Ϯϭ-22.
42 ^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϲ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕͞zƃƐŚŝZŝĞŶ^ŚƃƐŚŽ͕͟Ɖ͘ϮϮϵ͘
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ǁĂƐŝŵƉŽƐƐŝďůĞƚŽĂĐŚŝĞǀĞĂŶǇƚŚŝŶŐŐƌĞĂƚĞƌŝŶĂƌĐŚŝƚĞĐƚƵƌĞƚŚĂŶ^ƚWĂƵů͛ƐĂƚŚĞĚƌĂů͘,ŽǁĞǀĞƌ, ŽŶĞ
ĐŽƵůĚ Ɛƚŝůů ĂĐŚŝĞǀĞ ŐƌĞĂƚ ǁŽƌŬƐ ŝŶ ůŝƚĞƌĂƚƵƌĞ͘ ^ƃƐĞŬŝ ƌĞƐƉĞĐƚĞĚ ŚŝƐ ĨƌŝĞŶĚ͛Ɛ ĂĚǀŝĐĞ ĂŶĚ ĐŚĂŶŐĞĚ ŚŝƐ
ŵŝŶĚŝŵŵĞĚŝĂƚĞůǇ͘ 43
zŽŶĞǇĂŵĂ ǁĂƐ ŽŶĞ ŽĨ ƚŚĞ ŵŽƐƚ ŝŵƉŽƌƚĂŶƚ ĂŶĚ ŝŶĨůƵĞŶƚŝĂů ĨƌŝĞŶĚƐ ŝŶ ^ƃƐĞŬŝ͛Ɛ ůŝĨĞ͘ dŚĞǇ ŽĨƚĞŶ
ĚŝƐĐƵƐƐĞĚƚŽƉŝĐƐƐƵĐŚĂƐƉŚŝůŽƐŽƉŚǇĂŶĚƚŚĞŶĂƚƵƌĞŽĨƚŚĞƵŶŝǀĞƌƐĞ͘^ƃƐĞŬŝ͛ƐůĞƚƚĞƌƚŽ^ŚŝŬŝ͕ǁƌŝƚƚĞŶ
ŝŶ:ĂŶƵĂƌǇϭϴϵϬ͕ƚĞůůƐƵƐƚŚĂƚzŽŶĞǇĂŵĂǁĂƐĨŽŶĚŽĨƉƌĂĐƚŝĐŝŶŐĞŶŵĞĚŝƚĂƚŝŽŶ͘ 44 zŽŶĞǇĂŵĂůĞĂƌŶƚ
ĞŶ ĨƌŽŵ Ă ƌĞŶŽǁŶĞĚ ŵŽŶŬ͕ /ŵĂŬŝƚĂ <ƃƐĞŶ ;ࠕߓઔ͕ ϭϴϭϲ-ϭϴϵϮͿ͕ Ăƚ <ŝŐĞŶ-ŝŶ ŝŶ ;ݱؾӅͿ ƚŚĞ
ŶŬĂŬƵ-ũŝ;ԃְ࣋ͿƚĞŵƉůĞĂƚ<ĂŵĂŬƵƌĂ͘
^ƃƐĞŬŝ ǁĂƐŝŶĨůƵĞŶĐĞĚďǇƚŚŝƐ͕ĂŶĚůĂƚĞƌŽŶƐƉĞŶƚƚŝŵĞƚŚĞƌĞƐĞĞŬŝŶŐĞŶůŝŐŚƚĞŶŵĞŶƚ͘zŽŶĞǇĂŵĂĂůƐŽ
ŝŶĨůƵĞŶĐĞĚ^ŚŝŬŝďǇŝŶƚƌŽĚƵĐŝŶŐŚŝŵƚŽƉŚŝůŽƐŽƉŚŝĐĂůŝĚĞĂƐƐƵĐŚĂƐ^ƉĞŶĐĞƌ͛ƐSƃgƃ Tetsugaku Taikei;
ƚŚĞƐĞŝĚĞĂƐŐĂǀĞŐƌĞĂƚĞƌƐƵďƐƚĂŶĐĞƚŽ^ŚŝŬŝ͛ƐƉŽĞŵƐ͘ 45
/Ŷ :ĂŶƵĂƌǇ ϭϴϴϵ͕ ^ƃƐĞŬŝ ŵĞƚ DĂƐĂŽŬĂ ^ŚŝŬŝ ;ਜ਼Ԯࢢ ͕وϭϴϲϳ-ϭϵϬϮͿ͘ ,Ğ ďĞĐĂŵĞ ŽŶĞ ŽĨ ^ƃƐĞŬŝ͛Ɛ
ŐƌĞĂƚĞƐƚ ĨƌŝĞŶĚƐ ĂŶĚ ŝŶƐƉŝƌĞĚ ^ƃƐĞŬŝ ƚŽ ƌĞƚƵƌŶ ƚŽ ĐŽŵƉŽƐŝŶŐ ŚŝŶĞƐĞ ƉŽĞŵƐ͘ ϰϲ dŚĞ ŵĂũŽƌŝƚǇ ŽĨ
ƉŽĞŵƐďǇ^ƃƐĞŬŝ ĨƌŽŵƚŚŝƐƉĞƌŝŽĚǁĞƌĞƌĞĂĚĂŶĚĐŽŵŵĞŶƚĞĚ ŽŶďǇ^ŚŝŬŝ͘/ŶDĂǇŽĨƚŚĞƐĂŵĞǇĞĂƌ͕
^ƃƐĞŬŝ ǁƌŽƚĞ͕Ăƚ^ŚŝŬŝΖƐƌĞƋƵĞƐƚ͕ĂĐŽŵŵĞŶƚĂƌǇ ŝŶĐůĂƐƐŝĐĂůŚŝŶĞƐĞĨŽƌ^ŚŝŬŝ͛ƐĐŽŵƉŝůĂƚŝŽŶŽĨǁƌŝƚŝŶŐ
ĐĂůůĞĚ Nanakusa Shƻ (ࣥॄ- ŽůůĞĐƚŝŽŶ ŽĨ ƐĞǀĞŶ ƚǇƉĞƐ ŽĨ ŐƌĂƐƐĞƐͿ͘ ^ƃƐĞŬŝ ĂůƐŽ ĐŽŵƉŽƐĞĚ ŶŝŶĞ
ƉŽĞŵƐĂƚƚĂĐŚĞĚƚŽƚŚĞĞŶĚ ŽĨƚŚĞĐŽŵŵĞŶƚĂƌǇ.
Nanakusa Shƻ ǁĂƐ Ă ĐŽŵƉŝůĂƚŝŽŶ ŽĨ ŚŝŶĞƐĞ ǁƌŝƚŝŶŐ͕ Kanshi, Waka ;:ĂƉĂŶĞƐĞ ƉŽĞŵ ŽĨ ƚŚŝƌƚǇ-ŽŶĞ
ƐǇůůĂďůĞƐͿ͕ ,ĂŝŬƵ ;:ĂƉĂŶĞƐĞ ƉŽĞŵƐ ĐŽŶƐŝƐƚŝŶŐ ŽĨ ƐĞǀĞŶƚĞĞŶ ƐǇůůĂďůĞƐͿ͕ YƃŬǇŽŬƵ ;ůǇƌŝĐƐ ĨŽƌ EŽŚ
ƚŚĞĂƚƌĞͿ͕ ĞƐƐĂǇƐ ĂŶĚ ĐůĂƐƐŝĐĂů ƐƚǇůĞ ǁƌŝƚŝŶŐƐ͘ ShŝŬŝ ǁƌŽƚĞ ƚŚŝƐ ĐŽŵƉŝůĂƚŝŽŶ ĚƵƌŝŶŐ ƚŚĞ ƐƵŵŵĞƌ
ŚŽůŝĚĂǇƐ ŚĞ ƐƉĞŶƚ Ăƚ DƵŬƃũŝŵĂ ;ౣ- ƚŚĞ ŝƐůĂŶĚ ŽŶ ƚŚĞ ŽƉƉŽƐŝƚĞ ƐŝĚĞͿ͘ ^ŚŝŬŝ ƵƐĞĚ ƚŚĞ ĐŚĂƌĂĐƚĞƌ

43
44
45
ϰϲ

^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϱ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕͞:ŝŬŝŐĂ<ŝƚĞŝƚĂŶ͛ĚĂ͕͟Ɖ͘Ϯϴϭ͘
^ƃƐĞŬŝ ZensŚƻsŽů͘ϮϮ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘ ϭϰ.
DĂƐĂŽŬĂ͕^ŚŝŬŝ͘͞&ƵĚĞŵĂŬĂƐĞ͟ŝŶShiki jinsei-ƌŽŶƐŚƻ͕<ƃĚĂŶƐŚĂ͕dŽŬǇŽ͕ϮϬϭϬ͕Ɖ͘Ϯϵ-30.
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖϱϲϳ-ϱϲϵ.
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DƵŬĂǇƻ ໃՁ༙ळ (͞EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐsŝůůĂŐĞ͟ͿǁŚŝĐŚŝƐĂƉƵŶƚĂŬĞŶĨƌŽŵŚƵĂŶŐǌŝ͛ƐƚĞǆƚƚŽƌĞĨĞƌ
ƚŽDƵŬƃũŝŵĂ͘^ŚŝŬŝǁĂƐĚĞĞƉůǇŝŶƚĞƌĞƐƚĞĚ ŝŶƚŚĞƚĞĂĐŚŝŶŐŽĨŚƵĂŶŐǌŝ͘ ϰϳ
͞EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐsŝůůĂŐĞ͟ (ໃՁ༙೯ͿڹĂƉƉĞĂƌƐŝŶŚĂƉƚĞƌOŶĞ ĂŶĚƐĞǀĞŶ ŝŶŚƵĂŶŐǌŝ͛ƐƚĞǆƚ͘/ƚ
ŝƐƵƐĞĚƚŽĚĞƐĐƌŝďĞĂĨƌĞĞƐƚĂƚĞŽĨŵŝŶĚǁŚĞƌĞŽŶĞŝƐƌĞůĞĂƐĞĚĨƌŽŵƚŚĞǀĂůƵĞƐĂŶĚŵĞĂŶŝŶŐƐŽĨƚŚĞ
ŽƌĚŝŶĂƌǇ ŵƵŶĚĂŶĞ wŽƌůĚ͘tĞƐŚŽƵůĚ ďĞĂƌŝŶŵŝŶĚƚŚĞĨĂĐƚƚŚĂƚ^ƃƐĞŬŝ ĂƚƚŚĞƚŝŵĞŽĨŚŝƐŵŽƚŚĞƌ͛Ɛ
ĚĞĂƚŚ ŚĂĚ ƐŽƵŐŚƚ ƌĞĨƵŐĞ ŝŶ ƚŚĞ ƐĂĨĞƚǇ ĂŶĚ ƐĞĐƵƌŝƚǇ ŽĨ ƚŚĞ ŵĞƚĂƉŚǇƐŝĐĂů ǁŽƌůĚ ĐƌĞĂƚĞĚ ďǇ ŚŝŶĞƐĞ
ůŝƚĞƌĂƚƵƌĞ͘͞EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐsŝůůĂŐĞ͟ĐŽƵůĚďĞŽŶĞŽĨƚŚĞĐĂŶĚŝĚĂƚĞƐĨŽƌƚŚĞŵĞƚĂƉŚǇƐŝĐĂůǁŽƌůĚ
ǁŚĞƌĞ^ƃƐĞŬŝ ǁĂƐůŽŽŬŝŶŐĨŽƌĞƋƵŝůŝďƌŝƵŵĂŶĚĐŽŵĨŽƌƚĨƌŽŵŚŝƐŵĞŶƚĂůŝŶƐƚĂďŝůŝƚǇ͘/ƚŝƐŝŵƉŽƌƚĂŶƚƚŽ
ŶŽƚĞƚŚĂƚ^ƃƐĞŬŝ ŽĨƚĞŶƵƐĞĚǁŽƌĚƐĂŶĚƌĞĨĞƌĞŶĐĞƐƚŽŚƵĂŶŐǌŝŝŶŚŝƐƉŽĞŵƐ͕ĞƐƉĞĐŝĂůůǇŝŶŚŝƐ ĨŝŶĂů
ƉĞƌŝŽĚ͘
ĞĨŽƌĞĚŝƐĐƵƐƐŝŶŐƚŚĞƉŽĞŵƐ͕ǁĞ ŶĞĞĚƚŽĐŽŶƐƵůƚŚƵĂŶŐǌŝĨŽƌĂĐůŽƐĞƌĞǆĂŵŝŶĂƚŝŽŶŽĨƚŚĞŵĞĂŶŝŶŐ
ŽĨ ͞EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐ sŝůůĂŐĞ͟ ĂƐ ƚŚŝƐ ĐŽŶĐĞƉƚ ŝƐ ŽĨ ŐƌĞĂƚ ŝŵƉŽƌƚĂŶĐĞ ƚŽ ^ƃƐĞŬŝ͘ /ƚ ĂƉƉĞĂƌƐ ŝŶ
cŚĂƉƚĞƌƐŽŶĞ ĂŶĚƐĞǀĞŶ. >Ğƚ͛ƐƚĂŬĞĂůŽŽŬĂƚĐŚĂƉƚĞƌƐĞǀĞŶ͗
dŝĞŶ<ĞŶdŝĂŶ'ĞŶǁĂƐǁĂŶĚĞƌŝŶŐŽŶƚŚĞƐƵŶŶǇƐŝĚĞŽĨzŝŶDŽƵŶƚĂŝŶ͘tŚĞŶŚĞ
ƌĞĂĐŚĞĚ ƚŚĞ ďĂŶŬƐ ŽĨ ƚŚĞ >ŝĂŽ ZŝǀĞƌ͕ ŚĞ ŚĂƉƉĞŶĞĚ ƚŽ ŵĞĞƚ Ă EĂŵĞůĞƐƐ DĂŶ͘ ,Ğ
ƋƵĞƐƚŝŽŶĞĚƚŚĞŵĂŶ͕ƐĂǇŝŶŐ͕͞WůĞĂƐĞŵĂǇ/ĂƐŬŚŽǁƚŽƌƵůĞƚŚĞǁŽƌůĚ͍͟
dŚĞ EĂŵĞůĞƐƐ DĂŶ ƐĂŝĚ͕ ͞'Ğƚ ĂǁĂǇ ĨƌŽŵ ŵĞ͕ ǇŽƵ ƉĞĂƐĂŶƚ͊ tŚĂƚ ŬŝŶĚ ŽĨ Ă ĚƌĞĂƌǇ
ƋƵĞƐƚŝŽŶ ŝƐ ƚŚĂƚ͊ /͛ŵ ũƵƐƚ ĂďŽƵƚ ƚŽ ƐĞƚ ŽĨĨ ǁŝƚŚ ƚŚĞ ƌĞĂƚŽƌ͘ ŶĚ ŝĨ / ŐĞƚ ďŽƌĞĚ ǁŝƚŚ
ƚŚĂƚ͕ ƚŚĞŶ /͛ůů ƌŝĚĞ ŽŶ ƚŚĞ >ŝŐŚƚ-ĂŶĚ->ŝƐƐŽŵĞ ŝƌĚ ŽƵƚ ďĞǇŽŶĚ ƚŚĞ Ɛŝǆ ĚŝƌĞĐƚŝŽŶƐ͕
ǁĂŶĚĞƌŝŶŐŝŶƚŚĞǀŝůůĂŐĞŽĨEŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐĂŶĚůŝǀŝŶŐŝŶƚŚĞƌŽĂĚ-ĂŶĚŽƌĚĞƌůĞƐƐ
ĨŝĞůĚ͘ tŚĂƚďƵƐŝŶĞƐƐĚŽǇŽƵŚĂǀĞĐŽŵŝŶŐǁŝƚŚƚŚŝƐƚĂůŬŽĨŐŽǀĞƌŶŝŶŐƚŚĞǁŽƌůĚĂŶĚ
ĚŝƐƚƵƌďŝŶŐŵǇŵŝŶĚ͍͟
Ƶƚ dŝĞŶ <ĞŶ dŝĂŶ 'ĞŶ ƌĞƉĞĂƚĞĚ ŚŝƐ ƋƵĞƐƚŝŽŶ͘ dŚĞ EĂŵĞůĞƐƐ DĂŶ ƐĂŝĚ͕ ͞>Ğƚ
ǇŽƵƌŵŝŶĚǁĂŶĚĞƌŝŶƐŝŵƉůŝĐŝƚǇ͕ďůĞŶĚǇŽƵƌƐƉŝƌŝƚǁŝƚŚƚŚĞǀĂƐƚŶĞƐƐ͕ĨŽůůŽǁĂůŽŶŐ ǁŝƚŚ
ϰϳ

^ĞŶƵŵĂ͕^ŚŝŐĞŬŝ͘<ŝŶĚĂŝEŝŚŽŶŶŽ^ŚŝƐƃŬĂ 5 Natsume ^ƃseki͘dŽŬǇŽĂŝŐĂŬƵ^ŚƵƉƉĂŶƐŚĂ͕dŽŬǇŽ͕Ϯ00ϳ͕Ɖ͘ϭϲ͘
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ƚŚŝŶŐƐƚŚĞǁĂǇƚŚĞǇĂƌĞ͕ĂŶĚŵĂŬĞŶŽƌŽŽŵĨŽƌƉĞƌƐŽŶĂůǀŝĞǁƐ- ƚŚĞŶƚŚĞǁŽƌůĚǁŝůů
ďĞŐŽǀĞƌŶĞĚ͘͟ 48

ŚƵĂŶŐǌŝ͛Ɛ ŝĚĞĂ ŽĨ ͞EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐ sŝůůĂŐĞ͟ ƌĞĂůůǇ ƌĞĨĞƌƐ ƚŽ Ă ĐŽŶĚŝƚŝŽŶ ŽĨ ŵĞŶƚĂů ĂďƐƚƌĂĐƚŝŽŶ
ǁŚĞƌĞŚĂƉƉŝŶĞƐƐŝƐĨŽƵŶĚ͘/ƚŝƐĂƚƚĂŝŶĂďůĞďǇŝŶĂĐƚŝŽŶƚŚƌŽƵŐŚĨŽůůŽǁŝŶŐƚŚĞŶĂƚƵƌĂůŽƌĚĞƌĐƌĞĂƚĞĚďǇ
ŶĂƚƵƌĞ ǁŝƚŚŽƵƚ ƚŚĞ ŝŶƚĞƌǀĞŶƚŝŽŶ ŽĨ ƐĞůĨ͘ dŚĞ ĐŽŶĐĞƉƚ ŽĨ ͚/ŶĂĐƚŝŽŶ͛ ďĞĐŽŵĞƐ ǀĞƌǇ ŝŵƉŽƌƚĂŶƚ ĨŽƌ
^ƃƐĞŬŝ͕ ĂŶĚ ǁĞ ǁŝůů ĚŝƐĐƵƐƐ ŝƚ ŝŶ Ă ůĂƚĞƌ ĐŚĂƉƚĞƌ͘ ůƐŽ͕ ƚŚĞ ůŝŶĞ ͞ůůŽǁ ǇŽƵƌƐĞůĨ ƚŽ ĨĂůů ŝŶ ǁŝƚh ƚŚĞ
ŶĂƚƵƌĂů ŽƌĚĞƌ ŽĨ ƉŚĞŶŽŵĞŶĂ͕ ǁŝƚŚŽƵƚ ĂĚŵŝƚƚŝŶŐ ƚŚĞ ĞůĞŵĞŶƚ ŽĨ ƐĞůĨ͕͟ ĨŝƚƐ ŝŶ ǁŝƚŚ ƚŚĞ ĐŽŶĐĞƉƚ
͚sŽŬƵƚĞŶkǇŽƐhi͛;ଉళ͗ࢴڊDĞƌŐŝŶŐǁŝƚŚ,ĞĂǀĞŶ͕ĂďĂŶĚŽŶŝŶŐƐĞůĨͿǁŚŝĐŚ^ƃƐĞŬŝ ƌĞĂĐŚĞĚŶĞĂƌƚŚĞ
ĞŶĚŽĨŚŝƐůŝĨĞ͘^Ž͕ƚŚĞŵĞƚĂƉŚǇƐŝĐĂůǁŽƌůĚ͕͞EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐsŝůůĂŐĞ͟ŝƐĂĐƌƵĐŝĂůƉŽŝŶƚƚŽĨŽĐƵƐŽŶ
ĨƌŽŵŶŽǁŽŶ͘
^ŚŝŬŝ ĐŽŵƉůĞƚĞĚ ƚŚĞ ǁƌŝƚŝŶŐ ŽĨ EĂŶĂŬƵƐĂ ^Śƻ (ࣥॄͿ ŽŶ ϭ DĂǇ ĂŶĚ ƉĂƐƐĞĚ ŝƚ ƌŽƵŶĚ ĂŵŽŶŐƐƚ
ĨƌŝĞŶĚƐĂƐŬŝŶŐĨŽƌĨĞĞĚďĂĐŬ͘EĂŶĂŬƵƐĂ^Śƻ͕ǁŚŝĐŚĐŽŶƚĂŝŶĞĚŚŝŶĞƐĞǁƌŝƚŝŶŐĂŶĚkanshi͕ĚĞĨŝŶŝƚŝǀĞůǇ
ƐƉĂƌŬĞĚ^ƃƐĞŬŝ͛ƐƉĂƐƐŝŽŶĨŽƌŚŝŶĞƐĞĐůĂƐƐŝĐĂůǁƌŝƚŝŶŐǁŚŝĐŚŚĂĚƉƌŽďĂďůǇďĞĞŶƐƵƉƌĞƐƐĞĚĚƵĞƚŽŚŝƐ
ƐƚƵĚǇŽĨŶŐůŝƐŚůŝƚĞƌĂƚƵƌĞ͘ ϰϵ
dŚĞ ĐŽŵŵĞŶƚĂƌǇ ^ƃƐĞŬŝ ŵĂĚĞ ŝŶ EĂŶĂŬƵƐĂ ^Śƻ ŝƐ ďĂƐĞĚ ŽŶ ƚŚĞ ĨƌŝĞŶĚƐŚŝƉ ĂŶĚ ƐĞŶƚŝŵĞŶƚĂůŝƚǇ ŽĨ
ǇŽƵƚŚ͘ ^ƃƐĞŬŝ ǁƌŽƚĞ ŚŝƐ ĐƌŝƚŝĐŝƐŵ ŝŶ ŚŝŶĞƐĞ ǁƌŝƚŝŶŐ ĂŶĚ ĂƚƚĂĐŚĞĚ ŶŝŶĞ ƉŽĞŵƐ Ăƚ ƚŚĞ ĞŶĚ͘ ^ƃƐĞŬŝ
ĂƐŬĞĚĨŽƌ^ŚŝŬŝ͛ƐĐŽƌƌĞĐƚŝŽŶŽĨŚŝƐƉŽĞŵƐ͗ƚŚŝƐŝƐƚŚĞƐƚĂƌƚŝŶŐƉŽŝŶƚŽĨ^ƃƐĞŬŝ͛ƐƉŽĞŵƐĂĚĚƌĞƐƐĞĚƚŽ
^ŚŝŬŝ͘
dŚĞĨŽůůŽǁŝŶŐŝƐĂŶŝŶƚƌŽĚƵĐƚŽƌǇǁƌŝƚŝŶŐ^ƃƐĞŬŝ ŵĂĚĞďĞĨŽƌĞƉƌĞƐĞŶƚŝŶŐŚŝƐkanshi ƚŽ^ŚŝŬŝ͘

ઁࡠ਼डɼڛىᖥལɽݽմࢽɽࡠॶބᝑɼਫ਼ߙՆɽષໃԚ༫ࢬ

48 tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdǌƵ͘ŽůŽŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͕
Ɖ͘ϵϯ-ϵϰ͘ &ŽƌĨƵƌƚŚĞƌĚĞƚĂŝůƐ, ƐĞĞĐŚĂƉƚĞƌϱ, Ɖ͘ϯϲϴ ŽĨƚŚŝƐƉĂƉĞƌ͘
ϰϵ tĂĚĂ͕dŽƐŚŝŽ͘SƃƐĞŬŝ ŶŽ^ŚŝƚŽ ,ĂŝŬƵ͘DĞƌƵŬƵŵĈƌƵ^ŚĂ͕dŽŬǇŽ͕ ϭϵϳϰ͕ Ɖ͘Ϯϳϲ͘
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ઁࡠ਼डɼͱ͢ىᖥལͶͤڛɽݽΓΕࢽΝմͦͥɽބͶࡠΖॶͺᝑͶ
͢ͱɼਫ਼ߙ͑Ն͢ɽષΗʹໃԚࢬͳ࠳ͤΗͻɼଉͬඔͺӻͤΉͤඔ
Ͷ͢ͱɼॅͺṼ͏Γॅ͵ΔΞɽᩔͶͱ͓ᰙΊͶ䍸͑ΝҨΚΞΏɽຢͪ
ࢬඔҟͶͦΞͳཋͦࣘ͢ɽ
/ ǁŽƵůĚ ůŝŬĞ ƚŽ ĂƐŬ ĨŽƌ ǇŽƵƌ ĐŽƌƌĞĐƚŝŽŶ ŽĨ ŵǇ ƉŽĞŵƐ ĂƚƚĂĐŚĞĚ͘ EĞĞĚůĞƐƐ ƚŽ ƐĂǇ͕ /
ĐĂŶŶŽƚ ƵŶĚĞƌƐƚĂŶĚ ƉŽĞŵƐ͘ /ƚ ŝƐ ŽďǀŝŽƵƐ ƚŚĂƚ ŵǇ ƚĞĐŚŶŝƋƵĞ ŝƐ ƌŽƵŐŚ ĂŶĚ ƉƌŝŵŝƚŝǀĞ
ǁŚŝĐŚ ŝƐ ůĂƵŐŚĂďůĞ͘ ,ŽǁĞǀĞƌ͕ ǁŚĞŶ ƚŚĞ ƵŐůǇ ůĂĚǇ ƐŝƚƐ ŶĞǆƚ ƚŽ ƚŚĞ ďĞĂƵƚŝĨƵů ůĂĚǇ͕
ĐĂůůĞĚ yŝ ^Śŝ͕ ĨƌŽŵ tƵǇĂŶ ƌĞŐŝŽŶ͕ ŚĞƌ ďĞĂƵƚǇ ƐƚĂŶĚƐ ŽƵƚ ŝŶ ĐŽŶƚƌĂƐƚ ƚŽ ƚŚĞ ŽƚŚĞƌΖƐ
ƵŐůŝŶĞƐƐ͘^ŝŵŝůĂƌůǇ͕/ƚƌǇ ƚŽ ŵŝŵŝĐǇŽƵƌƉŽĞŵƐǁŝƚŚŽƵƚǁŽƌƌǇŝŶŐƚŽŽŵƵĐŚĂďŽƵƚŵǇ
ůŝŵŝƚĞĚĂďŝůŝƚǇƐŽƚŚĂƚǇŽƵƌƐƵƉĞƌďƉŽĞŵƐǁŝůůƐŚŝŶĞƵƉĂŐĂŝŶƐƚŵǇƉƌŝŵŝƚŝǀĞƉŝĞĐĞƐ͘

tŚĞŶ ƌĞƐƉŽŶĚŝŶŐ ƚŽ ^ŚŝŬŝ͛Ɛ ŝŶƚĞƌĞƐƚ ŝŶ ƚĂŬŝŶŐ ƚŚĞ ŶĂŵĞ ƚŚĞ ͞EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐ sŝůůĂŐĞ͟ ĨƌŽŵ
ŚƵĂŶŐǌŝ͕ SƃƐĞŬŝ ƵƐĞƐƚŚĞƐƚŽƌǇŽĨyŝ ^Śŝ, (ࢬͿĨŽƵŶĚŝŶŚƵĂŶŐǌŝ͛ƐƚĞǆƚŝŶĐŚĂƉƚĞƌĨŽƵƌƚĞĞŶ͕͚dŚĞ
dƵƌŶŝŶŐŽĨ,ĞĂǀĞŶ͛͘ ^ƃƐĞŬŝ ǁĂƐĂůƐŽŬĞĞŶƚŽƐŚŽǁŚŝƐŬŶŽǁůĞĚŐĞŽĨŚƵĂŶŐǌŝƚŽ^ŚŝŬŝƐŽĂƐƚŽƐŚĂƌĞ
ŚŝƐƉĂƐƐŝŽŶ͘dŚĞƌĞǁĂƐĂƚƌĞŶĚ ĂŵŽŶŐƐƚŝŶƚĞůůĞĐƚƵĂůƐƚŽĂĚŽƉƚǁŽƌĚƐ ĂŶĚƐƚŽƌŝĞƐĨƌŽŵŚƵĂŶŐǌŝŝŶ
ŽƌĚĞƌƚŽĞǆƉƌĞƐƐƉĂƌƚŝĐƵůĂƌĨĞĞůŝŶŐƐĂŶĚŝĚĞĂƐĨŽůůŽǁŝŶŐĂƚƌĞŶĚƐĞƚďǇĂƐŚƃ ďĂĐŬŝŶƚŚĞĚŽƉĞƌŝŽĚ͘

dŚĞ ďĞĂƵƚŝĨƵů ,ŝƐ-ƐŚŝŚ yŝ ^Śŝ͕ ƚƌŽƵďůĞĚ ǁŝƚŚ ŚĞĂƌƚďƵƌŶ͕ ĨƌŽǁŶĞĚ Ăƚ ŚĞƌ
ŶĞŝŐŚďŽƵƌƐ͘ŶƵŐůǇǁŽŵĂŶŽĨƚŚĞŶĞŝŐŚďŽƵƌŚŽŽĚ, ƐĞĞŝŶŐƚŚĂƚ,ŝƐ-ƐŚŝŚyŝ^ŚŝǁĂƐ
ďĞĂƵƚŝĨƵů͕ ǁĞŶƚ ŚŽŵĞ ĂŶĚ ůŝŬĞǁŝƐĞ ƉŽƵŶĚĞĚ ŚĞƌ ďƌĞĂƐƚ ĂŶĚ ĨƌŽǁŶĞĚ Ăƚ ŚĞƌ

50

SƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ͘ϰϵϯ͘
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ŶĞŝŐŚďŽƵƌƐ͘ Ƶƚ Ăƚ ƚŚĞ ƐŝŐŚƚ ŽĨ ŚĞƌ ƚŚĞ ƌŝĐŚ ŵĞŶ ŽĨ ƚŚĞ ŶĞŝŐŚďŽƵƌŚŽŽĚ ƐŚƵƚ ƚŝŐŚƚ
ƚŚĞŝƌŐĂƚĞƐĂŶĚǁŽƵůĚŶŽƚǀĞŶƚƵƌĞŽƵƚ͕ǁŚŝůĞƚŚĞƉŽŽƌŵĞŶŐƌĂďďĞĚƚhĞŝƌǁŝǀĞƐĂŶĚ
ĐŚŝůĚƌĞŶ ďǇ ƚŚĞ ŚĂŶĚ ĂŶĚ ƐĐĂŵƉĞƌĞĚ ŽĨĨ͘ dŚĞ ǁŽŵĂŶ ƵŶĚĞƌƐƚŽŽĚ ƚŚĂƚ ƐŽŵĞŽŶĞ
ĨƌŽǁŶŝŶŐ ĐŽƵůĚ ďĞ ďĞĂƵƚŝĨƵů͕ ďƵƚ ƐŚĞ ĚŝĚ ŶŽƚ ƵŶĚĞƌƐƚĂŶĚ ǁŚĞƌĞ ƚŚĞ ďĞĂƵƚǇ ŽĨ ƚŚĞ
fƌŽǁŶĐĂŵĞĨƌŽŵ͘ ϱϭ

dŚĞƐƚŽƌǇƚĞůůƐŽĨŚŽǁĂŶƵŐůǇůĂĚǇƚŚŽƵŐŚƚƚŚĞĨƌŽǁŶŝŶŐĨĂĐĞŽĨƚŚĞ ďĞĂƵƚŝĨƵůůĂĚǇ͕yŝ^Śŝ͕ǁŚŽǁĂƐ
ƐƵĨĨĞƌŝŶŐ ĨƌŽŵ ƐŽƌƌŽǁ͕ ůŽŽŬĞĚ ďĞĂƵƚŝĨƵů͘ ^Ž͕ ƚŚĞ ƵŐůǇ ůĂĚǇ ŵŝŵŝĐŬĞĚ ƚŚĞ ůŽŽŬ͕ ƐŽŵĞƚŚŝŶŐ ǁŚŝĐŚ
ĐĂƵƐĞĚŵĂŶǇƉĞŽƉůĞŶŽƚƚŽůĞĂǀĞƚŚĞŝƌŚŽƵƐĞƐĂŶĚŽƚŚĞƌƐƚŽůĞĂǀĞƚŽǁŶ͘dŚĞŵĞƐƐĂŐĞŝƐƚŚĂƚŝƚŝƐŶŽ
ƵƐĞ ũƵƐƚ ĐŽƉǇŝŶŐ ǁŝƚŚŽƵƚ ŬŶŽǁŝŶŐ ƚŚĞ ƐƵďƐƚĂŶĐĞ͘ ^ƃƐĞŬŝ ŝƐ ĂĚŵŝƚƚŝŶŐ ŚĞƌĞ ƚŚĂƚ ŚŝƐ ƉŽĞŵƐ ĚŽ ŶŽƚ
ŚĂǀĞƐƵďƐƚĂŶĐĞůŝŬĞ^ŚŝŬŝ͛Ɛ͘^ƃƐĞŬŝ ŝƐĂƐŬŝŶŐ^ŚŝŬŝĨŽƌŐƵŝĚĂŶĐĞŝŶƚŚĞĐŽŵƉŽƐŝƚŝŽŶŽĨkanshi.
tĞĐĂŶƐĞĞƚŚĂƚ^ƃƐĞŬŝ ŚĂĚĂŚŝŐŚƌĞŐĂƌĚĨŽƌ^ŚŝŬŝ͛ƐƐŬŝůůŝŶkanshi ĐŽŵƉŽƐŝƚŝŽŶ͘ůůŶŝŶĞƉŽĞŵƐǁĞƌĞ
ĐŽŵƉŽƐĞĚƵƐŝŶŐ^ŚŝŬŝŽƌEĂŶĂŬƵƐĂ^Śƻ ĂƐƚŚĞƐƵďũĞĐƚŵĂƚƚĞƌ͘/ŶŚŝƐkanshi ƚŽ^ŚŝŬŝ͕^ƃƐĞŬŝ ĐůĞĂƌůǇ
ĚĞŵŽŶƐƚƌĂƚĞƐ ŚŝƐ ƋƵĞƐƚ ĨŽƌ ƉŚŝůŽƐŽƉŚŝĐĂů ƚƌƵƚŚƐ ƚŚŽƵŐŚ ĞǆƉƌĞƐƐŝŽŶƐ ƐƵĐŚ ĂƐ ͞&ŽƌŐĞƚƚŝŶŐ ŽŶĞƐĞůĨ
ĂĨƚĞƌǁĂƐŚŝŶŐŽĨĨƚŚĞŝŵƉƵƌŝƚŝĞƐŽĨƚŚĞŵƵŶĚĂŶĞǁŽƌůĚ͗͟ĂĐůĂƐƐŝĐĂůŚŝŶĞƐĞƐĞŶƚĞŶĐĞ͘
^ƃƐĞŬŝ ĐŽŶƐŝĚĞƌĞĚŚŝŵƐĞůĨƚŽďĞĂŶĞĐĐĞŶƚƌŝĐĂŶĚĞǆƉƌĞƐƐĞĚŚŝƐĂǁĂƌĞŶĞƐƐŽĨŚŝƐĞĐĐĞŶƚƌŝĐŝƚǇŝŶŚŝƐ
ƉŽĞŵƐ͗ǇĞƚĂŶŽƚŚĞƌŝŶĚŝǀŝĚƵĂůŝƐƚŝĐĂĐƚ͘,ĞĂůƐŽĐŚŽƐĞŚŝƐƉĞŶŶĂŵĞĂƚƚŚŝƐƚŝŵĞ͘tĞĐĂŶĐůĞĂƌůǇƐĞĞ
ƚŚĞ ŝŵĂŐĞ ^ƃƐĞŬŝ ǁŝƐŚĞĚ ƚŽ ƉƌĞƐĞŶƚ ŝŶ ƚŚĞ ƉĞŶ ŶĂŵĞ ŚĞ ĂĚŽƉƚĞĚ ǁŚŝĐŚ ǁĂƐ ƚĂŬĞŶ ĨƌŽŵ Ă ǁĞůůŬŶŽǁŶŚŝƐƚŽƌŝĐĂůĞǀĞŶƚ͘
dŚĞƐƚŽƌǇŝƐƚŚĂƚŽĨ^ƵŶŚƵĨƌŽŵƚŚĞƐƚĂƚĞŽĨ:ŝŶ͕ŝŶƚŚĞ^ŝǆĚǇŶĂƐƚŝĞƐƉĞƌŝŽĚŝŶŚŝŶĂ͕ǁŚŽǁĂŶƚĞĚ
ƚŽƌĞƚŝƌĞĨƌŽŵŐŽǀĞƌŶŵĞŶƚ ŽĨĨŝĐĞĂŶĚǁŚĞŶƚƌǇŝŶŐƚŽĞǆƉůĂŝŶƚŚĞƌĞĂƐŽŶĨŽƌŚŝƐƌĞƚŝƌĞŵĞŶƚ͕ǁŚŝĐŚ
ǁĂƐƚŽƉƵƌƐƵĞĂƌĞĨŝŶĞĚůŝĨĞ͕ŵĂĚĞĂŵŝƐƚĂŬĞĂŶĚƐĂŝĚ͚ᕺ੶ຝླྀ͛;͚^ƃƐĞŬŝ ŚŝŶƌǇƻ͗tĂƐŚŵŽƵƚŚǁŝƚŚ
ƐƚŽŶĞĂŶĚ ƵƐĞ ƐƚƌĞĂŵ ĂƐƉŝůůŽǁ͛ͿŝŶƐƚĞĂĚŽĨ͚ຝ੶ᕺླྀ͛;͚ŚŝŶƐĞŬŝ^ƃƌǇƻ͗hƐĞƐƚŽŶĞĂƐĂƉŝůůŽǁĂŶĚ

ϱϭ

tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdǌƵ͘ŽůŽŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͕
Ɖ͘ϭϲϬ-ϭϲϭ.
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ǁĂƐŚ ŵŽƵƚŚ ǁŝƚŚ ƐƚƌĞĂŵ͛Ϳ͘ ,ŝƐ ŵŝƐƚĂŬĞ ǁĂƐ ƉŽŝŶƚĞĚ ŽƵƚ ƚŽ Śŝŵ ďƵƚ ŚĞ ŶĞǀĞƌ ĂĐŬŶŽǁůĞĚŐĞĚ ŚŝƐ
ĞƌƌŽƌ͘^Ž͕͚ᕺ੶ຝླྀ͛;͚^ƃƐĞŬŝ ŚŝŶƌǇƻ͗tĂƐŚŵŽƵƚŚǁŝƚŚĂƐƚŽŶĞĂŶĚƵƐĞƐƚƌĞĂŵĂƐĂƉŝůůŽǁ͛ͿĐĂŵĞ
ƚŽďĞƵƐĞĚĂƐĂŵĞƚĂƉŚŽƌĨŽƌƐŽŵĞŽŶĞǁŚŽǁŽƵůĚŶŽƚĂĐĐĞƉƚďĞŝŶŐĂůŽƐĞƌ͘ 52
^ƃƐĞŬŝ ǁƌŽƚĞ Ă ůĞƚƚĞƌ ƚŽ ^ŚŝŬŝ ĚĂƚĞĚ Ϯϳ DĂǇ͕ ƚĞůůŝŶŐ Śŝŵ ƚŚĂƚ ŚĞ ǁĂƐ ĞŵďĂƌƌĂƐƐĞĚ ƚŚĂƚ ŚĞ ŚĂĚ
ĂƚƚĂĐŚĞĚƐƵĐŚĐŚŝůĚŝƐŚƉŽĞŵƐƚŽƚŚĞĞŶĚŽĨEĂŶĂŬƵƐĂ^Śƻ ĂŶĚĂƐŬŝŶŐŚŝŵƚŽĚĞƐƚƌŽǇƚŚĞŵ͘^ƃƐĞŬŝ
ǁĞŶƚŽŶƚŽƐĂǇƚŚĂƚŚŝƐĨƌŝĞŶĚ͕zŽŶĞǇĂŵĂ͕ǁŚŽŵ^ƃƐĞŬŝ ƌĞƐƉĞĐƚĞĚŐƌĞĂƚůǇ͕ŚĂĚƐĂŝĚƚŽ^ƃƐĞŬŝ͕͞zŽƵ
ŐĂǀĞ Ă ĐŽŵŵĞŶƚĂƌǇ ŽŶ ƐŽŵĞŽŶĞ ĞůƐĞ͛Ɛ ǁƌŝƚŝŶŐ͕ ǁŚĞŶ ǇŽƵ ĐĂŶŶŽƚ ĞǀĞŶ ƐƉĞůů ǇŽƵƌ ŽǁŶ ŶĂŵĞ
ĐŽƌƌĞĐƚůǇ͊ zŽƵ ĂƌĞ Ă ƚĞƌƌŝĨǇŝŶŐůǇ ƐůŽǁ ŚŽƌƐĞ͊ ůĂĐŬ ĐůĂĐŬ ĐůĂĐŬ ĐůĂĐŬ͟ 53 dŚŝƐ ůĞƚƚĞƌ ŝůůƵƐƚƌĂƚĞƐ ŚŽǁ
ĐůŽƐĞĂŶĚƉůĂǇĨƵůƚŚĞŝƌĨƌŝĞŶĚƐŚŝƉǁĂƐ͘^ƃƐĞŬŝ ĂŶĚ^ŚŝŬŝĂůƐŽďĞĐĂŵĞĨƌŝĞŶĚƐďĞĐĂƵƐĞďŽƚŚŽĨƚŚĞŵ
ŚĂĚĂƐŚĂƌĞĚŝŶƚĞƌĞƐƚ͕zŽƐĞ (͕ͿੰرƚŚĞƚƌĂĚŝƚŝŽŶĂůƐƚǇůĞĞŶƚĞƌƚĂŝŶŵĞŶƚŚŽƵƐĞǁŚĞƌĞŽŶĞŽĨƚŚĞŵĂŝŶ
ŚŽƵƐĞĂĐƚƐŝƐZĂŬƵŐŽ (ཚ͕ͿޢĂĐŽŵŝĐƐƚŽƌǇƚŽůĚďǇŽŶĞƉĞƌƐŽŶ͘ 54
dŚĞ ŶŝŶĞ ƉŽĞŵƐ ^ƃƐĞŬŝ ĐŽŵƉŽƐĞĚ ŝŶ ƚŚĞ EĂŶĂŬƵƐĂ ^Śƻ ĐŽŵŵĞŶƚĂƌǇ ĂƌĞ Ăůů ^ŚŝĐŚŝŐŽŶ ĞŬŬƵ. dŚĞ
ŝŵƉŽƌƚĂŶƚĨĂĐƚƚŽƌĞŵŝŶĚŽƵƌƐĞůǀĞƐŚĞƌĞŝƐƚŚĂƚ^ŽƐĞŬŝƐŚŽǁĞĚĂůůƚŚĞkanshi ŝŶ ƚŚŝƐƉĞƌŝŽĚƚŽ^ŚŝŬŝ
ĨŽƌ ĐŽƌƌĞĐƚŝŽŶ ĂŶĚ ĨĞĞĚďĂĐŬ͘ dŚĞ ƉŽĞŵƐ ŝŶ ƚŚŝƐ ƉĞƌŝŽĚ ƐŚŽǁ ŚŽǁ ĐůŽƐĞ ƚŚĞ ĨƌŝĞŶĚƐŚŝƉ ďĞƚǁĞĞŶ
^ƃƐĞŬŝ ĂŶĚ ^ŚŝŬŝ ǁĂƐ. ^ŚŝŬŝ ǁƌŽƚĞ Nanakusa Shƻ. /ŶƐƉŝƌĞĚ ďǇ ƚŚĂƚ͕ ^ƃƐĞŬŝ ǁƌŽƚĞ ŽŬƵƐĞƚƐƵƌŽŬƵ
ƐŚŽƌƚůǇ ĂĨƚĞƌ͘ EŽǁ͕ ǁĞ ĞǆĂŵŝŶĞ ƐŽŵĞ ŽĨ ƚŚĞ Kanshi ^ŽƐĞŬŝ ĐŽŵƉŽƐĞĚ ŝŶ ƚŚĞ Nanakusa Shƻ
ĐŽŵŵĞŶƚĂƌǇ.

WŽĞŵϭϬ
WĂƌƚϮ
  ଘ್



  ଘ್

ش೧ྷཚຢ෫ླྀ ش೧ྷཚ ຢͪ෫ླྀ
52

EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ. ^ƃƐĞŬŝ Kanshi ŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ, dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ ϰϵ͘
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ͘ϭϰϳ͘
53 ^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϮϮ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘ϱ͘;ůĞƚƚĞƌĂĚĚƌĞƐƐĞĚƚŽ^ŚŝŬŝŽŶϮϳͬϬϱͬϭϴϴϵͿ
54 dĂŶĂŬĂ͕zĂƐƵƚĂŬĂ͘Natsume ^ƃseki͘;^ŚĂƐŚŝŶ^ĂŬŬĂ-ĚĞŶ^ŽƐŚŽϰͿ͕DĞŝũŝ SŚŽŝŶ, ϭϵϲϵ͕Ɖ. 23.
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ߒಆߵ݆࿘ ͢ ΔΞ ߒಆߵ݆࿘ 
ശྚࡌԭཋਜ ശྚࡌԭ  ਜ͘Ξͳཋ͢
⁌ߜምപ᥉व ͪ⁌͑ ߜምപ᥉व 55
>ŝǀŝŶŐŝŶŶŽƚŚŝŶŐŶĞƐƐŝƐƌĂƚŚĞƌƚĂƐƚĞĨƵů͘
dŚŝƐƐƵŵŵĞƌǇŽƵĚĞĐŝĚĞĚƚŽƌĞŶƚĂƌŽŽŵĂƚƚŚĞ,ŽƵƐĞŽĨƚŚĞ&ƌĂŐƌĂŶƚDŽŽŶŽŶƚŚĞďĂŶŬ
ŽĨƚŚĞ;^ƵŵŝĚĂͿƌŝǀĞƌ͘
tŚŝůƐƚƐƉĞŶĚŝŶŐƚŝŵĞĐŽŵƉŽƐŝŶŐƉŽĞŵƐĨĞĂƚƵƌŝŶŐĂƌƵƌĂůůĂŶĚƐĐĂƉĞŽĨŐƌĞĞŶǁŚĞĂƚĂŶĚ
ǇĞůůŽǁƌĂƉĞďůŽƐƐŽŵƐ͕
TŚĞ ƐĞĂƐŽŶ ŚĂƐ ĐŚĂŶŐĞĚ ĂŶĚ ĂƵƚƵŵŶ ǁŝƚŚ ƚŚĞ ƌĞĚ ĨůŽǁĞƌ ŽĨ ǁĂƚĞƌ ƉĞƉƉĞƌ ĂŶĚ ǁhite
ĨůŽǁĞƌŽĨĨůŽĂƚŝŶŐǁĞĞĚŚĂƐĂƌƌŝǀĞĚĂŐĂŝŶ͘
SŚŝĐŚŝŐŽŶĞŬŬƵ
dŚŝƐ ƉŽĞŵ ŝƐ Ă ĚĞƉŝĐƚŝŽŶ ŽĨ ^ŚŝŬŝ ƐƉĞŶĚŝŶŐ ƚŚĞ ƐƵŵŵĞƌ ŚŽůŝĚĂǇ ŝŶ DƵŬƃũŝŵĂ͕ ͞EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐ
sŝůůĂŐĞ͘͟^ŚŝŬŝŚĂĚƌĞŶƚĞĚĂƌŽŽŵƚŚĞƌĞĂŶĚĚĞǀŽƚĞĚŚŝŵƐĞůĨƚŽǁƌŝƚŝŶŐEĂŶĂŬƵƐĂ^Śƻ. ^ƃƐĞŬŝ ƵƐĞƐ
ĨƻƌǇƻ (෫ླྀ)͕ǁŚŝĐŚĐŽƵůĚďĞĚĞĨŝŶĞĚĂƐĂŶĞůĞŐĂŶƚ ďƵƚƌĞƐƚƌĂŝŶĞĚƉŽĞƚŝĐĂĞƐƚŚĞƚŝĐ͕ĨŽƌƚŚĞĨŝƌƐƚƚŝŵĞ
ŝŶĂƉŽĞŵ͕ĂŶĚŝƚĂƉƉĞĂƌƐŝŶŽƚŚĞƌƉŽĞŵƐ;ƉŽĞŵϭϭ͕ϳϱ͕ϴϬ ĂŶĚ ϭϰϲͿ͘^ƃƐĞŬŝ ƉƌŽƉŽƐĞƐƚŚĞŝĚĞĂŽĨ
ůŝǀŝŶŐŝŶĂůĂŶĚŽĨŶŽƚŚŝŶŐŶĞƐƐǁŚŝĐŚ^ŚŝŬŝŚĂĚƵƐĞĚƚŽĚĞƐĐƌŝďĞƚŚĞůŽĐĂƚŝŽŶǁŚŝĐŚŚĂĚŝŶƐƉŝƌĞĚŚŝƐ
ǁƌŝƚŝŶŐ͘
/ƚ ŝƐ Ă ĐŽůŽƵƌĨƵů ƉŽĞŵ͕ ĂƐ ^ƃƐĞŬŝ ďĞůŝĞǀĞĚ ƚŚĂƚ ĐŽůŽƵƌƐ ǁĞƌĞ Ă ŬĞǇ ĞůĞŵĞŶƚ ŝŶ ƉŽĞŵƐ͘ ,Ğ ŵĂĚĞ Ă
ĐŽŵŵĞŶƚ ĂďŽƵƚ ƚŚŝƐ ŝŶ ƚŚĞ ƐĞĐƚŝŽŶ ĚŝƐĐƵƐƐŝŶŐ ĐŽůŽƵƌ ŝŶ ͞ĂƐŝĐ ĨŽƌŵƵůĂ ŽĨ ƚŚĞ ůŝƚĞƌĂƌǇ ĐŽŶƚĞŶƚ͟ ŝŶ
ĐŚĂƉƚĞƌƚǁŽŽĨƚŚĞĨŝƌƐƚǀŽůƵŵĞŽĨdŚĞdŚĞŽƌǇŽĨ>ŝƚĞƌĂƚƵƌĞ.
͞/Ĩ ǁĞ ƌĞŵŽǀĞĚ ƚŚĞ ĐŽŶĐĞƉƚ ŽĨ ĐŽůŽƵƌ ĨƌŽŵ ƉŽĞƚƌǇ͕ ŝƚ ǁŽƵůĚ ďĞ ŝŵƉŽƐƐŝďůĞ ƚŽ ĂǀŽŝĚ ƚŚĞ ƐĞůĨĚĞƐƚƌƵĐƚŝŽŶ ŽĨ Ă ůĂƌŐĞ ŶƵŵďĞƌ ŽĨ ƉŽĞŵƐ͘ dŚĞǇ ǁŽƵůĚ ďĞĐŽŵĞ ĞŵƉƚǇ ĂŶĚ ƚĂƐƚĞůĞƐƐ͘ /Ŷ ƌĞŐĂƌĚƐ ƚŽ
ĐůĂƐƐŝĐŚŝŶĞƐĞƉŽĞŵƐ͕ŝƚĐĂŶďĞƐĂŝĚƚŚĂƚƚŚĞǇƐƚĂŶĚŽƵƚĞƐƉĞĐŝĂůůǇŝŶƌĞŐĂƌĚƐƚŽƚŚĞŝƌĂƉƉƌĞĐŝĂƚŝŽŶ

55

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ͘ϭϬϵ͘
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ŽĨ ĐŽůŽƵƌ͘ ZĞĚ ůŝŐŚƚ ĂŶĚ ŐƌĞĞŶ ǁŝŶĞ ;ߜྚठͿ͕ ǁŚŝƚĞ ĨůŽǁĞƌ ŽĨ ĨůŽĂƚŝŶŐ ǁĞĞĚ ĂŶĚ ƌĞĚ ĨůŽǁĞƌ ŽĨ
ǁĂƚĞƌƉĞƉƉĞƌ;ߜምപ᥉Ϳ͕ŐƌĞĞŶǁŚĞĂƚĂŶĚǇĞůůŽǁƌĂƉĞďůŽƐƐŽŵ;ശྚࡌԭͿ͕ǁŚŝƚĞĐůŽƵĚĂŶĚďůƵĞ
ŵŽƵŶƚĂŝŶ;പӤ੪ࢃͿ͕ƚŚĞƐĞǁŽƌĚƐĂƌĞĂůǁĂǇƐƵƐĞĚŝŶƚŚĞƉŽĞŵƐĂŶĚƚŚĞǇĂĚĚĂŶĞǆƋƵŝƐŝƚĞĨůĂǀŽƵƌ
ƚŽƚŚĞŵ͘͟ ϱϲ
/ŶĚĞĞĚ͕ ƚŚĞ ǁŚŝƚĞ ĐůŽƵĚ ĂŶĚ ďůƵĞ ŵŽƵŶƚĂŝŶ ĂƉƉĞĂƌ ŵĂŶǇ ƚŝŵĞƐ ŝŶ ^ƃƐĞŬŝ͛Ɛ ƉŽĞŵƐ͘ dŚĞǇ ǁĞƌĞ
ŝŵƉŽƌƚĂŶƚŵĞƚĂƉŚŽƌƐ͕ƵƐĞĚƚŽĞǆƉƌĞƐƐŚŝƐƐƚĂƚĞŽĨŵŝŶĚ͘

WŽĞŵϭϭ
WĂƌƚϯ
  ଘࢀ



  ଘࢀ

ߒ౨ඈళਇ ߒ౨ Νඈ͜ͱ ళਇΝ͏
Ҳେ෫ླྀᰭ੨ॡ Ҳେ෫ླྀ ੨͚ॡͶᰭͤ
୯எࠕೖੱ ٮ୯͖எΔΞ ࠕೖ Νੱ͢ٮ
੍٭೧ݍਕ ੍ͱͮ٭Η ೧ ݍਕ͵ΖΝ 57
zŽƵĂƌĞƐƚĂǇŝŶŐŝŶDƵŬƃjima, iŶŶŽƵƌŝƐŚŝŶŐƉƵƌĞŶĂƚƵƌĞĂǁĂǇĨƌŽŵƚŚĞŵƵŶĚĂŶĞǁŽƌůĚ͘
ƉĞƌƐŽŶǁŝƚŚƚŚĞŵŽƐƚƌĞĨŝŶĞĚƚĂƐƚĞŝƐƐĂǇŝŶŐĨĂƌĞǁĞůůƚŽƚŚĞƐƉƌŝŶŐ͘
/ǁŽŶĚĞƌǁŚĞƚŚĞƌĂŶǇŽŶĞŬŶŽǁƐƚŚĂƚƚŚŝƐƉĞƌƐŽŶǁŚŽŝƐƵŶĂďůĞƚŽƉĂƌƚǁŝƚŚĨůŽǁĞƌƐ͕
tĂƐŽŶĐĞŝŶĨĂĐƚĂƉĞƌƐŽŶǁŚŽĚĂŶĐĞĚǁŝƚŚĂƐǁŽƌĚ͘
^ŚŝĐŚŝŐŽŶĞŬŬƵ
/ŶƚŚŝƐƉŽĞŵ͕^ƃƐĞŬŝ ŝƐƉƌĂŝƐŝŶŐ^ŚŝŬŝΖƐĂƌƚŝƐƚŝĐƐĞŶƐŝƚŝǀŝƚǇĂŶĚůŝƚĞƌĂƌǇƚĂůĞŶƚ͘
dŚĞƉĞƌƐŽŶǁŝƚŚƚŚĞŵŽƐƚƌĞĨŝŶĞĚƚĂƐƚĞ;Ҳେ෫ླྀͿƌĞĨĞƌƐƚŽ^ŚŝŬŝ͘/ŶƚŚĞůĂƐƚůŝŶĞ͕^ƃƐĞŬŝ ŝŶƚƌŽĚƵĐĞƐ

ϱϲ
ϱϳ

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ ƉϭϬϴ.
/ďŝĚ͕͘ƉϭϭϬ.
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ĂĚŝĨĨĞƌĞŶƚƐŝĚĞŽĨ^ŚŝŬŝ͕ĚĞƉŝĐƚŝŶŐŚŝŵ ĂƐĂƉĞƌƐŽŶǁŚŽĚĂŶĐĞĚǁŝƚŚĂƐǁŽƌĚ;ݍਕͿ͘ ^ŚŝŬŝĂƐĂ
ǇŽƵŶŐďŽǇ͕ƵŶĚĞƌƚŚĞŝŶĨůƵĞŶĐĞŽĨƚŚĞ&ƌĞĞĚŽŵŽĨ,ƵŵĂŶZŝŐŚƚƐŵŽǀĞŵĞŶƚ͕ŚĂĚŚĂĚĂŶĂŵďŝƚŝŽŶ
ƚŽďĞĐŽŵĞĂƉŽůŝƚŝĐŝĂŶ͕^ƃƐĞŬŝ ƌĞŵŝŶĚƐƵƐŽĨƚŚŝƐĨĂĐƚ͘ 58 ĨƚĞƌƚŚĞƉƵďůŝĐĂƚŝŽŶŽĨNanakusa ^Śƻ͕^ŚŝŬŝ
ŝŶĐƌĞĂƐŝŶŐůǇĚĞǀŽƚĞĚŚŝŵƐĞůĨƚŽƉŽĞƚƌǇĐŽŵƉŽƐŝƚŝŽŶĂŶĚƚŚĞŶĞǁƉŽĞƚŝĐŵŽǀĞŵĞŶƚ͘ ϱϵ /ŶϭϴϵϮ^ŚŝŬŝ
ŐĂǀĞƵƉƐƚƵĚǇŝŶŐĂŶĚďĞĐĂŵĞĂŶĞǁƐƉĂƉĞƌũŽƵƌŶĂůŝƐƚ͘
dŚĞŶĞǆƚƉŽĞŵƌĞĨĞƌƐ ĂŐĂŝŶ ƚŽ^ŚŝŬŝ.

WŽĞŵϭϮ
WĂƌƚϰ
ଘ࢝
ԔࠐԿ௫ି Ԕࠐ Կ͢ͱΖ ௫ି
ဍࠕߒొ᳙ѫ ࠕͶဍ͏ͱߒ ొ᳙ѫ͢
࿃܇ଡබଡॴ ࿃Η ͗܇ଡබଡॴ
ยூഗࣉമໍཔ ย͓ͶഗࣉമໍΝூ͏པͪΖΝ 60
dŚĞďĞĂƵƚŝĨƵůďŽŶĞƐŽĨhŵĞǁĂŬĂDĂƌƵǁĞƌĞƚƌĂŶƐĨŽƌŵĞĚŝŶƚŽĨƵŶŐƵƐƐƉƌĞĂĚŽŶƚŽƉŽĨĂ
ŵŽƵŶĚ͘
ǀĞŶ ƚŽĚĂǇ͕ ǁĞ ĐĂŶ ŚĞĂƌ Ă ůŝƚƚůĞ ĐƵĐŬŽŽ ĐƌǇŝŶŐ ƐŽƌƌŽǁĨƵůůǇ ŽŶ ƚŚĞ ƐŚŽƌĞ ŽĨ ƚŚĞ ^ƵŵŝĚĂ
ZŝǀĞƌ͘
^ŝŐŚ͕ŵǇĚĞĂƌĨƌŝĞŶĚǁŚŽŚĂƐŚƵŐĞĐŽŵƉĂƐƐŝŽŶŝƐƐƵĨĨĞƌŝŶŐĨƌŽŵŝůůŶĞƐƐ
AŶĚ ǀŝƐŝƚƐ ŚĞƌĞ ;^ƵŵŝĚĂ ZŝǀĞƌͿ ŝŶ ŽƌĚĞƌ ƚŽ ŵŽƵƌŶ hŵĞǁĂŬĂ DĂƌƵ ǁŚŽ ǁĂƐ ƵŶĨŽƌƚƵŶĂƚĞ
ĂŶĚĚŝĞĚǇŽƵŶŐ͘
SŚŝĐŚŝŐŽŶĞŬŬƵ
58
ϱϵ
ϲϬ

^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϱ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕͞DĂƐĂŽŬĂ^ŚŝŬŝ͕͟Ɖ͘ Ϯϳϴ͘
DĂƚƐƵŝ͕dŽƐŚŝŚŝŬŽ͘ Shiki ƚŽ^ƃƐeki. <ĂƐŚŝŶ ^ŚĂ͕dŽŬǇŽ͕ϭϵϴϲ͕Ɖ͘ϯϭ-44.
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ͘ϭϭϭ͘
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dŚĞ ƐƵďũĞĐƚ ŵĂƚƚĞƌ ŽĨ ƚŚŝƐ ƉŽĞŵ ŝƐ ƚĂŬĞŶ ĨƌŽŵ ŽŶĞ ŽĨ ƚŚĞ EŽŚ ƉůĂǇƐ͕ ͞^ƵŵŝĚĂ ZŝǀĞƌ͟ (۳ీઔ
SuŵŝĚĂ'ĂǁĂͿǁŚŝĐŚƚĞůůƐƚŚĞůĞŐĞŶĚŽĨĂǇŽƵŶŐďŽǇ͕hŵĞǁĂŬĂDĂƌƵ͕ƚŚĞǇŽƵŶŐƐŽŶŽĨĂƐĂŵƵƌĂŝ
ĨĂŵŝůǇ͕ ǁŚŽ ŝƐ ŬŝĚŶĂƉƉĞĚ ďǇ ŚƵŵĂŶ ƚƌĂĨĨŝĐŬĞƌƐ͘ hŵĞǁĂŬĂ DĂƌƵ ĚŝĞƐ ďǇ ƚŚĞ ƐŚŽƌĞ ŽĨ ƚŚĞ ^ƵŵŝĚĂ
ZŝǀĞƌĚƵĞƚŽŝůůŶĞƐƐĐĂƵƐĞĚďǇƚŚĞƌŽƵŐŚƚƌĞĂƚŵĞŶƚŚĞŚĂƐĞŶĚƵƌĞĚ͘,ŝƐŵŽƚŚĞƌ͕ǁŚŽŝŶƚŚĞĞŶĚŐŽĞƐ
ŵĂĚ͕ĐŚĂƐĞƐĂĨƚĞƌƚŚĞŬŝĚŶĂƉƉĞƌƐƚƌǇŝŶŐƚŽƐĂǀĞŚĞƌƐŽŶŽŶůǇƚŽďĞƚŽůĚďǇĂĨĞƌƌǇŵĂŶƚŚĂƚŚĞƌƐŽŶ
ŚĂƐĚŝĞĚ͘^ŚĞŐŽĞƐƚŽƚŚĞƐƉŽƚǁŚĞƌĞŚĞƌƐŽŶŝƐďƵƌŝĞĚĂŶĚĐŚĂŶƚƐƵĚĚŚŝƐƚƐƵƚƌĂƐŝŶĨƌŽŶƚŽĨŝƚ͘dŚĞ
ŐŚŽƐƚŽĨhŵĞǁĂŬĂĂƉƉĞĂƌƐĂŶĚƚŚĞǇƐƉĞĂŬƚŽĞĂĐŚŽƚŚĞƌƚŚƌŽƵŐŚƚŚĞĐŽƵƌƐĞŽĨƚŚĞŶŝŐŚƚ͘,ŽǁĞǀĞƌ͕
ǁŚĞŶ ƚŚĞ ƐƵŶ ƌŝƐĞƐ ƚŚĞ ƐƉŝƌŝƚ ŽĨ hŵĞǁĂŬĂ ĚŝƐĂƉƉĞĂƌƐ͘ dŚĞ ŵŽƵŶĚ ĨŽƌ hŵĞǁĂŬĂ DĂƌƵ Ɛƚŝůů ĞǆŝƐƚƐ
ƚŽĚĂǇŝŶĂƚĞŵƉůĞŝŶƚŚĞ^ƵŵŝĚĂĚŝƐƚƌŝĐƚ͘ 
^ŚŝŬŝǁƌŽƚĞĂďŽƵƚhŵĞǁĂŬĂDĂƌƵŝŶEĂĚĞƐŚŝŬŽŶŽDĂŬŝ ŝŶEĂŶĂŬƵƐĂ^Śƻ͘ ůŝƚƚůĞĐƵĐŬŽŽ;ొ᳙ͿŝƐ
ĂĚĚƌĞƐƐŝŶŐ^ŚŝŬŝ͕ĂƐƚŚĞŚŝŶĞƐĞĐŚĂƌĂĐƚĞƌĨŽƌ^ŚŝŬŝ͕ ࢢ͕وĂůƐŽƐŝŐŶŝĨŝĞƐĐƵĐŬŽŽ͘ƵĐŬŽŽƐĂƌĞŬŶŽǁŶ
ƚŽĐƌǇǁŚŝůƐƚďůĞĞĚŝŶŐ͘^ŚŝŬŝǀŽŵŝƚĞĚďůŽŽĚŽŶϵDĂǇϭϴϴϵĚƵĞƚŽƐƵĨĨĞƌŝŶŐĨƌŽŵƚƵďĞƌĐƵůŽƐŝƐŽĨƚŚĞ
ůƵŶŐƐ͕ĂŶĚĨŽƌƚŚŝƐ ƌĞĂƐŽŶĐŚŽƐĞƚŚĞƉĞŶŶĂŵĞ ^ŚŝŬŝ͘ dŚŝƐƉŽĞŵƐŚŽǁƐĐůĞĂƌůǇ^ŽƐĞŬŝ͛ƐĐŽŶĐĞƌŶĨŽƌ
ŚŝƐĚĞĂƌĨƌŝĞŶĚ^ŚŝŬŝ͕ǁŚŽǁĂƐďĞŐŝŶŶŝŶŐ ƚŽƐŚŽǁƚŚĞƐǇŵƉƚŽŵƐ ŽĨƚƵďĞƌĐƵůŽƐŝƐ͘
^ƃƐĞŬŝ ŵĂŝŶƚĂŝŶĞĚĂŬĞĞŶŝŶƚĞƌĞƐƚŝŶEŽŚ ƉůĂǇƐĂŶĚďĞŐĂŶƚŽƉƌĂĐƚŝĐĞƐŝŶŐŝŶŐEŽŚ͕ůĞĂƌŶŝŶŐĨƌŽŵĂ
,ƃƐŚƃ ƐĐŚŽŽů ;็ਫ਼ླྀͿ ŵĂƐƚĞƌ ŝŶ ƚŚĞ ůĂƚĞƌ ƉĞƌŝŽĚ͘ ^ƃƐĞŬŝ ƐĂŝĚ ŚĞ ĚŝĚŶ͛ƚ ůŝŬĞ ĂŶǇ ŽƚŚĞƌ :ĂƉĂŶĞƐĞ
ŵƵƐŝĐ ĞǆĐĞƉƚ EŽŚ͘ ,Ğ ĞǆƉůĂŝŶĞĚ ƚŚĂƚ ŚĞ ŚĂĚ ďĞĞŶ ůĞĂƌŶŝŶŐ ĨŽƌ Ɛŝǆ ƚŽ ƐĞǀĞŶ ǇĞĂƌƐ͕ ŶŽƚ ĨŽƌ ĂƌƚŝƐƚŝĐ
ĂƉƉƌĞĐŝĂƚŝŽŶďƵƚŵŽƌĞĂƐ ƉŚǇƐŝĐĂůĞǆĞƌĐŝƐĞƵƐŝŶŐǀŽŝĐĞ. ϲϭ ĐĐŽƌĚŝŶŐƚŽŚŝƐǁŝĨĞ͕<ǇƃŬŽ͕^ƃƐĞŬŝ ŽĨƚĞŶ
ĞŶƚŚƵƐŝĂƐƚŝĐĂůůǇ ƉƌĂĐƚŝĐĞĚ ƐŝŶŐŝŶŐ ĂŶĚ ǁĂƐ ŶŽƚ ĐŽŶĐĞƌŶĞĚ ǁŚĞƚŚĞƌ ŚĞ ǁĂƐ Ă ŐŽŽĚ ƐŝŶŐĞƌ Žƌ ŶŽƚ͘ ϲϮ
ŶŽƚŚĞƌĨĂĐƚŽƌƚŚĂƚĂƚƚƌĂĐƚĞĚŚŝŵƚŽEŽŚ ǁĂƐƚŚĞĨĂĐƚƚŚĂƚŵĂŶǇŵĂũŽƌƉůĂǇƐǁĞƌĞǁƌŝƚƚĞŶďǇƚŚĞ
ƐŽŶ ŽĨ ƚŚĞ ĨŽƵŶĚĞƌ͕ Ă ƉůĂǇǁƌŝŐŚƚ ĂŶĚ ĂĐƚŽƌ͕ ĞĂŵŝ͕ Ѫ (ϭϯϲϯ-ϭϰϰϯͿ͕ ǁŚŽƐĞ ƉĂƚƌŽŶ ŚĂĚ ďĞĞŶ
ƚŚĞ ƚŚŝƌĚ ^ŚŽŐƵŶ ŽĨ ƐŚŝŬĂŐĂ ^ŚŽŐƵŶĂƚĞ͕ ƐŚŝŬĂŐĂ zŽƐŚŝŵŝƚƐƵ (ଏཤٝຮ͕ ϭϯϱϴ-ϭϰϬϴͿ ĨƌŽŵ ƚŚĞ

ϲϭ

ϲϮ

^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϱ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕͞ƵŶ͛ƐŚŝŶŽ^ĞŝŬĂƚƐƵ͕͟Ɖ͘ϰ28.
EĂƚƐƵŵĞ͕<ǇƃŬŽ͘^ƃƐĞŬŝ ŶŽKŵŽŝĚĞ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕ϮϬ03͕͞hƚĂŝŶŽ<ĞŝŬŽ͕͟Ɖ͘ϭϵ8-202.
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DƵƌŽŵĂĐŚŝ ƉĞƌŝŽĚ ;࣪ௌ࣎େ͕ ϭϯϯϲ-ϭϱϳϯͿ͘ ĞĂŵŝ ǁĂƐ ĂĐƋƵĂŝŶƚĞĚ ǁŝƚŚ 'ŽǌĂŶ ŵŽŶŬƐ ĂŶĚ ƚŚĞŝƌ
ůŝƚĞƌĂƚƵƌĞ ďŽƚŚ ŽĨ ǁŚŝĐŚ ŚĂĚ ďĞĞŶ ƐƚƌŽŶŐůǇ ŝŶĨůƵĞŶĐĞĚ ďǇ ĞŶ ůŝƚĞƌĂƚƵƌĞ͘ /ŶĚĞĞĚ͕ ůĂƚĞƌ ŝŶ ŚŝƐ ůŝĨĞ͕
^ƃƐĞŬŝ ƐŽƵŐŚƚŽƵƚƉŽĞŵƐďǇ'ŽǌĂŶŵŽŶŬƐ͕ĂŶĚŚĞ ǁĂƐƉĂƌƚŝĐƵůĂƌůǇĨŽŶĚŽĨƉŽĞŵƐďǇĞŬŬĂŝŚƻƐŚŝŶ
(ઊք͕ϭϯϯϰ-ϭϰϬϱͿ. /ƚŝƐĐůĞĂƌ ƚŚĂƚEŽŚ ƉůĂǇƐĂŶĚ'ŽǌĂŶ ůŝƚĞƌĂƚƵƌĞďŽƚŚƉůĂǇĞĚĂƉĂƌƚ ŝŶƐŚĂƉŝŶŐ
ƚŚĞĂĞƐƚŚĞƚŝĐƐƚĂƚĞǁŚŝĐŚ^ƃƐĞŬŝ ĐĂůůĞĚĨƻƌǇƻ.
tŝƚŚŝŶƚŚĞŶŝŶĞƉŽĞŵƐĐŽŵƉŽƐĞĚĨŽƌEĂŶĂŬƵƐĂ^Śƻ͕ƚŚĞŶĞǆƚƉŽĞŵŝƐĂŶĞǆĐĞƉƚŝŽŶ͘ZĂƚŚĞƌƚŚĂŶ
ĂĚĚƌĞƐƐŝŶŐ^ŚŝŬŝ͕^ƃƐĞŬŝŝƐĞǆƉƌĞƐƐŝŶŐƚŚŝŶŐƐĂďŽƵƚŚŝŵƐĞůĨ͘ ϲϯ

WŽĞŵϭϱ
WĂƌƚϳ
ଘࣥ
જਜਘսը ਘսΝજ͏ਜ͚͢ͱ ըͳͳΝΗ
ୠ૯ݻনᓖ ୠͫΖ ૯ ݻনᓖͪΖΝ
ࠗףᮧໃ  ࠗף ᮧͳ͢ͱໃ͚
࠳ۯݻ ۯͶ࠳͢ͱ ݻ͢ 64
ĨƚĞƌ ǁĂƐŚŝŶŐ ŽĨĨ ƚŚĞ ƚŚŽƵŐŚƚƐ ĂƚƚĂĐŚĞĚ ƚŽ ƚŚĞ ŵƵŶĚĂŶĞ ǁŽƌůĚ͕ / ůŽƐĞ ƚŚĞ ĚŝĨĨĞƌĞŶĐĞ
ďĞƚǁĞĞŶŵǇƐĞůĨĂŶĚŽƚŚĞƌƐĂŶĚďĞĐŽŵĞŽŶĞ͘
/ũƵƐƚǁĂƚĐŚƚŚĞďƵƐŚǇŽůĚƉŝŶĞƚƌĞĞŽƵƚƐŝĚĞŽĨƚŚĞǁŝŶĚŽǁ͘
/ŶƚŚĞĚĞĞƉŽĨƚŚĞŶŝgŚƚƚŚĞƌĞŝƐŶŽƐŽƵŶĚďĞƚǁĞĞŶ,ĞĂǀĞŶĂŶĚĂƌƚŚ͘
/ƐŝƚŝŶƐŝůĞŶĐĞůŝŬĞƚŚĞƐƚĂƚƵĞŽĨĂŶŽůĚƵĚĚŚĂŝŶĂŶĞŵƉƚǇƌŽŽŵ͘
^ŚŝĐŚŝŐŽŶĞŬŬƵ
dŚŝƐ ƉŽĞŵ ŚĂƐ Ă ƐƚƌŽŶŐ ƌĞůŝŐŝŽƵƐ ĂŶĚ ƉŚŝůŽƐŽƉŚŝĐĂů ĨůĂǀŽƵƌ͘ dŚĞ ǁŽƌĚƐ ը͕ ůŝƚĞƌĂůůǇ Ζ&ŽƌŐĞƚƚŝŶŐ
ϲϯ
ϲϰ

EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďŽ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ. Ϯϲ.
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ͘ϭϭϱ͘
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ŽŶĞƐĞůĨΖ͕ĚĞƐĐƌŝďĞĂŶŽƚŝŽŶĚĞƉŝĐƚĞĚŝŶŚƵĂŶŐǌŝ, Ă ĐŽŶĐĞƉƚǁŚŝĐŚĂƉƉĞĂƌƐ ŵĂŶǇƚŝŵĞƐ ŝŶĚŝĨĨĞƌĞŶƚ
ĞǆƉƌĞƐƐŝŽŶƐ ŝŶůĂƚĞƌĐŚĂƉƚĞƌƐ͘dŚĞĐŚĂƌĂĐƚĞƌƐ ͕ࠗף,ĞĂǀĞŶĂŶĚĂƌƚŚ;zŝŶĂŶĚzĂŶŐͿĨƌŽŵƚŚĞŽŽŬ
ŽĨ ŚĂŶŐĞ ĂƌĞ ŽŶĐĞ ĂŐĂŝŶ ĞŵƉůŽǇĞĚ͘ ۯ, ͚ŵƉƚǇ ƌŽŽŵ͕͛ ĂƉƉĞĂƌƐ ŝŶ hƵĂŶŐǌŝ͛Ɛ ƚĞǆƚ͕ ďƵƚ ĂƐ
ĚŝĨĨĞƌĞŶƚŚŝŶĞƐĞ ĐŚĂƌĂĐƚĞƌƐ͕ ࣪ڑ.
^ƃƐĞŬŝ ĂůƐŽ ƵƐĞƐ ը͕ ǁŚŝĐŚ ƚĂŬĞŶ ůŝƚĞƌĂůůǇ ŵĞĂŶƐ ͚&ŽƌŐĞƚƚŝŶŐ ƚŚĞ ĚŝĨĨĞƌĞŶĐĞ ďĞƚǁĞĞŶ ƐĞůĨ ĂŶĚ
ŽƚŚĞƌƐ͕͛ ŝŶ ŚŝƐ ĞƐƐĂǇ ĨŽƌ ƐĐŚŽŽů ǁŽƌŬ ŽŶϯ :ƵŶĞ ϭϴϴϵ͕ŽŶĞ ŵŽŶƚŚĂĨƚĞƌ ĐŽŵƉŽƐŝŶŐ ƚŚŝƐ ƉŽĞŵ͘dŚŝƐ
ĞƐƐĂǇŝƐƚŝƚůĞĚ<ǇŽ/<ŝ^ĞƚƐƵ (ڋҢـઈʀڋͺـΝҢͤઈͿ͕ŵĞĂŶŝŶŐ͚TŚĞƉůĂĐĞĂŶĚĞŶǀŝƌŽŶŵĞŶƚ
ǇŽƵůŝǀĞŝŶĐŚĂŶŐĞƐĂƉĞƌƐŽŶ͛ƐĂƚƚŝƚƵĚĞΖ͘/ƚĂƉƉĞĂƌƐŝŶƚŚĞƚŚŝƌĚƉĂƌƚ ŽĨƚŚĞĞƐƐĂǇ͕ĂŶĚƌĞĂĚƐƚŚƵƐ͘ ϲϱ
ϯ
ڊع۱ဍ߶ీɽஏࡑɽᦔາસઊऄഇ೯Խɼ༆ប٢ɼṋᤴષɼ೭ಣ
ॽෞࢽɼ༖ષըɽڋҢ್ـᖾɽ
عͶీ߶ͱͮڊͶ۱ͤɽஏͺͶࡑΕɽາͫસ͚ͺऄഇԽΝઊͯΚ
ͥͳᦔɼ༆ប٢ɼṋᤴષɼ೭ͬॽΝಣΊࢽΝෞ͢ɼ༖ષͳ͢ͱըΝ
ΖɽڋͺـΝҢ್ͤ͵Εɽ
/ ŵŽǀĞĚ ĨƌŽŵ ŵǇ ƉƌĞǀŝŽƵƐ ƉůĂĐĞ ƚŽ dĂŬĂĚĂ͘ dŚĞ ƉůĂĐĞ ǁĂƐ ŝŶ ƚŚĞ ǁĞƐƚ ŽĨ dŽŬǇŽ͘
ůƚŚŽƵŐŚŝƚǁĂƐŝŵƉŽƐƐŝďůĞƚŽƐŚƵƚĂǁĂǇĂůůƚŚĞŶŽŝƐĞƐŽĨĐĂƌƐĂŶĚŚŽƌƐĞƐ͕ƚŚĞŚŽƵƐĞ
ŚĂĚ Ă ǁŝůůŽǁ ƚƌĞĞ Ăƚ ƚŚĞ ŐĂƚĞ͕ ĐŚƌǇƐĂŶƚŚĞŵƵŵƐ Ăƚ ƚŚĞ ĨĞŶĐĞ͕ Ă ƚŝŶǇ ƌŽŽŵ ĂŶĚ
ďĂƌĞŶĞƐƐ͕ Ăƚ ůĂƐƚ / ǁĂƐ ƌĞĂĚŝŶŐ ďŽŽŬƐ ĂŶĚ ĐŽŵƉŽƐŝŶŐ ƉŽĞŵƐ͘ /Ŷ ƉĞĂĐĞĨƵů
ƐƵƌƌŽƵŶĚŝŶŐƐ/ĨŽƌŐŽƚƚŚĞĚŝĨĨĞƌĞŶĐĞďĞƚǁĞĞŶŵǇƐĞůĨĂŶĚŽƚŚĞƌƐ͘dŚŝƐŝƐƚŚĞƐĞĐŽŶĚ
ĞǆĂŵƉůĞŽĨƚŚĞĞŶǀŝƌŽŶŵĞŶƚĐŚĂŶŐŝŶŐĂƉĞƌƐŽŶ͛ƐĂƚƚŝƚƵĚĞ͘

ϲϱ

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕ dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ͘ ϱϬϭ͘
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,ĞƌĞ^ƃƐĞŬŝ ŝƐƚĂůŬŝŶŐĂďŽƵƚƚŚĞƚŝŵĞŚĞŵŽǀĞĚŝŶ ǁŝƚŚŚŝƐƌĞĂůĨĂŵŝůǇŝŶdĂŬĂĚĂŶŽĂďĂ͕ůĞĂǀŝŶŐŚŝƐ
ĂĚŽƉƚĞĚ ĨĂŵŝůǇ ŝŶ Asakusa. ^ƃƐĞŬŝ ǁĂƐ ŶŝŶĞ ǇĞĂƌƐ ŽůĚ ǁŚĞŶ ŚĞ ƌĞƚƵƌŶĞĚ ƚŽ ŚŝƐ ƌĞĂů ĨĂŵŝůǇ͘ /Ŷ ƚŚŝƐ
ƐŚŽƌƚ ĐŽŵŵĞŶƚ͕ ^ƃƐĞŬŝ ĂĚŽƉƚƐ ƚŚĞ ǁŽƌĚƐ ƵƐĞĚ ďǇ dĂŽ zƵĂŶŵŝŶŐ ;JƉ͘ dƃ Ŷ͛ŵĞŝ͖ ಅ). ϲϲ /ŬŬĂŝ
ĞǆƉůĂŝŶƐ ƚŚĂƚ ǁŽƌĚƐ ƐƵĐŚ ĂƐ ऄഇ dĂƌƚƐ ĂŶĚ ŚŽƌƐĞƐ͛, ༆ប٢ ͚tŝůůŽǁ ƚƌĞĞ Ăƚ ƚŚĞ ŐĂƚĞ ĂŶĚ
ĐŚƌǇƐĂŶƚŚĞŵƵŵƐ Ăƚ ƚŚĞ ĨĞŶĐĞ͛, ṋᤴષ ͚ ƚŝŶǇ ƌŽŽŵ ĂŶĚ ďĂƌĞŶĞƐƐ͛, ༖ષ ͚/Ŷ ĐŽŵƉŽƐƵƌĞ͕͛ Ăůů
ĂƉƉĞĂƌŝŶƚŚĞǁƌŝƚŝŶŐƐŽĨdĂŽzƵĂŶŵŝŶŐ͘dŚĞƐĞǁŽƌĚƐĂƉƉĞĂƌ ŝŶ 伢䞂 ƌŝŶŬŝŶŐǁŝŶĞ ĂŶĚ ޔ༆ਫ਼
ఽ ŝŽŐƌaƉŚǇ ŽĨDƌ͘&ŝǀĞǁŝůůŽǁƐ͕dĂŽzƵĂŶŵŝŶŐΖƐĂƵƚŽ-ďŝŽŐƌĂƉŚǇ͘ůůƚŚŝƐƐŚŽǁƐƚŚĂƚ^ƃƐĞŬŝ, ĂƚƚŚŝƐ
ƉĞƌŝŽĚ͕ǁĂƐŬĞĞŶƚŽĞŵƵůĂƚĞ dĂŽzƵĂŶŵŝŶŐ͛ƐǁƌŝƚŝŶŐƐƚǇůĞ ĂŶĚƵƐĞŽĨŝŵĂŐĞƌǇ͕ĂŶĚŝŶĚĞĞĚ^ƃƐĞŬŝ͛Ɛ
ŝŶƚĞƌĞƐƚŝŶdĂŽzƵĂŶŵŝŶŐĐŽŶƚŝŶƵĞĚƚŚƌŽƵŐŚŽƵƚŚŝƐůŝĨĞ͘ ϲϳ
tŝƚŚƚŚŝƐ ĐŽŵŵĞŶƚ͕^ƃƐĞŬŝ ĞǆƉůĂŝŶƐƚŚĂƚǁŚŝůĞŚĞŝƐƌĞĂĚŝŶŐďŽŽŬƐĂŶĚĐŽŵƉŽƐŝŶŐƉŽĞŵƐŚĞĨŽƌŐĞƚƐ
ƚŚĞĚŝĨĨĞƌĞŶĐĞďĞƚǁĞĞŶŚŝŵƐĞůĨĂŶĚŽƚŚĞƌƐ͘dŚŝƐŝƐĂŶŝŵƉŽƌƚĂŶƚƐƚĂƚĞŵĞŶƚ͕ĂƐ͚LŽƐŝŶŐŽŶĞƐĞůĨ͛ ŚĂƐ
ƚŚĞ ƐĂŵĞ ŵĞĂŶŝŶŐ ĂƐ ΖdŚĞ sŽŝĚΖ ;ໃ) ŝŶ ĞŶ ƵĚĚŚŝƐŵ ĂŶĚ ͚ĞĐŽŵŝŶŐ ŽŶĞ ǁŝƚŚ ŽƚŚĞƌƐ͛ ŵĞĂŶƐ
Ζ,ŽůĚŝŶŐ ƚŽ ŽŶĞΖ ;गҲͿ ŝŶ ĂŽŝƐŵ; ďŽƚŚ ƌĞĨĞƌ ƚŽ ŵĞĚŝƚĂƚŝǀĞ ƉƌĂĐƚŝĐĞ͘ ^ƃƐĞŬŝ ŝƐ ĂůƌĞĂĚǇ ĂƐ Ă ǇŽƵŶŐ
ŵĂŶ ƐŚŽǁŝŶŐ ŚŝƐ ŝŶƚĞƌĞƐƚ ŝŶ ƌĞůŝŐŝŽƵƐ ĐŽŶĐĞƉƚƐ͘ dŚĞƐĞ ŝĚĞĂƐ ǁŝůů ĞǀŽůǀĞ ŝŶƚŽ ƚŚĞ ĨŝŶĂů ƌĞůŝŐŝŽƵƐ
ƚŚŽƵŐŚƚ, sŽŬƵƚĞŶkǇŽshi (ଉళ͗ࢴڊDĞƌŐĞǁŝƚŚ,ĞĂǀĞŶ͕ĂďĂŶĚŽŶŝŶŐƐĞůĨͿ͕ŚĞĚĞǀĞůŽƉĞĚŝŶƚŚĞůĂƐƚ
ƉĞƌŝŽĚŽĨŚŝƐůŝĨĞ͘
^ƃƐĞŬŝ ďĞŐĂŶ ƚŽ ĐŽŵƉŽƐĞ kanshi ŝŶƐƉŝƌĞĚ ďǇ ŚŝƐ ĨƌŝĞŶĚ DĂƐĂŽŬĂ ^ŚŝŬŝ͕ ǁŚŽ ŚĂĚ ĂŶ ŝŵŵĞŶƐĞ
ŝŶĨůƵĞŶĐĞ ƵƉŽŶ ƚŚĞ ĂĞƐƚŚĞƚŝĐ ƚĂƐƚĞ ŽĨ ^ƃƐĞŬŝ͕ ĂŶĚ ǁŚŽ ŚĞ ƌĞŐĂƌĚĞĚ ĂƐ Ă ƉĞƌƐŽŶ ǁŚŽ ƌĞƉƌĞƐĞŶƚƐ
ƵůƚŝŵĂƚĞĨƻƌǇƻ. ^ƃƐĞŬŝ ďĞůŝĞǀĞĚƚŚĂƚĐŽůŽƵƌƐ͕ĨŽůůŽǁŝŶŐƚŚĞƚƌĂĚŝƚŝŽŶŽĨŚŝŶĞƐĞĐůĂƐƐŝĐƉŽĞŵƐ͕ǁĞƌĞ
ĂŶ ŝŵƉŽƌƚĂŶƚ ĞůĞŵĞŶƚ ŝŶ ƚŚĞ ĐŽŵƉŽƐŝƚŝŽŶ ŽĨ ƉŽĞƚƌǇ͕ ŚĞ ĂůƐŽ ŚĂĚ ĂŶ ŝŶƚĞƌĞƐƚ ŝŶ EŽŚ͕ ǁŚŝĐŚ ǁĂƐ
ŝŶĨůƵĞŶĐĞĚ ďǇ 'ŽǌĂŶ ůŝƚĞƌĂƚƵƌĞ fƌŽŵ ƚŚĞ DƵƌŽŵĂĐŚŝ ƉĞƌŝŽĚ͘ ,Ğ ƐŚŽǁĞĚ Ă ĨŽŶĚŶĞƐƐ ĨŽƌ dĂŽ

ϲϲ
ϲϳ

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ ϭϴ͘ /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ. 502.
tĂĚĂ͕dŽƐŚŝŽ͘^ƃƐĞŬŝŶŽ^ŚŝƚŽ,ĂŝŬƵ. DĞƌŬŵĂůƐŚĂ͕dŽŬǇŽ͕ϭϵϳϰ͕͞^ƃƐĞŬŝƚŽdŽŶŵĞŝ͟Ɖ͘Ϯϭϯ-222.
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zƵĂŶŵŝŶŐ͕ ĂŶĚ ǁĂƐ ŝŶĨůƵĞŶĐĞĚ ďǇ ŚŝƐ ǁŽƌŬƐ͘ ^ƃƐĞŬŝ͛Ɛ ƉŽĞŵƐ ƐŚŽǁ ŚŝƐ ŝŶƚĞƌĞƐƚƐ ŝŶ ƚŚĞ ŵĞĚŝƚĂƚŝǀĞ
ƉƌĂĐƚŝĐĞŽĨĂŽŝƐŵĂŶĚĞŶƵĚĚŚŝƐŵǁŚŝĐŚŝƐƚŽĨŽƌŐĞƚƚŚĞĚŝĨĨĞƌĞŶĐĞďĞƚǁĞĞŶŽŶĞƐĞůĨĂŶĚŽƚŚĞƌƐ
ĂŶĚďĞĐŽŵĞŽŶĞ͕ŽƌŶŽƚŚŝŶŐ͕ĚĞƉĞŶĚŝŶŐŽŶŽŶĞ͛ƐǀŝĞǁƉŽŝŶƚ͘

BOKUSETSUROKU (
ᷴ)
^ƃƐĞŬŝ ǁĂƐ ŝŶƐƉŝƌĞĚ ďǇ ^ŚŝŬŝ͛Ɛ ĐŽŵƉŽƐŝƚŝŽŶ͕ EĂŶĂŬƵƐĂ ^Śƻ͕ ƚŽ ǁƌŝƚĞ ŽŬƵƐĞƚƐuƌŽŬƵ (ᷴ͗
ŽůůĞĐƚŝŽŶ ŽĨ ǁŽŽĚ ƐŚĂǀŝŶŐƐͿ Ă ƚƌĂǀĞůŽŐƵĞ ŽĨ Ă ũŽƵƌŶĞǇ ĂƌŽƵŶĚ ƃƐƃ ,ĂŶƚƃ (૱ൔౣ- ƃƐƃ
WĞŶŝŶƐƵůĂ) ŝŶ^ĞƉƚĞŵďĞƌ ŽĨ ƚŚĞƐĂŵĞǇĞĂƌ͕ϭϴ8ϵ.
ŽŬƵƐĞƚƐƵƌŽŬƵ ĐŽŵƉƌŝƐĞĚ ĨŽƵƌƚĞĞŶ ƉŽĞŵƐ͘ >ĞĂǀŝŶŐ ƚŚĞ ĐĂƉŝƚĂů ǁŚĞƌĞ ƌĂƉŝĚ ŵŽĚĞƌŶŝƐĂƚŝŽŶ ǁĂƐ
ƚĂŬŝŶŐƉůĂĐĞĂŶĚƚƌĂǀĞůůŝŶŐƚŽƃƐƃ ,ĂŶƚƃ ǁŚĞƌĞŚĞĐĂŵĞŝŶƚŽĐůŽƐĞĐŽŶƚĂĐƚǁŝƚŚƚŚĞůŽĐĂůƐĐĞŶĞƌǇ
ĂŶĚ ŶĂƚƵƌĞ, ŝŶƐƉŝƌĞĚ ^ƃƐĞŬŝ ƚŽ ƌĞĐĂůů ŚŝƐ ƉŽĞƚŝĐ ƐĞŶƐŝƚŝǀŝƚǇ ĂŶĚ ĐŽŵƉŽƐĞ ƚŚĞƐĞ ƉŽĞŵƐ͘ >ƵĂŶ
ĐŽŵŵĞŶƚĞĚ͕͞/ƚŝƐĐůĞĂƌƚŚĂƚ^ƃƐĞŬŝ ǁĂƐŝŵƉƌĞƐƐĞĚďǇƚŚĞŶĂƚƵƌĂůďĞĂƵƚǇŽĨƚŚĞƃƐƃ WĞŶŝŶƐƵůĂ͘&Žƌ
^ƃƐĞŬŝ͕ƚŚĞũŽƵƌŶĞǇƚŽƃƐƃ ǁĂƐŶŽƚũƵƐƚĂƐŝŐŚƚ-ƐĞĞŝŶŐƚƌŝƉďƵƚǁĂƐĂůŝƚĞƌĂƌǇŵĞĂŶƐŽĨƐĞĂƌĐhŝŶŐĨŽƌ
ƚŚĞǁĂǇŝŶǁŚŝĐŚƚŽŐŽďĞǇŽŶĚƚŚĞĐŽŶĐĞƉƚƐŽĨƌĞĂůŝƐƚŝĐƐĐĞŶĞƌǇ͕ĂŶĚƐĞĞƚŚĞǁŽƌůĚĂƐ ĚĞƉŝĐƚĞĚŝŶ
ŚŝŶĞƐĞƉŽĞƚƌǇĂŶĚnanga ƐƚǇůĞƉĂŝŶƚŝŶŐ͘͟ ϲϴ
,ŝƐ ŵĂŝŶ ƉŽĞƚŝĐ ƐƚǇůĞ ŽĨ ƚŚŝƐ ƉĞƌŝŽĚ ŝƐ ^ŚŝĐŚŝŐŽŶ ĞŬŬƵ ǁŚŝĐŚ ǁĂƐ Ă ƉĂƌƚ ŽĨ Ă ŶĞǁ ƐƚǇůĞ ŽĨ ƉŽĞƚƌǇ
ĞƐƚĂďůŝƐhĞĚŝŶŚŝŶĂĚƵƌŝŶŐƚŚĞdĂŶŐƉĞƌŝŽĚ ;ϲϭϴ-ϵϬϳͿďƵƚŚĞĂůƐŽĐŽŵƉŽƐĞĚƚǁŽŽůĚƐƚǇůĞƉŽĞŵƐ͕
^ŚŝĐŚŝŐŽŶ<ŽƐŚŝ (ࣥࢽݻݶ- ƉŽĞŵƐĐŽŶƐŝƐƚŝŶŐŽĨƐĞǀĞŶŚŝŶĞƐĞĐŚĂƌĂĐƚĞƌƐ ŝŶŵĂŶǇůŝŶĞƐͿ͕ĂƐǁĞůůĂƐ
^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ͘ĐĐŽƌĚŝŶŐƚŽEĂŬĂŵƵƌĂ͕ĐŽƌƌĞƐƉŽŶĚŝŶŐůŝŶĞƐŝŶ^ƃƐĞŬŝ͛ƐĐŽŵƉŽƐŝƚŝŽŶƐŽĨ^ŚŝĐŚŝŐŽŶ
ZŝƐƐŚŝ ǁĞƌĞďĞĐŽŵŝŶŐŵŽƌĞĐŽůŽƵƌĨƵůĐŽŵƉĂƌĞĚƚŽƉƌĞǀŝŽƵƐƉŽĞŵƐ ĂŶĚŚŝƐĂďŝůŝƚǇƚŽĞǆƉƌĞƐƐĨĞĞůŝŶŐ
ŝŶĂĐŽŵƉƌĞƐƐĞĚĨŽƌŵŝƐĐĞƌƚĂŝŶůǇŵŽƌĞƌĞĨŝŶĞĚ.
^ƃƐĞŬŝ ƐŚŽǁĞĚŽŬƵƐĞƚƐƵƌŽŬƵ ƚŽ^ŚŝŬŝǁŚŽǁĂƐĂƐƚŽŶŝƐŚĞĚĂŶĚŝŵƉƌĞƐƐĞĚďǇ^ƃƐĞŬŝ͛ƐĂďŝůŝƚǇ͘^ƃƐĞŬŝ
ĂŶĚ ^ŚŝŬŝ ďĞĐĂŵĞ ĐůŽƐĞ ĨƌŝĞŶĚƐ ŝŶƐƉŝƌŝŶŐ ĞĂĐŚ ŽƚŚĞƌ ĨƌŽŵ ƚŚŝƐ ƉĞƌŝŽĚ ŽŶǁĂƌĚ ƵŶƚŝů ^ŚŝŬŝ͛Ɛ ĚĞĂƚŚ͘

ϲϴ

>ƵĂŶ, ĂǀŝĚ. ͞dŚĞ^ƚƵĚǇŽŶƚŚĞƚƌĂǀĞůďŽŽŬ͗ ŽŬƵƐĞƚƐƵ-ƌŽŬƵ.͟ :ƃsai hŶŝǀĞƌƐŝƚǇ:ŽƵƌŶĂů ϭϰϭ͕^ĂŝƚĂŵĂ͕ϭϵϳϲ͕Ɖ. 2.
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dƵĐŬ ŶŽƚĞĚ ƚŚĞŝƌ ĨƌŝĞŶĚƐŚŝƉ ĂƐ ĨŽůůŽǁƐ͕ ͞ŽŬƵƐĞƚƐƵƌŽŬƵ͕ ǁŚŝĐŚ ƐĞĞŵƐ ƚŽ ŚĂǀĞ ďĞĞŶ ǁƌŝƚƚĞŶ
ĞǆĐůƵƐŝǀĞůǇĨŽƌ^ŚŝŬŝ͛ƐĞǇĞƐ͕ŝŶĐůƵĚĞƐƐĞǀĞƌĂůĞǆĂŵƉůĞƐŽĨƌŚǇŵĞ-ĨŽůůŽǁŝŶŐƐĞƋƵĞŶĐĞƐĐŽŶĚƵĐƚĞĚǀŝĂ
ůĞƚƚĞƌƐ ƚŚĞ ƚǁŽ ĞǆĐŚĂŶŐĞĚ ŽǀĞƌ ƚŚĞ ƐƵŵŵĞƌ͘ /Ŷ ƚŚĞƐĞ ĐŽƌĚŝĂů ĞǆĐŚĂŶŐĞƐ ǁĞ ƐĞĞ ĞǀŝĚĞŶĐĞ ŽĨ ƚŚĞ
ĚĞĞƉĞŶŝŶŐ ĨƌŝĞŶĚƐŚŝƉ ďĞƚǁĞĞŶ ƚŚĞ ƚǁŽ ŵĞŶ͕ ďƵƚ ƚŚĞǇ ĂƌĞ ĂůƐŽ ŽĨ ĐŽŶƐŝĚĞƌĂďůĞ ŝŶƚĞƌĞƐƚ ĨƌŽŵ ƚŚĞ
ƉŽŝŶƚŽĨǀŝĞǁŽĨůŝƚĞƌĂƌǇŚŝƐƚŽƌǇ͘͟ ϲϵ
dŚĞĨŽůůŽǁŝŶŐŝƐĂƚƌĂŶƐůĂƚŝŽŶŽĨ^ŚŝŬŝ͛ƐĐƌŝƚŝĐŝƐŵ͘

dŚĞ ŵĂƐƚĞƌ ĨŝƐŚĞƌŵĂŶ ĐĂŶ ĐĂƚĐŚ ĨŝƐŚ ǁŝƚŚŽƵƚ ƚƌǇŝŶŐ ƚŽŽ ŚĂƌĚ͕ ĂƐ ĨŝƐŚ ĨŝŐŚƚ
ĞĂĐŚ ŽƚŚĞƌ ƚŽ ŐĞƚ ĐĂƵŐŚƚ͘ dŚĞ ƉŽŽƌ ĨŝƐŚĞƌŵĂŶƚƌŝĞƐ ŚĂƌĚ ƚŽ ĐŚŽŽƐĞƚŚĞ ĨŽŽĚ͕ ĂŶĚ
ƚŚĞƉůĂĐĞƚŽĨŝƐŚ͕ďƵƚŚĞĐĂŶŶŽƚĐĂƚĐŚĨŝƐŚ͘
/ĚŽŶŽƚƚŚŝŶŬƚŚĂƚ^ƃƐĞŬŝ ƐƉĞŶƚƚŽŽŵƵĐŚƚŝŵĞƚŚŝŶŬŝŶŐǁŚĞŶŚĞǁĂƐĐŽŵƉŽƐŝŶŐ
ŚŝŶĞƐĞ ƉŽĞŵƐ ĂŶĚ ǁƌŝƚŝŶŐƐ͘ ,Ğ ǁĂƐ ĂďůĞ ƚŽ ĐŽŵƉŽƐĞ ĐŽůŽƵƌĨƵů ƐĞŶƚĞŶĐĞƐ ĂŶĚ
ďĞĂƵƚŝĨƵůƉŽĞŵƐǁŝƚŚŽƵƚŵƵĐŚĞĨĨŽƌƚ͘
tŚĞŶŚĞĚĞƐĐƌŝďĞƐƚŚĞŵŽƵŶƚĂŝŶĂŶĚƌŝǀĞƌ͕ŚĞĞǆƉƌĞƐƐĞƐƚŚĞŵĂƐƚŚŽƵŐŚƚŚĞǇĂƌĞ
ƉƌĞĐŝŽƵƐũĂĚĞƐ͘^ŽŵĞƚŝŵĞƐƚŚĞĞǆƉƌĞƐƐŝŽŶŝƐĞǆƚƌĞŵĞůǇƐŽĨƚ͕ĂŶĚŽƚŚĞƌƚŝŵĞƐ͕ ŝƚŝƐ
ǁŝůĚůǇ ĨƌĞĞ͘ /ƚ ĨĞĞůƐ ĂƐ ƚŚŽƵŐŚ ƚŚĞ ƉŽĞŵ ůĞĂƉƚ ŽĨĨ ƚŚĞ ƉĂƉĞƌ ůŝŬĞ Ă ŵŽƵŶƚĂŝŶ͕ ƚŚĞ
ŶĞǆƚ ŵŽŵĞŶƚ ďƵďďůŝŶŐ ůŝŬĞ Ă ƐĞĂ ǁĂǀĞ ŽŶ ƚŚĞ ƚŝƉ ŽĨ Ă ďƌƵƐŚ͘ tŚĞŶ ŚĞ ĚĞƉŝĐƚƐ
ĚĞƚĂŝůƐŽĨĨŝƐŚĂŶĚďŝƌĚƐ͕ƚŚĞĞǆƉƌĞƐƐŝŽŶŝƐŶŽƚƚŽŽůŽŶŐ͕ŝŶƐƚĞĂĚŝƚŝƐƐŚŽƌƚĂŶĚƐŚĂƌƉ
ĂŶĚ ĞĂƐǇ ƚŽ ƵŶĚĞƌƐƚĂŶĚ͘ /ƚ ŝƐ ƐŝŵŝůĂƌ ƚŽ ǁĞƐƚĞƌŶ ƉĂŝŶƚŝŶŐƐ͕ ƐƚĂƌƚůŝŶŐ ƉĞŽƉůĞ ǁŝƚŚ
ƚŚĞŝƌ ĨŝŶĞ ƚĞĐŚŶŝƋƵĞ ĂŶĚ ĚĞƚĂŝů Žƌ ŚŝŶĞƐĞ ƉĂŝŶƚŝŶŐƐ ŝŵƉƌĞƐƐŝŶŐ ƉĞŽƉůĞ ďǇ ƚŚĞŝƌ
ƐƵƉĞƌďĂĞƐƚŚĞƚŝĐƚĂƐƚĞ͘

ůĂƐ͕^ƃƐĞŬŝ͕ǁŚĂƚŵĞƚŚŽĚŽĨĞǆƉƌĞƐƐŝŽŶĚŝĚǇŽƵƐƚƵĚǇĂŶĚŵĂƐƚĞƌŝŶŽƌĚĞƌƚŽ
ƌĞĂĐŚƐƵĐŚĂŚŝŐŚƐƚĂŶĚĂƌĚ͍KůĚŵĂƐƚĞƌƐƵƐĞĚƚŽƐĂǇƚŚĂƚŽŶĞŚĂƐƚŽƌĞĂĚŵŝůůŝŽŶƐ
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ŽĨ ďŽŽŬƐ ĂŶĚ ƚƌĂǀĞů ŵŝůůŝŽŶƐ ŽĨ ŵŝůĞƐ ŝŶ ŽƌĚĞƌ ƚŽ ŐƌĂƐƉ ƚŚĞ ǁĂǇ ŽĨ ďƌƵƐŚ ĂŶĚ ŝŶŬ͘
dŚŝƐ ŝƐ ƚŚĞ ƉĞƌĨĞĐƚ ĚĞƐĐƌŝƉƚŝŽŶ ŽĨ ƚŚĞ ůĞǀĞů ǇŽƵ ŚĂǀĞ ƌĞĂĐŚĞĚ͘ ,ŽǁĞǀĞƌ͕ ǇŽƵ ŚĂǀĞ
ŶŽƚ ƌĞĂĚ ŵŝůůŝŽŶƐ ŽĨ ďŽŽŬƐ ǇĞƚ͘ ƚ ƚŚĞ ƐĂŵĞ ƚŝŵĞ͕ ǇŽƵƌ ĐŽŵƉŽƐŝƚŝŽŶ ŚĂƐ ƚŚĞ ƌĞĂů
ĞƐƐĞŶĐĞŽĨƚŚĞƉŽĞƚƌǇĂŶĚǁƌŝƚŝŶŐƚŚĂƚďĞůŽŶŐĞĚƚŽƚŚĞŽůĚŵĂƐƚĞƌƐ͘zŽƵŚĂǀĞŶŽƚ
ƚƌĂǀĞůůĞĚŵŝůůŝŽŶƐŽĨŵŝůĞƐůŝŬĞƚŚĞŽůĚŵĂƐƚĞƌƐ͕ǇĞƚĚĞƐƉŝƚĞǇŽƵƌůĂĐŬŽĨĞǆƉĞƌŝĞŶĐĞ
ǇŽƵƌ ƉŽĞŵƐ ĂŶĚ ǁƌŝƚŝŶŐ ĂƌĞ ĂƐ ŚŝŐŚ ĂƐ dĂŝ ^ŚĂŶ͕ ǁŚŝĐŚ ƌĞƉƌĞƐĞŶƚƐ ƐƚĂďŝůŝƚǇ ĂŶĚ
ĐŽƵƌĂŐĞ͕ĂŶĚĂƐůŽŶŐĂƐƚŚĞzĂŶŐƚǌĞ ZŝǀĞƌƐ͘
…zŽƵĂƌĞĂďŽƌŶŐĞŶŝƵƐ͕ĂŶĚǇŽƵǁĞƌĞďŽƌŶǁŝƚŚƚĂůĞŶƚ͕/ĐĂŶŶŽƚĨŝŶĚĂŶǇŽƚŚĞƌǁĂǇ
ƚŽĚĞƐĐƌŝďĞǇŽƵƌĂďŝůŝƚǇ…
Ɛ Ă ĐůĂƐƐ ŵĂƚĞ Ăƚ ƉƌĞƉ ƐĐŚŽŽů͕ ǁĞ ŚƵŶŐ ƌŽƵŶĚ ƚŽŐĞƚŚĞƌ ĨŽƌ Ă ůŽŶŐ ƚŝŵĞ͘
,ŽǁĞǀĞƌ͕ǁĞďĞĐĂŵĞƚƌƵĞĨƌŝĞŶĚƐĨƌŽŵ:ĂŶƵĂƌǇŝŶDĞŝũŝϮϮ͘tŚĞŶ/ĐĂŵĞƚŽdŽŬǇŽ͕
/ ƐƉĞŶƚ Ă ĐŽƵƉůĞ ŽĨ ǇĞĂƌƐ ůŽŽŬŝŶŐ ĨŽƌ Ă ƚƌƵĞ ĨƌŝĞŶĚ ďƵƚ / ĚŝĚ ŶŽƚ ŵĞĞƚ ĂŶǇŽŶĞ͘ /
ďĞŐĂŶƚŽŬŶŽǁǇŽƵĂƐǁĞƐŚĂƌĞĚƚŚĞƐĂŵĞŝŶƚĞƌĞƐƚŝŶŐŽŝŶŐƚŽzŽƐĞ;ŽŵŝĐƐƚŽƌǇ
ƚĞůůŝŶŐŚŽƵƐĞͿ͘/ĨĞůƚƚŚĂƚ/ŚĂĚŵĞƚĂƉĞƌƐŽŶ/ƌĞĂůůǇǁĂŶƚĞĚƚŽďĞĨƌŝĞŶĚƐǁŝƚŚĂŶĚ
ǁĞ ďĞĐĂŵĞ ƚƌƵĞ ĨƌŝĞŶĚƐ͘ ZĞĐĞŶƚůǇ͕ ŽƵƌ ĨƌŝĞŶĚƐŚŝƉ ŚĂƐ ďĞĐŽŵĞ ĐůŽƐĞƌ ĂŶĚ / Ăŵ
ŽǀĞƌǁŚĞůŵĞĚďǇŝƚ͘/ĨĞĞůƚŚĂƚ/ŚĂǀĞŐĂŝŶĞĚŽŶĞŽĨƚŚĞŵŽƐƚŝŵƉŽƌƚĂŶƚĨƌŝĞŶĚƐ͕ĂŶĚ
ƉůĞĂƐĞƵŶĚĞƌƐƚĂŶĚŚŽǁŚĂƉƉǇ/ĂŵƚŽŚĂǀĞǇŽƵĂƐĂĨƌŝĞŶĚ͘
/ŬŶĞǁƚŚĂƚǇŽƵǁĞƌĞ ŐŽŽĚ ĂƚŶŐůŝƐŚůŝƚĞƌĂƚƵƌĞďƵƚŝƚƚŽŽŬůŽŶŐƚŝŵĞďĞĨŽƌĞ/
ĐĂŵĞ ĂĐƌŽƐƐ ǇŽƵƌ ŚŝŶĞƐĞ tƌŝƚŝŶŐ͘ /Ŷ ŽƚŚĞƌ ǁŽƌĚƐ͕ ƚŚŝƐ ƚƌĂǀĞůŽŐƵĞ ŽĨ ƃƐƃ
WĞŶŝŶƐƵůĂ ŝƐ ƚŚĞ ĨŝƌƐƚ ƚŝŵĞ ƚŚĂƚ / ŚĂǀĞ ĐŽŵĞ ĂĐƌŽƐƐ ǇŽƵƌ ĐŽŵƉŽƐŝƚŝŽŶ ŝŶ ŚŝŶĞƐĞ
ǁƌŝƚŝŶŐ͘
tŚĞŶ ǁĞ ĞŶƚĞƌĞĚ ƚŚĞ ƉƌĞƉ ƐĐŚŽŽů ĨŽƌ ƵŶŝǀĞƌƐŝƚǇ͕ ǁĞ ƐƚƵĚŝĞĚ ǁĞƐƚĞƌŶ
ůĂŶŐƵĂŐĞƐƚŽŐĞƚŚĞƌ͘zŽƵƐŚŽǁĞĚĂƐƵƉĞƌŝŽƌƚĂůĞŶƚŝŶǁĞƐƚĞƌŶůĂŶŐƵĂŐĞƐ͘zŽƵƐƉŽŬĞ
ǁĞƐƚĞƌŶůĂŶŐƵĂŐĞƐĂƐƚŚŽƵŐŚǇŽƵƐƉŽŬĞ:ĂƉĂŶĞƐĞ͘/ƚŚŽƵŐŚƚƚŚĂƚƉĞŽƉůĞǁŚŽĂƌĞ
ŐŽŽĚ Ăƚ ǁĞƐƚĞƌŶ ůĂŶŐƵĂŐĞƐ ǁĞƌĞ ƉŽŽƌ Ăƚ ĞĂƐƚĞƌŶ ůĂŶŐƵĂŐĞƐ͘ dŚĞƌĞĨŽƌĞ͕ / ďĞůŝĞǀĞĚ
ƚŚĂƚ ^ƃƐĞŬŝ ĐŽƵůĚ ŶŽƚ ƵŶĚĞƌƐƚĂŶĚ ƚŚĞ ƉƌŽĨŽƵŶĚ ĞƐƐĞŶĐĞ ŽĨ :ĂƉĂŶĞƐĞ ĂŶĚ ŚŝŶĞƐĞ
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ůŝƚĞƌĂƚƵƌĞ͘ /ƚ ǁĂƐ ŽŶůǇ ǁŚĞŶ / ĐĂŵĞ ƚŽ ƌĞĂĚ ƚŚĞ ƉŽĞŵƐ ĂŶĚ ǁƌŝƚŝŶŐƐ ĐŽŶƚĂŝŶĞĚ ŝŶ
ŽŬƵƐĞƚƐƵƌŽŬƵ ƚŚĂƚ/ďĞĐĂŵĞĂǁĂƌĞŽĨǇŽƵƌŶĂƚƵƌĂůƚĂůĞŶƚ͘
ƐĨĂƌĂƐ/ŬŶŽǁ͕ƉĞŽƉůĞǁŚŽĐŽŵƉŽƐĞƉŽĞŵƐǁĞůů͕ƐƚĂŶĚŽƵƚĨŽƌƚŚĞŝƌƐŬŝůůŝŶ
ĞǆƉƌĞƐƐŝŽŶ͘ Ƶƚ ƚŚĞǇ ĂƌĞ ŽĨƚĞŶ ĚĞƚĂĐŚĞĚ ĨƌŽŵ ƚŚĞ ŚŝƐƚŽƌǇ ĂŶĚ ĚŝǀĞƌƐŝƚǇ ŽĨ ƚŚĞ
ĞǆƉƌĞƐƐŝǀĞ ǁŽƌĚƐ ĂŶĚ ĚŽ ŶŽƚ ŚĂǀĞ ĂŶ ŝŶƚĞƌŶĂƚŝŽŶĂů ĂƐƉĞĐƚ ƚŽ ƚŚĞŝƌ ƐƚƵĚŝĞƐ ǁŚŝĐŚ
ĐĂŶŚĞůƉĐŽŶƚƌŝďƵƚĞƚŽƚŚĞƋƵĂůŝƚǇŽĨƉŽĞƚƌǇĂŶĚǁƌŝƚŝŶŐ͘^ƃƐĞŬŝ͕ǇŽƵŚĂǀĞďŽƚŚŽĨ
ƚŚĞƐĞƋƵĂůŝƚŝĞƐ͘zŽƵĂƌĞĂƌĞĂůůǇƵŶŝƋƵĞĂŶĚƌĂƌĞŝŶĚŝǀŝĚƵĂůǁŚŽŵĂǇĂƉƉĞĂƌŽŶĐĞŝŶ
ĂŵŝůůŝŽŶǇĞĂƌƐ͘>ƵĐŬŝůǇ͕/ŚĂǀĞďĞĐŽŵĞĂĐůŽƐĞĨƌŝĞŶĚŽĨǇŽƵƌƐ͕ĂŶĚŚĂǀĞĂŵĂƐƐĞĚĂ
ŚƵŐĞ ƌĞƐƉĞĐƚ ĨŽƌ ǇŽƵ͘ /Ŷ ƚŚĞ ƉĂƐƚ͕ / ǁĂƐ ƐŚŽĐŬĞĚ ďǇ ǇŽƵƌ ĞǆĐĞůůĞŶƚ ĐŽŵŵĂŶĚ ŽĨ
ŶŐůŝƐŚ͕ĂŶĚĂŐĂŝŶ͕/ǁĂƐƵƚƚĞƌůǇĂƐƚŽŶŝƐŚĞĚďǇƌĞĂĚŝŶŐŽŬƵƐĞƚƐƵƌŽŬƵ.
ƌĞǇŽƵŐŽŝŶŐƚŽƐƵƌƉƌŝƐĞŵĞĂŐĂŝŶŝŶƚŚĞĨƵƚƵƌĞ͍^ŚŽǁǇĞƚĂŶŽƚŚĞƌŚŝĚĚĞŶ
ƚĂůĞŶƚ͍tŝƚŚƚŚĞŐƌĞĂƚƉƌŝǀŝůĞŐĞŽĨŬŶŽǁŝŶŐǇŽƵĐĂŵĞƚŚĞŚŽŶŽƵƌŽĨƌĞĂĚŝŶŐǇŽƵƌ
ǁƌŝƚŝŶŐĂŶĚ ĂůƐŽƚŚĞŽƉƉŽƌƚƵŶŝƚǇƚŽŵĂŬĞĂĐŽŵŵĞŶƚĂƌǇ͘EŽǁ͕/ĂŵƌĞƚƵƌŶŝŶŐƚŚĞ
ƉƌĞĐŝŽƵƐǁƌŝƚŝŶŐ͕ƉůĞĂƐĞĨŽƌŐŝǀĞŵĞĨŽƌŵĂŬŝŶŐĐŽŵŵĞŶƚƐĂƚƚŚĞĞŶĚ͛͘ ϳϬ
ǀĞŶŝŶŐŽĨϭϯKĐƚŽďĞƌϭϴϴϵ͕ǁƌŝƚƚĞŶĂƚƚŚĞ ŚŽƵƐĞŽĨ&ĂďůĞĂƚŽŶŐ-ƚĂŝ ^ŚĂŶŝŶ^ŚŝŵŽ-EĞŐŝƐŚŝ͘
,ƵŵďůǇǁƌŝƚƚĞŶďǇ&ŝƐŚĞƌŵĂŶdƐƵŶĞŶŽƌŝ.

:ƵĚŐŝŶŐĨƌŽŵ^ŚŝŬŝ͛ƐĐŽŵŵĞŶƚĂƌǇŽŶ ŽŬƵƐĞƚƐƵƌŽŬƵ, ^ƃƐĞŬŝ͛ƐƚĂůĞŶƚĂŶĚƐŬŝůůƐŝŶĐŽŵƉŽƐŝŶŐkanshi
ǁĞƌĞ͕ ĂůƌĞĂĚǇ Ăƚ ƚŚŝƐ ƐƚĂŐĞ͕ ŽĨ Ă ŚŝŐŚ ƐƚĂŶĚĂƌĚ͘ /ƚ ŝƐ ƚƌƵĞ ƚŽ ƐĂǇ ƚŚĂƚ ŚŝƐ ĐŽŵƉƌĞŚĞŶƐŝŽŶ ĂŶĚ
ĂƉƉůŝĐĂƚŝŽŶŽĨŚŝŶĞƐĞƚĞǆƚƐĂŶĚŚŝƐĐƌĂĨƚŵĂŶƐŚŝƉǁĞƌĞŶŽǁƐŚŽǁŝŶŐƚŚƌŽƵŐŚ͘tĞĂƌĞŶŽǁŐŽŝŶŐƚŽ
ĞǆĂŵŝŶĞƐĞůĞĐƚĞĚƉŽĞŵƐĨƌŽŵƚŚĞĨŽƵƌƚĞĞŶ ƉŽĞŵƐƚŚĂƚŵĂŬĞƵƉŽŬƵƐĞƚƐƵrŽŬƵ ;ŝŶZenshƻ͕ŶŽ͘ϭϴϯϭͿ
^ƃƐĞŬŝ ĐŽŵŵĞŶƚĞĚ ŝŶ ƉĂƌƚ ĞŝŐŚƚ ŽĨ ŽŬƵƐĞƚƐƵƌŽŬƵ ŽŶ ƚŚĞ ŝŶƐƉŝƌĂƚŝŽŶ ďĞŚŝŶĚ ƚŚĞ ŶĞǆƚ ƉŽĞŵΖƐ
ĐŽŵƉŽƐŝƚŝŽŶ͘,ĞůŝǀĞĚŝŶƚŚĞĐŝƚǇĂŶĚƋƵĞŶĐŚĞĚŚŝƐƚŚŝƌƐƚĨŽƌƚŚĞĂƉƉƌĞĐŝĂƚŝŽŶŽĨŶĂƚƵƌĞďǇůŽŽŬŝŶŐĂƚ
ďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐƐ͘&ŽƌƚƵŶĂƚĞůǇ͕ŚĞŚĂĚĂĐŚĂŶĐĞƚŽƚƌĂǀĞůƚŽƃƐƃ WĞŶŝŶƐƵůĂĂŶĚǁŝƚŶĞƐƐĞĚƚŚĞ
ϳϬ

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ͘ϱϲϳ-ϵ͘
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ĐůŽƵĚƐĂƌŽƵŶĚƚŚĞŵŽƵŶƚĂŝŶŐĂƚŚĞƌŝŶŐĂŶĚĚŝƐƉĞƌƐŝŶŐ͕ĂŶĚƚŚĞƚŝĚĂůǁĂǀĞƐ ĐŽŵŝŶŐŝŶĂŶĚŽƵƚ͘,Ğ
ĨĞůƚĐĂůŵŝŶƚŚĞŵŝĚƐƚŽĨŶĂƚƵƌĞĂŶĚĂƉŽĞƚŝĐƐĞŶƐŝƚŝǀŝƚǇĂƌŽƐĞ͘dŚŝƐŝƐƚŚĞƉŽĞŵŚĞĐŽŵƉŽƐĞĚ͘

WŽĞŵϮϬ
WĂƌƚϯ
ଘࢀ ଘࢀ
್ॉ༪೧ेఉ್ ښॉ༪೧ ఉښͶेΊ
ဿԭҪҋউ ဿԭҪ ҋ͖ͶΝউΉ͢
ࠕؕ٭ปؔժ ࠕ ؕ ͤ٭ปؔժ
ඨ୰੪ء ඨ୰੪ ءͶͮͱΔ͖͵Ηͻ͵Ε

ϳϭ

/ŚĂǀĞůŝǀĞĚŝŶdŽŬǇŽ ŽǀĞƌƚǁĞŶƚǇǇĞĂƌƐ͘
/ ŝŵĂŐŝŶĞĚ ĨĂŵŽƵƐ ŵŽƵŶƚĂŝŶƐ ĂŶĚ ďĞĂƵƚŝĨƵů ƌŝǀĞƌƐ ĂŶĚ ĨŽƵŶĚ ƐŽůĂĐĞ ŝŶ ůŽŽŬŝŶŐ Ăƚ ďƌƵƐŚ
ĂŶĚŝŶŬƉĂŝŶƚŝŶŐƐďǇŵĂƐƚĞƌĂƌƚŝƐƚƐƐƵĐŚĂƐNi Zan and ,ƵĂŶŐ'ŽŶŐǁĂŶŐ͘
EŽǁ͕/ĂŵŶŽƚůŽŽŬŝŶŐĂƚƚŚĞƉĂŝŶƚŝŶŐŽŶƚŚĞǁĂůů
BƵƚƚŚĞƌĞĂůǀŝǀŝĚůǇĐŽůŽƵƌeĚƐĐĞŶĞƌǇƐƚƌĞƚĐŚĞƐĂŚƵŶĚƌĞĚŵŝůĞƐŝŶĨƌŽŶƚŽĨŵĞ͘
^ŚŝĐŚŝŐŽŶĞŬŬƵ.
dŚŝƐƉŽĞŵĚĞŵŽŶƐƚƌĂƚĞƐŚŝƐĐŽŶƚŝŶƵĞĚŝŶƚĞƌĞƐƚŝŶďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ͘,ĞƐŚŽǁƐŚŝƐŬŶŽǁůĞĚŐĞ
ŽĨĂƌƚŝƐƚƐ͕ŵĞŶƚŝŽŶŝŶŐƚǁŽŽĨƚŚĞĨŽƵƌŐƌĞĂƚďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚĞƌƐ͕EŝĂŶ(ဿ㧼͕ϭϯϬϮ-ϭϯϳϰͿĂŶĚ
,ƵĂŶŐ 'ŽŶŐǁĂŶŐ (ԭޮ͕ ϭϮϲϵ-ϭϯϱϰͿ͕ ĨƌŽŵ ƚŚĞ zƵĂŶ ; ݫϭϮϳϭ-ϭϯϲϴͿ ƉĞƌŝŽĚ ŝŶ ŚŝŶĂ͘ /ƚ ŝƐ
ŝŵƉŽƌƚĂŶƚ ƚŽ ŶŽƚĞ ƚŚĂƚ ^ƃƐĞŬŝ ŽďƐĞƌǀĞĚ ŝŶ ŽŬƵƐĞƚƐƵƌŽŬƵ ŚŽǁ ŚĞ ďĞĐĂŵĞ Ă ĐŽŵƉŽƐĞĚ ďĞŝŶŐ
ƚŚƌŽƵŐŚ ǁĂƚĐŚŝŶŐŶĂƚƵƌĞĂŶĚŚŽǁƉŽĞƚŝĐŝŶƐƉŝƌĂƚŝŽŶƐƉƌĂŶŐƵƉƵŶĚĞƌ ƐƵĐŚĐŽŶĚŝƚŝŽŶƐ͘EĂƚƵƌĞƉůĂǇƐ
ĂǀŝƚĂůƌŽůĞŝŶ^ƃƐĞŬŝ͛Ɛkanshi ĐŽŵƉŽƐŝƚŝŽŶƐ͘EĂŬĂŵƵƌĂƉŽŝŶƚĞĚŽƵƚƚŚĂƚ^ƃƐĞŬŝŚĂĚǁƌŝƚƚĞŶ ĂďŽƵƚŚŝƐ

ϳϭ

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ ϭϵϵϱ͕ Ɖ. ϭϮϭ.
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ĐŚŝůĚŚŽŽĚ ŵĞŵŽƌŝĞƐ ŽĨ nanga ϳϮ. TŚĞ ĨŽůůŽǁŝŶŐ ŝƐ Ă ƚƌĂŶƐůĂƚŝŽŶ ŽĨ ĂŶ ĞǆƚƌĂĐƚ ĨƌŽŵ KŵŽŝĚĂƐƵ
ŬŽƚŽŶĂĚŽ, ͞dŚĞƌĞ ǁĞƌĞĂďŽƵƚϱϬƚŽϲϬŚĂŶŐŝŶŐƐĐƌŽůůƐĂƚŚŽŵĞǁŚĞŶ/ǁĂƐĂĐŚŝůĚ͘^ŽŵĞƚŝŵĞƐƚŚĞǇ
ǁĞƌĞŚƵŶŐŝŶƚŚĞĂůĐŽǀĞ͕ƐŽŵĞƚŝŵĞƐ ŝŶ ƚŚĞƐƚŽƌĂŐĞ ĂƌĞĂĂŶĚ ƐŽŵĞƚŝŵĞƐ ƚŚĞǇǁĞƌĞŚƵŶŐ ĨŽƌĂŝƌŝŶŐ͘/
ůŽŽŬĞĚĂƚĞĂĐŚŽŶĞŝŶĚĞƚĂŝů͘/ƚǁĂƐŵǇƉůĞĂƐƵƌĞƚŽƐƉĞŶĚƚŝŵĞƐƋƵĂƚƚŝŶŐŝŶƐŝůĞŶĐĞ ŝŶĨƌŽŶƚŽĨƚŚĞ
ďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐƐ ŐĂǌŝŶŐĂƚ ƚŚĞŵĨŽƌŚŽƵƌƐ͘ǀĞŶŶŽǁ͕/ƉƌĞĨĞƌƚŽƐƉĞŶĚŵǇƚŝŵĞůŽŽŬŝŶŐĂƚ
ƉĂŝŶƚŝŶŐƐ/ůŝŬĞƌĂƚŚĞƌƚŚĂŶŐŽŝŶŐƚŽĂŶĞǆĂŐŐĞƌĂƚĞĚĚĞŶƐĞůǇ-ĐŽůŽƵƌĞĚ ƉůĂǇǁŚŝĐŚ ƌĞƐĞŵďůĞƐŶŽƚŚŝŶŐ
ŵŽƌĞƚŚĂŶĂŶŽǀĞƌƚƵƌŶĞĚƉĂŝŶƚďŽǆ.
/ ůŽǀĞĚ ƚŚĞ nanga ƉĂŝŶƚŝŶŐƐ ŝŶ ĐŽůŽƵƌ ƚŚĞ ďĞƐƚ͙ Nanga ǁĂƐ ŵǇ ŚŽďďǇ. / ĚŝĚŶ͛ƚ ŚĂǀĞ Ă ĐŚĂŶĐĞ ƚŽ
ƐƚƵĚǇ ŝƚ Žƌ ďĞĐŽŵĞ Ă ƐƉĞĐŝĂůŝƐƚ ŝŶ ũƵĚŐŝŶŐ Ăƌƚ ŽďũĞĐƚƐ͘ DǇ ƚĂƐƚĞ ŝŶ nanga ŚĂƐ ƌĞŵĂŝŶĞĚ ƚŚĞ ƐĂŵĞ
ƐŝŶĐĞƚŚĞŶ͘ƐĂƌĞƐƵůƚ͕ ĂůƚŚŽƵŐŚ ŝƚŵŝŐŚƚďĞĂďĂĚŚĂďŝƚŽĨŵŝŶĞƚŽůŽǀĞ ďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐƐ͕/
ŚĂǀĞĂƚůĞĂƐƚ ŵĂŶĂŐĞĚƚŽĂǀŽŝĚƚŚĞŵŝƐƚĂŬĞŽĨũƵĚŐŝŶŐƚŚĞƉĂŝŶƚŝŶŐƐďǇƚŚĞƉĂŝŶƚĞƌƐ͘/ƚǁĂƐ ƚŚĞƐĂŵĞ
ǁŝƚŚ kanshi ǁŚŝĐŚ / ďĞŐĂŶ ƚŽ ůŝŬĞ ĂƌŽƵŶĚ ƚŚĞ ƐĂŵĞ ƚŝŵĞ / ďĞĐĂŵĞ ŝŶƚĞƌĞƐƚĞĚ ŝŶ ďƌƵƐŚ ĂŶĚ ŝŶŬ
ƉĂŝŶƚŝŶŐ͘ / ĨĞůƚ ŶŽ ŽďůŝŐĂƚŝŽŶ ƚŽ ƐĞĞ ƚŚĞŵ ŝĨ / ĚŝĚŶ͛ƚ ůŝŬĞ ƚŚĞŵ ĂůƚŚŽƵŐŚ ƚŚĞǇ ŵŝŐŚƚ ďĞ ƉĂŝŶƚĞĚ ďǇ
ŐƌĞĂƚ ĂƌƚŝƐƚƐ Žƌ ƚŚĞǇ ŵŝŐŚƚďĞ ǁŚĂƚ ŝƐ ĐŽŶƐŝĚĞƌĞĚ Ă ƌĞĂů ĂŶĐŝĞŶƚ ŵĂƐƚĞƌƉŝĞĐĞ͘ ;/ ĚŝǀŝĚĞ kanshi ŝŶƚŽ
ƚŚƌĞĞƚǇƉĞƐ͖ŽŶĞƚŚŝƌĚŽĨƚŚĞŵ/ƌĞĂůůǇůŝŬĞ͖ŽŶĞƚŚŝƌĚŽĨƚŚĞŵ/ƐƉĞĂŬŝŶĚŝƐƉƌĂŝƐĞŽĨ͖ŽŶĞƚŚŝƌĚŽĨ
ƚŚĞŵ/ĚŽŶ͛ƚŚĂǀĞĂŶǇŽƉŝŶŝŽŶĂďŽƵƚ ǁŚĞƚŚĞƌ/ůŝŬĞŽƌŚĂƚĞƚŚĞŵ͘Ϳ͟ ϳϯ
^ŽƐĞŬŝƐĂǇƐƚŚĂƚŚĞĚĞǀĞůŽƉĞĚ ŚŝƐ ůŽǀĞŽĨ nanga ĂŶĚkanshi ĂƚĂ ƐŝŵŝůĂƌƚŝŵĞŝŶŚŝƐĐŚŝůĚŚŽŽĚ͘Nanga
ĂŶĚ kanshi ǁĞƌĞ ŝŶƐĞƉĂƌĂďůĞ ĨŽƌ ^ŽƐĞŬŝ ƵŶƚŝů ƚŚĞ ĞŶĚ ŽĨ ŚŝƐ ůŝĨĞ͘ tĞ ǁŝůů ĚŝƐĐƵƐƐ ƚŚĞ ƌĞůĂƚŝŽŶƐŚŝƉ
ďĞƚǁĞĞŶnanga ĂŶĚkanshi ĐůŽƐĞůǇŝŶŚĂƉƚĞƌ&ŽƵƌ͘
tĞŶŽǁŵŽǀĞŽŶƚŽƚŚĞŶĞǆƚƉŽĞŵ͘^ƃƐĞŬŝ ĞǆĂŵŝŶĞĚƚŚĞďĂĐŬŐƌŽƵŶĚƚŽƚŚĞĐŽŵƉŽƐŝƚŝŽŶŽĨƉŽĞŵ
ϮϭŝŶŽŬƵƐĞƚƐƵƌŽŬƵ͘dŚĞŽƚŚĞƌĨŽƵƌƉĞŽƉůĞǁŝƚŚǁŚŽŵ^ƃƐĞŬŝ ǁĂƐƚƌĂǀĞůůŝŶŐĚŝĚŶŽƚƵŶĚĞƌƐƚĂŶĚŚŝƐ
ƉŽĞŵƐ ĂŶĚ ŚŝƐ ĂĞƐƚŚĞƚŝĐ ƐĞŶƐŝƚŝǀŝƚǇ ŝŶ ƌĞŐĂƌĚƐ ƚŽ ƚŚĞ ĂƉƉƌĞĐŝĂƚŝŽŶ ŽĨ ŶĂƚƵƌĞ͘ ^ŽŵĞ ŐŽƚ ĚƌƵŶŬ ĂŶĚ
ďĞĐĂŵĞůŽƵĚ͕ŽƚŚĞƌƐŚĂĚĂǀŽƌĂĐŝŽƵƐĂƉƉĞƚŝƚĞǁŚŝĐŚƐŚŽĐŬĞĚĞǀĞŶƚŚĞƉĞƌƐŽŶƐĞƌǀŝŶŐƚŚĞŵ͘ĨƚĞƌ
ŚĂǀŝŶŐ Ă ďĂƚŚ͕ ƚŚĞǇ ƉůĂǇĞĚ ĐĂƌĚƐ ƚŽ ƉĂƐƐ ƚŚĞ ŚŽƵƌƐ͘ DĞĂŶǁŚŝůĞ ^ƃƐĞŬŝ ƐƉĞŶƚ ŚŝƐ ƚŝŵĞ ĂůŽŶĞ ŝŶ

ϳϮ
ϳϯ

EĂŬĂŵƵƌĂ͕ ,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϯϮ͘
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϮ͘͞KŵŽŝĚĂƐƵŬŽƚŽŶĂĚŽ͟Ϯϰ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϰ͕Ɖ͘ϰϮϲ-ϰϮϳ͘ ;ƚƌĂŶƐůĂƚŝŽŶ ŽĨŽƌŝŐŝŶĂů)
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ƐŽůŝƚĂƌǇ ĐŽŶƚĞŵƉůĂƚŝŽŶ͘ ^ŽŵĞƚŝŵĞ ǁŚŝůĞ ŝŶ ƚŚĞ ƉƌŽĐĞƐƐ ŽĨ ĐŽŵƉŽƐŝŶŐ Ă ƉŽĞŵ ŚĞ ǁŽƵůĚ ŐƌŽĂŶ ŝŶ
ĂŐŽŶǇ͘,ŝƐĨƌŝĞŶĚƐůĂƵŐŚĞĚĂƚŚŝŵĂŶĚĐĂůůĞĚŚŝŵĂŶĞĐĐĞŶƚƌŝĐ͕ďƵƚŚĞĚŝĚŶŽƚĐĂƌĞ͘^ƃƐĞŬŝ ƵƐĞĚ ƚŚĞ
ĐŽŵŵĞŶƚĂƌǇ ŵĂĚĞ ďǇ ^ŚĂŽ ŚĂŶŐŚĞŶŐ (ᬙௗ䋏͕ ϭϲϯϳ-ϭϳϬϰͿ͕ Ă ůŝƚĞƌĂƚƵƐ ĨƌŽŵ ƚŚĞ YŝŶŐ ƉĞƌŝŽĚ ŝŶ
ŚŝŶĂ͕ ŝŶ ŽƌĚĞƌ ƚŽ ĚĞƐĐƌŝďĞ ŚŝƐ ĨĞĞůŝŶŐ͕ ĐŝƚŝŶŐ Ă ƉĂƌĂŐƌĂƉŚ ĨƌŽŵ ^ŚĂŽ͛Ɛ ǁƌŝƚŝŶŐ ǁŝƚŚ ǁŚŝĐŚ ŚĞ
ƐǇŵƉĂƚŚŝƐĞĚ͘dŚĞĨŽůůŽǁŝŶŐŝƐƚŚĞĐŝƚĂƚŝŽŶ͘
͞tŚĞŶ/ĂŵĚĞǀĞůŽƉŝŶŐĂŶŝĚĞĂ͕/ůŽŽŬůŝŬĞĂƉĞƌƐŽŶƐƵĨĨĞƌŝŶŐĨƌŽŵĂŐƌĞĂƚƉĂŝŶ͘ĨƚĞƌ
/ŚĂǀĞŐŽƚĂŶŝĚĞĂ͕/ĐƌǇŽƵƚĨŽƌũŽǇĂŶĚŐŽĐƌĂǌǇ͕ǁĂůŬŝŶŐĂƌŽƵŶĚŵǇĚĞƐŬĚƌĂŐŐŝŶŐĂ
ĐůŽƚŚďĞŚŝŶĚŵĞ͘͟ ϳϰ
^ƃƐĞŬŝ ƐĂŝĚƚŚĂƚŚĞǁĂƐũƵƐƚůŝŬĞƚŚĞƚǇƉĞ^ŚĂŽĚĞƐĐƌŝďĞĚ͘KƚŚĞƌƐĚŝĚŶŽƚƵŶĚĞƌƐƚĂŶĚŚŝŵ͕ĂƐƚŚĞǇ
ĚŝĚ ŶŽƚ ƵŶĚĞƌƐƚĂŶĚ ƚŚĞ ůĂďŽƵƌ ŝŶǀŽůǀĞĚ ŝŶ ĂƌƚŝƐƚŝĐ ƉƌŽĚƵĐƚŝŽŶ͘ ^ƃƐĞŬŝ ŝƐ ĂĐŬŶŽǁůĞĚŐŝŶŐ ƚŽ ŚŝŵƐĞůĨ
ƚŚĂƚŚĞǁĂƐŝŶƐǇŵƉĂƚŚǇǁŝƚŚƚŚĞŚŝŶĞƐĞůŝƚĞƌĂƚŝĂƌƚŝƐƚƐ ĨƌŽŵƚŚĞƉĂƐƚ͘tĞĐĂŶƐĞĞũƵƐƚŚŽǁŐƌĞĂƚůǇ
ŚĞ ǁĂƐ ŝŶ ƐǇŵƉĂƚŚǇ ǁŝƚŚ ŚŝŶĞƐĞ ĂƌƚŝƐƚƐ ďǇ ƚŚĞ ĨĂĐƚ ƚŚĂƚ ŚĞ ĐŝƚĞĚ ^ŚĂŽ͛Ɛ ƉŚƌĂƐĞ ŽŶ ƚǁŽ ƐĞƉĂƌĂƚĞ
ŽĐĐĂƐŝŽŶƐ͕ŽŶĐĞŝŶ͞:ŝŶƐĞŝ͟ ŝŶϭϴϵϲ͕ĂŶĚƚŚĞŶŝŶ͞ƵŶƚĞŶƚŽ'ĞŝũƵƚƐƵ͟ ŝŶϭϵϭϮ͘ ϳϱ >Ğƚ͛ƐĞǆĂŵŝŶĞƚŚĞ
ƉŽĞŵ͘

WŽĞŵϮϭ
WĂƌƚϰ
ଘ࢝ ଘ࢝
ೈड़Պࢃඨఖ ೈ͖ͪՊࢃΝड़Ͳͱ ඨఖ
ք֖݆ࠉҋऱਫ਼ ք֖ ݆ࠉ͚ ҋऱਫ਼ͥ
ᔸҲٙڹໂ ᔸ Ҳ ڹໂΝٙ͘

ϳϰ

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, Ɖ. 524. (ƚƌĂŶƐůĂƚŝŽŶ ŽĨŽƌŝŐŝŶĂů)
EŽƚĞƚŚĂƚ^ŚĂŽŚĞŶŐŚĞŶŐŝƐĂůƐŽŬŶŽǁŶĂƐ^ŚĂŽYŝŶŐŵĞŶ;䛥䶂䮰)͘dŚĞƌĞŝƐĂŶ ŝĚĞŶƚŝĐĂů ƉĂƌƚŝŶ 䛥䶂䮰
ʰ੪าఽʱĐŽŵƉŝůĞĚŝŶ͞ݫੜ໌Պᭃ͟, ŬĞƉƚŝŶ^ƃƐĞŬŝ͛ƐŽǁŶůŝďƌĂƌǇ͘
ϳϱ ^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϭϲ͘ /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ, ϭϵϵϱ͕Ɖ͘ϱϭϰ͘
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ຯࡠބԄনថ ຯΕͶࡠͤ ބԄনថ ϳϲ
tŚĞŶ/ŐŽĨĂƌĂǁĂǇĨƌŽŵŚŽŵĞĂŶĚůŽdge at the seaside,
TŚĞŵŽŽŶŝƐĚĂƌŬĂŶĚĂĨĂŝŶƚƐĂĚŶĞƐƐĞŵĞƌŐĞƐ͘
/ŚĞĂƌƚŚĞƐŽƵŶĚŽĨǁĂǀĞƐƚŚĞǁŚŽůĞŶŝŐŚƚĂŶĚĂŵŶŽƚƐƵƌĞǁŚĞƚŚĞƌ/ĂŵĚƌĞĂŵŝŶŐŽĨŵǇ
ŚŽŵĞƚŽǁŶ͘
/ ƚŚŝŶŬ / ŚĞĂƌ ƚŚĞ ƐŽƵŶĚ ŽĨ ƌĂƚƚůŝŶŐ ƉŝŶĞ ƚƌĞĞƐ͕ ďůŽǁŶ ŚĞƌĞ ďǇ Ă ǁŝŶĚ ĨƌŽŵ ŵǇ ƚƌƵĞ
ŚŽŵĞƚŽǁn͘
ShiĐŚŝŐŽŶĞŬŬƵ.
^ƃƐĞŬŝ ĞǆƉůĂŝŶƐƚŚĞďĂĐŬŐƌŽƵŶĚƚŽƚŚŝƐƉŽĞŵŝŶŽŬƵƐĞƚƐƵƌŽŬƵ ƉĂƌƚƚĞŶ͘,ĞůĂǇĂůŽŶĞĂƚŶŝŐŚƚǁŚŝůĞ
ƚŚĞŽƚŚĞƌƐƐůĞƉƚůŝƐƚĞŶŝŶŐƚŽƚŚĞƐŽƵŶĚŽĨǁĂǀĞƐĐƌĂƐŚŝŶŐŝŶƚŽĞĂĐŚŽƚŚĞƌ͘ƚ ĨŝƌƐƚ͕ ŚĞƚŚŽƵŐŚƚŝƚǁĂƐ
ƚŚĞƐŽƵŶĚŵĂĚĞďǇƉŝŶĞƚƌĞĞƐ͘,ĞƌĞĐĂůůĞĚ ĂƉĂƐƚŵĞŵŽƌǇŽĨǁŚĞŶŚĞǁĂƐĂĐŚŝůĚĂƚŚŽŵĞ͘/ƚǁĂƐĂ
ǀĞƌǇĐŽůĚĚĂǇ͕ŚĞƐŚƵƚƚŚĞǁŝŶĚŽǁƐĂŶĚƌĞĂĚĂďŽŽŬ͘dŚĞƐƚĂƌƐǁĞƌĞƐŚŝŶŝŶŐŚŝŐŚƵƉŝŶƚŚĞƐŬǇ͕ĂŶĚĂ
ĚƌǇǁŝŶĚǁĂƐďůŽǁŝŶŐƚŚƌŽƵŐŚƚŚĞƉŝŶĞƚƌĞĞƐŵĂŬŝŶŐĂƌĂƚƚůŝŶŐƐŽƵŶĚ͘^ŝŶĐĞƚŚĞŶƐĞǀĞƌĂůǇĞĂƌƐ ŚĂĚ
ŐŽŶĞ ďǇ͕ĂŶĚŚĞ ŚĂĚ ŶŽƚ ŵĂĚĞ ƉƌŽŐƌĞƐƐ ŝŶ ŚŝƐ ƐƚƵĚŝĞƐ͘,Ğ ĨĞůƚ ŚĞ ǁĂƐ ŐĞƚƚŝŶŐ ŽůĚ ŝĚůǇ ǁĂƐƚŝŶŐ ŚŝƐ
ƚŝŵĞǀŝƐŝƚŝŶŐƚŚĞƐĞĂĂŶĚŵŽƵŶƚĂŝŶƐ͘>ŽŽŬŝŶŐďĂĐŬĂƚƚŚĞƉĂƐƚǁŚĞŶŚĞƵƐĞĚƚŽƐƚƵĚǇŚĂƌĚŚĞĨĞůƚ
ĂƐŚĂŵĞĚŽĨŚŝŵƐĞůĨĂŶĚŚŝƐƉŽŽƌƌĂƚĞŽĨƉƌŽŐƌĞƐƐ͘ ϳϳ ^ƃƐĞŬŝ ĨĞůƚ ŚĞǁĂƐƵŶĚĞƌĂĐŚŝĞǀŝŶŐŝŶƚŚĞƐƚƵĚǇ
ŽĨ ŚŝŶĞƐĞ ůĂƐƐŝĐƐ͕ ĂƐ ŚĞ ǁĂƐ ŽďůŝŐĞĚ ƚŽ ĚĞĚŝĐĂƚĞ ŚŝƐ ƚŝŵĞ ƚŽ ƐƚƵĚǇŝŶŐ ŶŐůŝƐŚ >ŝƚĞƌĂƚƵƌĞ Ăƚ
hŶŝǀĞƌƐŝƚǇ͘
EĂŬĂŵƵƌĂĐŽŵŵĞŶƚƐ ŽŶŚŽǁĚĞƉŝĐƚŝŶŐ͚,ŽŵĞ͛ͬ͛,ŽŵĞƚŽǁŶ͛ƚŚƌĞĞƚŝŵĞƐǁŝƚŚĚŝĨĨĞƌĞŶƚĐŚĂƌĂĐƚĞƌƐ͕
ՊɼڹɼބԄ ŝƐ ĂĐĐŽƌĚŝŶŐ ƚŽ ƚŚĞ ƌƵůĞƐ ŽĨ ĐŽŵƉŽƐŝŶŐ kanshi ŶŽƚ ĐŽŶƐŝĚĞƌĞĚ Ă ĨĂǀŽƵƌĂďůĞ
ƚĞĐŚŶŝƋƵĞ͘ ϳϴ ^ƃƐĞŬŝ ǁĂƐ ǁĞůů ĂǁĂƌĞ ŽĨ ƚŚŝƐ ĨĂĐƚ͕ ďƵƚ ŚŝƐ ĚĞƐĐƌŝƉƚŝŽŶ ŽĨ ŚŽŵĞ ƵƐŝŶŐ ĚŝĨĨĞƌĞŶƚ
ĐŚĂƌĂĐƚĞƌƐ ŐŝǀĞƐ Ă ĚĞĞƉĞƌ ĂŶĚ ŵŽƌĞ ĚĞƚĂŝůĞĚ ŵĞĂŶŝŶŐ ƚŽ ƚŚĞ ƉŽĞŵ͘ dŚĞ ĐŚĂƌĂĐƚĞƌ ƵƐĞĚ ƚŚĞ ĨŝƌƐƚ
ƚŝŵĞ, Պ, ƌĞĨĞƌƐƚŽŚŝƐĂĐƚƵĂůƉŚǇƐŝĐĂůŚŽŵĞ͘dŚĞŚŽŵĞƵƐĞĚŽŶƚŚĞƐĞĐŽŶĚŽĐĐĂƐŝŽŶ͕ ͕ڹĚĞƉŝĐƚƐ

ϳϲ
ϳϳ
ϳϴ

^ƃƐĞŬŝZensŚƻǀŽů͘ ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ. ϭϮϭ.
/ďŝĚ͕͘Ɖ. 525-ϲ.
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďŽ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ. 33.
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ƚŚĞ ͞EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐ sŝůůĂŐĞ͟ ;ໃՆ༙ ͿڹĨƌŽŵ ŚƵĂŶŐǌŝ͕ Ă ƉůĂĐĞ ǁĞ ĚŝƐĐƵƐƐĞĚ ĞĂƌůŝĞƌ͕ ƚŚĞ
ŵĞƚĂƉŚǇƐŝĐĂůǁŽƌůĚĞǆŝƐƚŝŶŐŝŶƐŝĚĞƚŚĞŵŝŶĚ͘
^ƃƐĞŬŝ ĂƚƚĂĐŚĞĚƚŚĞǁŽƌĚ͕ΖƌĞĂŵΖ͕ƚŽ ƚŚĞĐŚĂƌĂĐƚĞƌƌĞƉƌĞƐĞŶƚŝŶŐŚŽŵĞƚŽǁŶ͘,ĞǁĂƐĚƌĞĂŵŝŶŐŽĨ
ƚŚĞŵĞƚĂƉŚǇƐŝĐĂůůĂŶĚ;䜧དྷ) ĂŶĚƌĞĨĞƌƌŝŶŐ ƚŽĂ ƉĂƐƐĂŐĞĨƌŽŵŚƵĂŶŐǌŝ͕ǁŚĞƌĞŚƵĂŶŐǌŝĚƌĞĂŵƐ ŽĨ
ďĞŝŶŐĂďƵƚƚĞƌĨůǇ͘dŚĞĨŽůůŽǁŝŶŐŝƐĂĐŝƚĂƚŝŽŶĨƌŽŵŚĂƉƚĞƌ TǁŽŽĨŚƵĂŶŐǌŝ͕͚ŝƐĐƵƐƐŝŽŶŽŶDĂŬŝŶŐ
ůůdhŝŶŐƐƋƵĂů͛͘
KŶĐĞ ŚĂŶŐ ŚŽƵ ŚƵĂŶŐ ŚŽƵ ĚƌĞĂŵƚ ŚĞ ǁĂƐ Ă ďƵƚƚĞƌĨůǇ͕ Ă ďƵƚƚĞƌĨůǇ ĨůŝƚƚŝŶŐ
ĂŶĚĨůƵƚƚĞƌŝŶŐĂƌŽƵŶĚ͕ŚĂƉƉǇǁŝƚŚŚŝŵƐĞůĨĂŶĚĚŽŝŶŐĂƐŚĞƉůĞĂƐĞĚ͘,ĞĚŝĚŶ͛ƚŬŶŽǁ
ŚĞǁĂƐŚƵĂŶŐŚŽƵ ŚƵĂŶŐŚŽƵ͘^ƵĚĚĞŶůǇŚĞǁŽŬĞƵƉĂŶĚƚŚĞƌĞŚĞǁĂƐ͕ƐŽůŝĚ
ĂŶĚƵŶŵŝƐƚĂŬĂďůĞŚƵĂŶŐŚŽƵ ŚƵĂŶŐŚŽƵ͘ƵƚŚĞĚŝĚŶ͛ƚŬŶŽǁŝĨŚĞǁĂƐŚƵĂŶŐ
ŚŽƵŚƵĂŶŐŚŽƵǁŚŽŚĂĚĚƌĞĂŵƚŚĞǁĂƐĂďƵƚƚĞƌĨůǇ͕ŽƌĂďƵƚƚĞƌĨůǇĚƌĞĂŵŝŶŐŚĞ
ǁĂƐ ŚƵĂŶŐ ŚŽƵ ŚƵĂŶŐ ŚŽƵ͘ ĞƚǁĞĞŶ ŚƵĂŶŐ ŚŽƵ ŚƵĂŶŐ ŚŽƵ ĂŶĚ Ă
ďƵƚƚĞƌĨůǇ ƚŚĞƌĞ ŵƵƐƚ ďĞ ƐŽŵĞ ĚŝƐƚŝŶĐƚŝŽŶ͊ dŚŝƐ ŝƐ ĐĂůůĞĚ ƚŚĞ dƌĂŶƐĨŽƌŵĂƚŝŽŶ ŽĨ
dŚŝŶŐƐ͘ ϳϵ
&ƵƌƚŚĞƌŝŶƐŝĚĞŚŝƐĚƌĞĂŵůĂŶĚ͕^ƃƐĞŬŝ ŚĞĂƌĚƚŚĞƐŽƵŶĚŽĨĂƉŝŶĞƚƌĞĞ;নថ͕ƐŚƃƌĂŝͿƌĂƚƚůŝŶŐŝŶƚŚĞ
ǁŝŶĚ͕ŝŶƌĞĂůŝƚǇƚŚĞƐŽƵŶĚŽĨǁĂǀĞƐ͘dŚĞĐŚĂƌĂĐƚĞƌĨŽƌƚŚĞƐŽƵŶĚ͕ ថ (ZĂŝͿ͕ŝƐƚĂŬĞŶĨƌŽŵ ƚŚĞDƵƐŝĐ
ŽĨ ,ĞĂǀĞŶ ;ళថ͕ ƚĞŶ͛ƌĂŝͿ͕ ĨƌŽŵ ƚŚĞ ƐĂŵĞ ĐŚĂƉƚĞƌ ŝŶ ŚƵĂŶŐǌŝ͘ ,ĞƌĞ ŝƐ ƚŚĞ ƌĞůĞǀĂŶƚ ƉĂƐƐĂŐĞ ŝŶ
ŚƵĂŶŐǌŝ͘
dǌƵ-Ś͛ŝ ŝYŝŽĨ^ŽƵƚŚtĂůůƐĂƚůĞĂŶŝŶŐŽŶŚŝƐĂƌŵƌĞƐƚ͕ƐƚĂƌŝŶŐƵƉĂƚƚŚĞƐŬǇĂŶĚ
ďƌĞĂƚŚŝŶŐ- ǀĂĐĂŶƚĂŶĚĨĂƌĂǁĂǇ͕ĂƐƚŚŽƵŐŚŚĞ͛ĚůŽƐƚŚŝƐ cŽŵƉĂŶŝŽŶ͘zĞŶŚ͛ĞŶŐdǌƵǇƵ zĂŶ ŚĞŶŐ ŝ-ǇŽƵ͕ ǁŚŽ ǁĂƐ ƐƚĂŶĚŝŶŐ ďǇ ŚŝƐ ƐŝĚĞ ŝŶ ĂƚƚĞŶĚĂŶĐĞ͕ ƐĂŝĚ͕ ͞tŚĂƚ ŝƐ
ƚŚŝƐ͍͟ ĂŶ ǇŽƵ ƌĞĂůůǇ ŵĂŬĞ ƚŚĞ ďŽĚǇ ůŝŬĞ Ă ǁŝƚŚĞƌĞĚ ƚƌĞĞ ĂŶĚ ƚŚĞ ŵŝŶĚ ůŝŬĞ ĚĞĂĚ
ĂƐŚĞƐ͍ dŚĞ ŵĂŶ ůĞĂŶŝŶŐ ŽŶ ƚŚĞ ĂƌŵƌĞƐƚ ŶŽǁ ŝƐ ŶŽƚ ƚŚĞ ŽŶĞ ǁŚŽ ůĞĂŶĞĚ ŽŶ ŝƚ

ϳϵ

tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdzu͘ŽůŽŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕ EĞǁzŽƌŬ͕ϭϵϲϴ͕Ɖ͘ ϰϵ͘
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ďĞĨŽƌĞ͊͟
dǌƵ-ĐŚ͛ŝ ŝYŝƐĂŝĚ͕͞zŽƵĚŽǁĞůůƚŽĂƐŬƚŚĞƋƵĞƐƚŝŽŶ͕zĞŶ zĂŶ͘EŽǁ/ŚĂǀĞůŽƐƚ
ŵǇƐĞůĨ͘ŽǇŽƵƵŶĚĞƌƐƚĂŶĚƚŚĂƚ͍zŽƵŚĞĂƌƚŚĞƉŝƉŝŶŐŽĨŵĞŶ͕ďƵƚǇŽƵŚĂǀĞŶ͛ƚŚĞĂƌĚ
ƚŚĞ ƉŝƉŝŶŐ ŽĨ ĞĂƌƚŚ͘ Kƌ ŝĨ ǇŽƵ͛ǀĞ ŚĞĂƌĚ ƚŚĞ ƉŝƉŝŶŐ ŽĨ ĞĂƌƚŚ͕ ǇŽƵ ŚĂǀĞŶ͛ƚ ŚĞĂƌĚ ƚŚĞ
ƉŝƉŝŶŐŽĨ,ĞĂǀĞŶ͊͟
dǌƵ-ǇƵ  ŝ-ǇŽƵƐĂŝĚ͕͞DĂǇ/ǀĞŶƚƵƌĞƚŽĂƐŬǁŚĂƚƚŚŝƐŵĞĂŶƐ͍͟
dǌƵ-ĐŚ͛ŝ ŝYŝ ƐĂŝĚ͕͞dŚĞ'ƌĞĂƚůŽĚďĞůĐŚĞƐŽƵƚďƌĞĂƚŚĂŶĚŝƚƐŶĂŵĞŝƐǁŝŶĚ͘^Ž
ůŽŶŐĂƐŝƚĚŽĞƐŶ͛ƚĐŽŵĞĨŽƌƚŚ͕ŶŽƚŚŝŶŐŚĂƉƉĞŶƐ͘ƵƚǁŚĞŶŝƚĚŽĞƐ͕ƚŚĞŶƚĞŶ ƚŚŽƵƐĂŶĚ
ŚŽůůŽǁƐďĞŐŝŶĐƌǇŝŶŐǁŝůĚůǇ͘ĂŶ͛ƚǇŽƵŚĞĂƌƚŚĞŵ͕ůŽŶŐĚƌĂǁŶŽƵƚ͍/ŶƚŚĞŵŽƵŶƚĂŝŶ
ĨŽƌĞƐƚƐ ƚŚĂƚ ůĂƐŚ ĂŶĚ ƐǁĂǇ͕ ƚŚĞƌĞ ĂƌĞ ŚƵŐĞ ƚƌĞĞƐ Ă ŚƵŶĚƌĞĚ ƐƉĂŶƐ ĂƌŽƵŶĚ ǁŝƚŚ
ŚŽůůŽǁƐ ĂŶĚ ŽƉĞŶŝŶŐƐ ůŝŬĞ ŶŽƐĞƐ͕ ůŝŬĞ ŵŽƵƚŚƐ͕ ůŝŬĞ ĞĂƌƐ͕ ůŝŬĞ ũƵŐƐ͕ ůŝŬĞ ĐƵƉƐ͕ ůŝŬĞ
ŵŽƌƚĂƌƐ͕ůŝŬĞƌŝĨƚƐ͕ůŝŬĞƌƵƚƐ͘dŚĞǇƌŽĂƌůŝŬĞǁĂǀĞƐ͕ǁŚŝƐƚůĞůŝŬĞĂƌƌŽǁƐ͕ƐĐƌĞĞĐŚ͕ŐĂƐƉ͕
ĐƌǇ͕ ǁĂŝů͕ ŵŽĂŶ ĂŶĚ ŚŽǁů͕ ƚŚŽƐĞ ŝŶ ƚŚĞ ůĞĂĚ ĐĂůůŝŶŐ ŽƵƚ ǇĞĞĞ͕͊ ƚŚŽƐĞ ďĞŚŝŶĚ ĐĂůůŝŶŐ
ŽƵƚ ǇƵƵƵ͊ /Ŷ Ă ŐĞŶƚůĞ ďƌĞĞǌĞ ƚŚĞǇ ĂŶƐǁĞƌ ĨĂŝŶƚůǇ͕ ďƵƚ ŝŶ Ă ĨƵůů ŐĂůĞ ƚŚĞ ĐŚŽƌƵƐ ŝƐ
ŐŝŐĂŶƚŝĐ. ŶĚ ǁŚĞŶ ƚŚĞ ĨŝĞƌĐĞ ǁŝŶĚ ŚĂƐ ƉĂƐƐĞĚ ŽŶ͕ ƚŚĞŶ Ăůů ƚŚĞ ŚŽůůŽǁƐ ĂƌĞ ĞŵƉƚǇ
ĂŐĂŝŶ͘,ĂǀĞǇŽƵŶĞǀĞƌƐĞĞŶƚŚĞƚŽƐƐŝŶŐĂŶĚƚƌĞŵďůŝŶŐƚŚĂƚŐŽĞƐŽŶ͍͟
dǌƵ-ǇƵŝ-ǇŽƵƐĂŝĚ͕͞ǇƚŚĞƉŝƉŝŶŐŽĨĞĂƌƚŚ͕ƚŚĞŶ͕ǇŽƵŵĞĂŶƐŝŵƉůǇƚŚĞƐŽƵŶĚ
ŽĨƚŚĞƐĞŚŽůůŽǁƐ͕ĂŶĚďǇ ƚŚĞƉŝƉŝŶŐŽĨŵĂŶƚŚĞƐŽƵŶĚŽĨĨůƵƚĞƐĂŶĚǁŚŝƐƚůĞƐ͘Ƶƚ
ŵĂǇ/ĂƐŬĂďŽƵƚƚŚĞƉŝƉŝŶŐŽĨ,ĞĂǀĞŶ͍͟
dǌƵ-ĐŚ͛ŝŝYŝ ƐĂŝĚ͕͞ůŽǁŝŶŐŽŶƚŚĞƚĞŶƚŚŽƵƐĂŶĚƚŚŝŶŐƐŝŶĂĚŝĨĨĞƌĞŶƚǁĂǇ͕ƐŽ
ƚŚĂƚ ĞĂĐŚ ĐĂŶ ďĞ ŝƚƐĞůĨ- Ăůů ƚĂŬĞ ǁŚĂƚ ƚŚĞǇ ǁĂŶƚ ĨŽƌ ƚŚĞŵƐĞůǀĞƐ͕ ďƵƚ ǁŚŽ ĚŽĞƐ ƚŚĞ
ƐŽƵŶĚŝŶŐ͍͟ 80

ĐĐŽƌĚŝŶŐƚŽŚŝƐƉŽĞŵ^ƃƐĞŬŝ ŚĞĂƌĚƚŚĞƐŽƵŶĚŽĨƉŝŶĞƚƌĞĞƐƌĂƚƚůŝŶŐŝŶƚŚĞǁŝŶĚ͕ƚŚŝƐĂĐĐŽƌĚŝŶŐƚŽ
ŚƵĂŶŐǌŝŝƐƚŚĞŵƵƐŝĐŽĨƚŚĞĂƌƚŚ͘^ƃƐĞŬŝ ĚŝĨĨĞƌĞŶƚŝĂƚĞĚƚŚĞƐŽƵŶĚƐĐƌĞĂƚĞĚďǇƚŚĞƚƌĞĞƐĂŶĚǁĂǀĞƐ͕
80

tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdǌƵ͘ŽůŽŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͕Ɖ͘ϯϲ-ϯϳ͘
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ĂŶĚǁĂƐŶŽƚĂďůĞƚŽŚĞĂƌƚŚĞŵĂƐŽŶĞƐŽƵŶĚ͘/ƚŝƐĐůĞĂƌƚŚĂƚ^ƃƐĞŬŝ͕ĂƚƚŚŝƐƉŽŝŶƚ͕ǁĂƐŝŶĐĂƉĂďůĞŽĨ
ŚĞĂƌŝŶŐ ƚŚĞ ƉŝƉŝŶŐ ŽĨ ,ĞĂǀĞŶ͘ ,ĞŶĐĞ ŚŝƐ ƐƚĂƚĞŵĞŶƚ ĂĚŵŝƚƚŝŶŐ ŝŶ ŽŬƵƐĞƚƐƵƌŽŬƵ ƚŚĂƚ ŚĞ ŚĂĚ ŶŽƚ
ƉƌŽŐƌĞƐƐĞĚĞŶŽƵŐŚĂŶĚŚŽǁŚĞǁĂƐĂƐŚĂŵĞĚŽĨŚŝƐŽǁŶŝŶĐŽŵƉĞƚĞŶĐĞ͘^ƃƐĞŬŝ ĞǆƉƌĞƐƐĞƐŚŝƐĨĞĞůŝŶŐ
Žf ƵŶĚĞƌ ĂĐŚŝĞǀĞŵĞŶƚ ďǇ ĚĞůŝďĞƌĂƚĞůǇ ĐŚŽŽƐŝŶŐ ƚŚĞ ƐŽƵŶĚ ŽĨ Ă ƉŝŶĞ ƚƌĞĞ ;নថͿ͕ ƌĂƚŚĞƌ ƚŚĂŶ ƚŚĞ
ƉŝƉŝŶŐ ŽĨ,ĞĂǀĞŶ;ళថ).
ZĞƚƵƌŶŝŶŐ ďĂĐŬ ƚŽ ƚŚĞ ƋƵĞƐƚŝŽŶ ŽĨ ƚŚĞ ĐŚĂƌĂĐƚĞƌƐ ƵƐĞĚ ƚŽ ĚĞƐĐƌŝďĞ Ζ,ŽŵĞΖ ĂŶĚ Ζ,ŽŵĞ ƚŽǁŶΖ͕ ƚŚĞ
ƚŚŝƌĚǀĞƌƐŝŽŶŝƐ ބԄ ;ŬŽĞŶͿ͕ǁŚŝĐŚƚĂŬĞŶůŝƚĞƌĂůůǇŵĞĂŶƐΖKůĚ'ĂƌĚĞŶΖ͘ ބԄ ΖKůĚ'ĂƌĚĞŶΖƌŚǇŵĞŵĂƚĐŚĞƐǁŝƚŚ>ŝĂŝ͛ƐƉŽĞŵ͕ƚŝƚůĞĚ͞>ŝƐƚĞŶŝŶŐƚŽƚŚĞƐŽƵŶĚŽĨĨůƵƚĞŝŶƚŚĞƐƉƌŝŶŐŶŝŐŚƚ ĂƚƚŚĞƚŽǁŶŽĨ
>ƵŽ͟;ॡམซధ ͞ŚƵŶǇĞ>ƵŽŚŝŶŐǁĞŶĚŝ͟Ϳ͘
୯Պۆధҋඊᡐ ୯͗Պۆధͩ ҋͶᡐΝඊͻͤ


ࢆॡ෫ᕟམ ࢆͣͱॡ෫ͶΕͱ མͶᕟͯɽ



ࠓۄซ༆ ࠓ ۄͶ༆Νซ͚



ՁਕًބԄ Ձਕً͖͠͡ΔΞ ބԄ 



tŚŽŝƐƉůĂǇŝŶŐƚŚĞĨůƵƚĞ͍/ƚƐƐŽƵŶĚƚƌĂǀĞůƐŝŶƚŚĞĚĂƌŬ͘
dŚĞƐŽƵŶĚŵĞůƚƐŝŶƚŚĞƐƉƌŝŶŐǁŝŶĚĂŶĚƐƉƌĞĂĚs ĞǀĞƌǇǁŚĞƌĞǁŝƚŚŝŶƚŚĞƚŽǁŶŽĨ>ƵŽǇĂŶŐ͘
tŚĞŶƚŚĞŵĞůŽĚǇŽĨ͞ƉŝĐŬŝŶŐƚŚĞǇŽƵŶŐǁŝůůŽǁ͟ŝƐƉůĂǇĞĚĂŵŽŶŐƐƚƚŚĞƚƵŶĞs,
ǀĞrǇŽŶĞĨeĞůƐƐĞŶƚŝŵĞŶƚĂůĂŶĚǇeĂƌŶƐĨŽƌƚŚĞir ŚŽŵĞƚŽǁŶ͘

^ƃƐĞŬŝ ŚĞĂƌĚƚŚĞƐŽƵŶĚŽĨƉŝŶĞƚƌĞĞƐ͘dŚŝƐŝƐƚŚĞŚŽŵĞƚŽǁŶŝŶĂďƐƚƌĂĐƚĨŽƌŵ͕ƐƵŐŐĞƐƚŝŶŐƚŚĞǁŽƌůĚ
ŽĨďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ͕ĂƐƚŚĞƉŝŶĞƚƌĞĞĂŶĚĂŚƵŵďůĞŚƵƚǁŝƚŚĂůŝƚƚůĞŐĂƌĚĞŶ ĂƌĞ ƋƵŝŶƚĞƐƐĞŶƚŝĂů
ƐƵďũĞĐƚ ŵĂƚƚĞƌ ŽĨƚĞŶ ĚĞƉŝĐƚĞĚ ŝŶ nanga ƉĂŝŶƚŝŶŐƐ͘ ^Ž͕ ŝŶ ƚŚĞ ƚŚŝƌĚ ĐŚĂƌĂĐƚĞƌ ĨŽƌ ŚŽŵĞ ƚŽǁŶ͕ ŚĞ
ƉƌĞƐĞŶƚƐĂǀŝƐƵĂůŝŵĂŐĞŽĨƚŚĞŵĞƚĂƉŚǇƐŝĐĂůŚŽŵĞƚŽǁŶůŽǀĞĚďǇƚŚĞŐƌĞĂƚƉŽĞƚƐŽĨƚŚĞƉĂƐƚ͘
ƵƌŝŶŐ ŚŝƐ ŶĞĂƌ ŵŽŶƚŚ ůŽŶŐ ƐƚĂǇ ŝŶ ƃƐƃ ƉĞŶŝŶƐƵůĂ͕ ^ƃƐĞŬŝ ĂŶĚ ^ŚŝŬŝ ĞǆcŚĂŶŐĞĚ ůĞƚƚĞƌƐ͘ ^ƃƐĞŬŝ

ϴϭ

DĂƚƐƵƵƌĂ͕dŽŵŽŚŝƐĂ͘dƌĂŶƐ͘ΘĚ͘ZŝŚĂŬƵ^ŚŝƐĞŶ. /ǁĂŶĂŵŝ ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϮ͕Ɖ͘ϵϴ͘
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ĐŽŵƉŽƐĞĚ ƉŽĞŵ Ϯϯ ƌĞƐƉŽŶĚŝŶŐ ƚŽ ƚŚĞ ƐĞĐŽŶĚ ůĞƚƚĞƌ ŽĨ ^ŚŝŬŝ͕ ǁŚŝĐŚ ĐŽŶƚĂŝŶĞĚ Ă ^ŚŝŬŝ ƉŽĞŵ
ĐŽŵƉŽƐĞĚĨŽƌ^ƃƐĞŬŝ. ^ƃƐĞŬŝ ǁƌŝƚĞƐĂďŽƵƚƚŚŝƐŝŶƉĂƌƚƚǁĞůǀĞ ŽĨŽŬƵƐĞƚƐƵƌŽŬƵ. /ŶŽƌĚĞƌƚŽŚĂǀĞĂ
ďĞƚƚĞƌ ƵŶĚĞƌƐƚĂŶĚŝŶŐ ŽĨ ^ƃƐĞŬŝ͛Ɛ ƉŽĞŵ ǁĞ ǁŝůů ůŽŽŬ Ăƚ ^ŚŝŬŝ͛Ɛ ƉŽĞŵ ĨŝƌƐƚ͘ dŚĞ ĨŽůůŽǁŝŶŐ ŝƐ ^ŚŝŬŝ͛Ɛ
ƉŽĞŵ͘

ŽŬƵƐĞƚƐƵƌŽŬƵ ϭϮ
ࢢوࢽ ;WŽĞŵĐŽŵƉŽƐĞĚďǇ^ŚŝŬŝͿ
દ܇ք᳖ԭ દ ͗܇ք᳖ԭͶ͏
᳹ਭҫᙷऑ༂উ ᳹ਭ ᙷΝҫͤ͞ͳ উͶ༂ͤΖ͗ऑ͚
ԭת੪ฦ࣎ಣඃ ԭ ת੪ฦ ࣎ͶಣΊඃΌ
ੜ෫݆ڕ ੜ෫ ݆ ڕΝ͑Ν 82
/ĂŵĞŶǀŝŽƵƐŽĨǇŽƵŐĞƚƚŝŶŐŝŶƚŽǆŝĐĂƚĞĚďǇƚŚĞƐĞĂĂƚƃƐƃ PeninsƵůĂ͘
^ĞĂǁĂƚĞƌĐĂŶďĞĂŐŽŽĚĐƵƌĞĨŽƌŝůůŶĞƐƐ͕ŝŶƚŚĞƐĂŵĞǁĂǇƚŚĂƚŵĞĚŝĐŝŶĞĐƵƌĞƐĂǁŽƵŶĚ͘
ǇeůůŽǁǀŽůƵŵĞ͕ďůƵĞĞĚŝƚŝŽŶ͕ƌĞĂĚŝŶŐƉĂŐĞ ďǇƉĂŐĞ͘
ůĞĂƌǁŝŶĚ ĂŶĚďƌŝŐŚƚŵŽŽŶ͕ĂĐĐŽŵƉĂŶǇing ƚŚĞĨŝƐŚĞƌŵĂŶ͘
^ŚŝĐŚŝŐŽŶĞŬŬƵ.
^ƃƐĞŬŝ ŵĂĚĞĂĐŽŵŵĞŶƚŽŶ^ŚŝŬŝ͛ƐƉŽĞŵ ƐĂǇŝŶŐƚŚĞƉŽĞŵǁĂƐŐŽŽĚ͕ďƵƚŝƚǁĂƐŶŽƚƚƌƵĞ͘^ƃƐĞŬŝ ǁĂƐ
ƐŽǁŽƌŶŽƵƚƚŚĂƚĨŽƌĂůŽŶŐƚŝŵĞŚĞŚĂĚŶŽƚŚĂĚƚŚĞĞŶĞƌŐǇƚŽƌĞĂĚďŽŽŬƐ͘,ĞƐĂǇƐƚŚĂƚ^ŚŝŬŝŬŶĞw
ǀĞƌǇ ǁĞůů ŚŽǁ ůĂǌǇ ŚĞ ǁĂƐ͘ ^ƃƐĞŬŝ ĚŝĚ ŶŽƚ ƵŶĚĞƌƐƚĂŶĚ ǁŚǇ ^ŚŝŬŝ ŚĂĚ ǁƌŝƚƚĞŶ ƚŚŝƐ ƉŽĞŵ͕ ĂŶĚ
cŽŵƉŽƐĞĚ ƚŚĞĨŽůůŽǁŝŶŐƚŽĐŽŶƐŽůĞŚŝŵƐĞůĨ͘

WŽĞŵϮϯ
WĂƌƚϲ
82

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ ϭϵϵϱ͕ Ɖ͘ϱ30.
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ͨ
୦٭ਘսඨࣆؕ ਘսΝ୦ ͱ͢٭ඨࣆؕ͵Ε
ေ༣ฝਭപӤؔ ༣Ͷေͤ ฝਭപӤؔ
ઍݻࣙڹໃช࣊ ઍݻ ڹΓΕ ช࣊ໃ͚
ݡ੪ฦୠ ࢃݡ੪ฦΝ ͱͥ͢ݡୠࢃΝݡΖ 83
ǁĂǇĨƌŽŵƚŚĞŵƵŶĚĂŶĞǁŽƌůĚ͕ĞǀĞƌǇƚŚŝŶŐŝƐƉĞĂĐĞĨƵů͘
/ĂŵƐƉĞŶĚŝŶŐƚŝŵĞƉůĂǇŝŶŐŝŶƚŚĞŽƚŚĞƌǁŽƌůĚůǇƐƉĂĐĞĨŝůůĞĚǁŝƚŚŐƌĞĞŶǁĂƚĞƌĂŶĚǁŚŝƚĞ
ĐůŽƵĚƐ͘
&ƌŽŵĂŶĐŝĞŶƚƚŝŵĞƐŶŽǁƌŝƚƚĞŶǁŽƌĚƐŚĂǀĞĞǆŝƐƚĞĚŝŶƚŚĞǁŽƌůĚŽĨƚŚĞŚĞƌŵŝƚ͘
/ŐĂǌĞĂƚƚŚĞŵŽƵŶƚĂŝŶŝŶƐƚĞĂĚŽĨůŽŽŬŝŶŐĂƚďŽŽŬƐ͘
^ŚŝĐŚŝŐŽŶĞŬŬƵ.
dŚŝƐƉŽĞŵŝƐĂƐĂůǁĂǇƐ, Ă ƐƵďƚůĞĂŶĚďĞĂƵƚŝĨƵů ĂƚƚĞŵƉƚ, ƵƐŝŶŐƉƌĞĐŝƐĞƚĞƌƐĞ ůĂŶŐƵĂŐĞĂŶĚŝŵĂŐĞƐ ƚŽ
ĚĞƉŝĐƚƚŚĞǁŽƌůĚŽĨƚŚĞŚĞƌŵŝƚ͘dŚĞĞǆƉƌĞƐƐŝŽŶƐƵĐŚĂƐ͚TŚĞŽƚŚĞƌǁŽƌůĚůǇƐƉĂĐĞĨŝůůĞĚǁŝƚŚŐƌĞĞŶ
ǁĂƚĞƌĂŶĚǁŚŝƚĞĐůŽƵĚƐ͛;ฝਭപӤͿŝƐŽĨƚĞŶƵƐĞĚŝŶ^ƃƐĞŬŝ͛Ɛkanshi ƐǇŵďŽůŝƐŝŶŐƚŚĞǁŽƌůĚĐƵƚŽĨĨ
ĨƌŽŵ ƚŚĞ ŵƵŶĚĂŶĞ ǁŽƌůĚ͘ tĞ ĐĂŶ ƐĞĞ ƚŚĞ ŽƌŝŐŝŶ ŽĨ ƚŚĞ ƐŽƵƌĐĞ ĨŽƌ ͚WŚŝƚĞ ĐůŽƵĚƐ͛ ĨƌŽŵ hƵĂŶŐǌŝ͕
͚,ĞĂǀĞŶĂŶĚĂƌƚŚ͛;ళஏฦͿ͘/ŶƚŚŝƐĐŚĂƉƚĞƌ͕ŚƵĂŶŐǌŝǁƌŽƚĞ͞൶പӤࢺဍఉ;|ڹũƉ͘͞൶പӤ
ͶͣͱఉڹͶࢺΖ|) 84͕ŵĞĂŶŝŶŐ͞TŽŐŽƚŽƚŚĞƉůĂĐĞŽĨƚŚĞŚĞƌŵŝƚďǇƌŝĚŝŶŐƚŚĞǁŚŝƚĞĐůŽƵĚƐ͟.
dŚĞ ƐŝŐŶŝĨŝĐĂŶĐĞ ŽĨ ŐƌĞĞŶ ǁĂƚĞƌ ĂŶĚ ǁhŝƚĞ ĐůŽƵĚƐ͕ ƌĞƉƌĞƐĞŶƚŝŶŐ ƚŚĞ ŽƚŚĞƌ ǁŽƌůĚůǇ ƉůĂĐĞ ǁĂƐ
ŝŵƉŽƌƚĂŶƚĨŽƌ^ƃƐĞŬŝ͕ĞƐƉĞĐŝĂůůǇ͚WŚŝƚĞĐůŽƵĚƐ͛ǁŚŝĐŚŚĂĚƐƉĞĐŝĂůŵĞĂŶŝŶŐĨŽƌŚŝŵ͕ŚĞƵƐĞƐŝƚƐŝǆƚĞĞŶ
ƚŝŵĞƐ ŝŶ ŚŝƐ ĐŽůůĞĐƚŝŽŶ ŽĨ Kanshi. 85 dŚĞ ĐŝƚĂƚŝŽŶ ƌĞĨĞƌƌŝŶŐ ƚŽ ͚WŚŝƚĞ ĐůŽƵĚƐ͛ ŽƌŝŐŝŶĂƚĞƐ ŝŶ ŚƵĂŶŐǌŝ͕
ŚĂƉƚĞƌ dǁĞůǀĞ.
83
84
85

SƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ. ϭϮϱ.
&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝǀŽů͘Ϯ͘ƐĂŚŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϲ͕ Ɖ͘ϭϲϲ͘
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕ dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ. ϭϮϲ.
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zĂŽ ǁĂƐ ƐĞĞŝŶŐ ƚŚĞ ƐŝŐŚƚƐ Ăƚ ,ƵĂ ǁŚĞŶ ƚŚĞ ďŽƌĚĞƌ ŐƵĂƌĚ ŽĨ ,ƵĂ ƐĂŝĚ͕ ͞ŚĂ-Ă
ƐĂŐĞ͊/ďĞŐƚŽŽĨĨĞƌƵƉƉƌĂǇĞƌƐĨŽƌƚŚĞƐĂŐĞ͘dŚĞǇǁŝůůďƌŝŶŐƚŚĞƐĂŐĞůŽŶŐůŝĨĞ͊͟
zĂŽƐĂŝĚ͕͞EŽ͕ƚŚĂŶŬƐ͘͟
͞dŚĞǇǁŝůůďƌŝŶŐƚŚĞƐĂŐĞƌŝĐŚĞƐ͊͟
zĂŽ ƐĂŝĚ͕ ͞EŽ͕ƚŚĂŶŬƐ͘͟
͞dŚĞǇǁŝůůďƌŝŶŐƚŚĞƐĂŐĞŵĂŶǇƐŽŶƐ͊͟
zĂŽƐĂŝĚ͞EŽƚŚĂŶŬƐ͘͟
͞>ŽŶŐ ůŝĨĞ͕ ƌŝĐŚĞƐ͕ ŵĂŶǇ ƐŽŶƐ- ƚŚĞƐĞ ĂƌĞ ǁŚĂƚ Ăůů ŵĞŶ ĚĞƐŝƌĞ͊͟ ƐĂŝĚ ƚŚĞ ďŽƌĚĞƌ
ŐƵĂƌĚ͘͞,ŽǁŝƐŝƚƚŚĂƚǇŽƵĂůŽŶĞĚŽŶŽƚĚĞƐŝƌĞƚŚĞŵ͍͟
zĂŽ ƐĂŝĚ͕ ͞DĂŶǇ ƐŽŶƐ ŵĞĂŶ ŵĂŶǇ ĨĞĂƌƐ. ZŝĐŚĞƐ ŵĞĂŶ ŵĂŶǇ ƚƌŽƵďůĞƐ͘ >ŽŶŐ ůŝĨĞ
ŵĞĂŶƐ ŵĂŶǇ ƐŚĂŵĞƐ͘ dŚĞƐĞ ƚŚƌĞĞ ĂƌĞ ŽĨ ŶŽ ƵƐĞ ŝŶ ŶŽƵƌŝƐŚŝŶŐ sŝƌƚƵĞ- ƚŚĞƌĞĨŽƌĞ /
ĚĞĐůŝŶĞƚŚĞŵ͘͟
dŚĞďŽƌĚĞƌŐƵĂƌĚƐĂŝĚ͕͞ƚĨŝƌƐƚ͕/ƚŽŽŬ ǇŽƵĨŽƌĂƐĂŐĞ͘EŽǁ/ƐĞĞǇŽƵĂƌĞĂŵĞƌĞ
ŐĞŶƚůĞŵĂŶ͘ tŚĞŶ ,ĞĂǀĞŶ ŐŝǀĞƐ ďŝƌƚŚ ƚŽ ƚŚĞ ƚĞŶ ƚŚŽƵƐĂŶĚ ƉĞŽƉůĞ͕ ŝƚ ŝƐ ĐĞƌƚĂŝŶ ƚŽ
ŚĂǀĞũŽďƐƚŽĂƐƐŝŐŶƚŚĞŵ͘/ĨǇŽƵŚĂǀĞŵĂŶǇƐŽŶƐĂŶĚƚŚĞŝƌũŽďƐĂƌĞĂƐƐŝŐŶĞĚƚŚĞŵ͕
ǁŚĂƚŝƐƚŚĞƌĞƚŽĨĞĂƌ͍/ĨǇŽƵƐŚĂƌĞǇŽƵƌƌŝĐŚĞƐǁŝƚŚŽƚŚĞƌŵĞŶ͕ǁŚĂƚƚƌŽƵďůĞƐǁŝůůǇŽƵ
ŚĂǀĞ͍dŚĞƚƌƵĞƐĂŐĞŝƐĂƋƵĂŝůĂƚƌĞƐƚ͕ĂůŝƚƚůĞĨůĞĚŐůŝŶŐĂƚŝƚƐŵĞĂů͕ĂďŝƌĚŝŶĨůŝŐŚƚǁŚŽ
ůĞĂǀĞƐŶŽƚƌĂŝůďĞŚŝŶĚ͘tŚĞŶƚŚĞǁŽƌůĚŚĂƐƚŚĞtĂǇ͕ŚĞũŽŝŶƐŝŶƚŚĞĐŚŽƌƵƐǁŝƚŚĂůů
ŽƚŚĞƌƚŚŝŶŐƐ͘tŚĞŶƚŚĞǁŽƌůĚŝƐǁŝƚŚŽƵƚƚŚĞtĂǇ͕ŚĞŶƵƌƐĞƐŚŝƐsŝƌƚƵĞĂŶĚƌĞƚŝƌĞƐŝŶ
ůĞŝƐƵƌĞ͘ ŶĚ ĂĨƚĞƌ Ă ƚŚŽƵƐĂŶĚ ǇĞĂƌƐ͕ ƐhŽƵůĚ ŚĞ ǁĞĂƌǇ ŽĨ ƚŚĞ ǁŽƌůĚ͕ ŚĞ ǁŝůů ůĞĂǀĞ ŝƚ
ĂŶĚ ĂƐĐĞŶĚ ƚŽ ƚŚĞ ŝŵŵŽƌƚĂůƐ͕ ƌŝĚŝŶŐ ŽŶ ƚŚŽƐĞ ǁŚŝƚĞ ĐůŽƵĚƐ Ăůů ƚŚĞ ǁĂǇ ƵƉ ƚŽ ƚŚĞ
ǀŝůůĂŐĞŽĨ'ŽĚ͘dŚĞƚŚƌĞĞǁŽƌƌŝĞƐǇŽƵŚĂǀĞĐŝƚĞĚŶĞǀĞƌƚŽƵĐŚŚŝŵ͕ŚŝƐďŽĚǇŝƐĨŽƌĞǀĞƌ
ĨƌĞĞŽĨƉĞƌŝů͘,ŽǁĐĂŶŚĞƐƵĨĨĞƌĂŶǇ ƐŚĂŵĞ͍͟
dŚĞďŽƌĚĞƌŐƵĂƌĚƚƵƌŶĞĚĂŶĚůĞĨƚ͘zĂŽĨŽůůŽǁĞĚŚŝŵ͕ƐĂǇŝŶŐ͕
͞WůĞĂƐĞ– /ǁŽƵůĚůŝŬĞƚŽĂƐŬǇŽƵ͙͟
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͞'ŽĂǁĂǇ͊͟ ϴϲ

ŚƵĂŶŐǌŝƚĞůůƐƵƐƚŚĂƚ ǁŚŝƚĞĐůŽƵĚƐƚĂŬĞƉĞŽƉůĞƚŽƐŽŵĞǁŚĞƌĞŽƵƚƐŝĚĞŽĨƚŚĞŽƌĚŝŶĂƌǇǁŽƌůĚǁŚĞƌĞ
ƚŚĞƌĞ ĂƌĞ ŶŽ ĂƚƚĂĐŚŵĞŶƚƐ ĂŶĚ ǁŽƌƌŝĞƐ. Ɛ fĂƌ ĂƐ ^ŽƐĞŬŝ ŝƐ ĐŽŶĐĞƌŶĞĚ ǁŚŝƚĞ ĐůŽƵĚƐ ƌĞƉƌĞƐĞŶƚ Ă
ƐƉŝƌŝƚƵĂů ůĂŶĚ ŝŶƐŝĚĞ ŚŝƐ ŵŝŶĚ ǁŚĞƌĞ ƉŽĞƚŝĐĂů ƐĞŶƐŝƚŝǀŝƚŝĞƐ ƌĞƐŝĚĞ͘ ƵƌŝŶŐ ƚŚŝƐ ƉĞƌŝŽĚ ^ƃƐĞŬŝ ŝƐ
ƉƌĂĐƚŝĐŝŶŐŚŽǁƚŽƌĞĂĐŚƚŚĂƚƐƚĂƚĞŽĨŵŝŶĚ.
^ƃƐĞŬŝ ĂůƐŽ ŝŶƚƌŽĚƵĐĞƐ ƚŚĞ ŶŽƚŝŽŶ ŽĨ ĞŶ ƉŚŝůŽƐŽƉŚǇ ŚĞƌĞ ƵƐŝŶŐ ƚŚĞ ĞǆƉƌĞƐƐŝŽŶ ͚EŽ ǁƌŝƚƚĞŶ ǁŽƌĚƐ
ŚĂǀĞĞǆŝƐƚĞĚ͛;ໃช࣊Ϳ͕ƚĂŬĞŶĨƌŽŵƚŚĞŝĚĞĂŽĨĚŝƌĞĐƚƚƌĂŶƐŵŝƐƐŝŽŶŽĨƚŚĞƚĞĂĐŚŝŶŐĨƌŽŵƚĞĂĐŚĞƌƚŽ
ƉƵƉŝů͕ ǁŝƚŚŽƵƚ ƵƐŝŶŐ ƚŚĞ ǁƌŝƚƚĞŶ ǁŽƌĚ ;ཱིช࣊Ϳ ŝŶ ƚŚĞ ƚĞĂĐŚŝŶŐ ŽĨ ĞŶ͘ dŚĞ ĞǆƉƌĞƐƐŝŽŶ ŽĨ
͚WĂƚĐŚŝŶŐƚŚĞŵŽƵŶƚĂŝŶ͛;ͿࢃݡƌĞĨĞƌƐƚŽĂ ƉŽĞŵĨƌŽŵdĂŽzƵĂŶŵŝŶŐ͛ƐƌŝŶŬŝŶŐǁŝŶĞ (Ӂठ)͕ƉŽĞŵ
ŶƵŵďĞƌĨŝǀĞŽĨƚǁĞŶƚǇ͘>Ğƚ͛ƐƌĞĨĞƌƚŽƚŚĞƉŽĞŵ͘
䐢٢౨បԾ ٢Ν䐢Ζ ౨បԾɼ
༖ષݡೈࢃ ༖ષͳ͢ͱೈࢃΝݡΖɽ ϴϳ
WŝĐŬŝŶŐƚŚĞĐŚƌǇƐĂŶƚŚĞŵƵŵƐĨůŽǁĞƌŝŶŐĂƚƚŚĞďŽƚƚŽŵŽĨƚŚĞĂƐƚĨĞŶĐĞ͕
/ŶĐŽŵƉŽƐƵƌĞ/ǁĂƚĐŚƚŚĞ^ŽƵƚŚDŽƵŶƚĂŝŶ͘

^ƃƐĞŬŝŝŶƚŚŝƐƉŽĞŵ͕ĂůƚŚŽƵŐŚŚĞƐĂŝĚŚĞŚĂĚŶŽƚĂĐŚŝĞǀĞĚĞŶŽƵŐŚŝŶŚŝƐůŝĨĞ͕ƐŚŽǁƐŚŝƐƉƌĞĨĞƌĞŶĐĞ
ĨŽƌ ͞&ŽƌŐĞƚƚŝŶŐƐĞůĨĂŶĚ ǁĂƚĐŚŝŶŐŶĂƚƵƌĞŝŶƐŝůĞŶĐĞ͟ƌĂƚŚĞƌƚŚĂŶƌĞĂĚŝŶŐďŽŽŬƐ͘dŚŝƐƐŚŽǁƐĂŐĂŝŶŚŝƐ
ŝŶƚĞƌĞƐƚŝŶƚŚĞƐƉŝƌŝƚƵĂůŝƚǇŽĨĞŶĂŶĚĂŽŝƐƚƚhŽƵŐŚƚ͘
ShŝŬŝ͛ƐĐƌŝƚŝĐŝƐŵŽĨƚŚŝƐƉŽĞŵŝƐƚŚĂƚĂůƚŚŽƵŐŚŶŽƚďĂĚ͕ŝƚĚŝĚŶŽƚĞŵĞƌŐĞĨƌŽŵĂƌĞĂůĨĞĞůŝŶŐ͕ŚĞŚĂĚ
ĐŽŵƉŽƐĞĚ ŝƚ ƚŽ ĐŽŶƐŽůĞ ŚŝŵƐĞůĨ͘ ^ƃƐĞŬŝ ŚŝŵƐĞůĨ ĂĚŵŝƚƐ ŝŶ ŽŶĞ ŽĨ ƚŚĞ ƉŽĞŵƐ ƚŚĂƚ ŚĞ ŚĂĚ ŶŽƚ ǇĞƚ
ŐƌĂƐƉĞĚ ƚŚĞ ƚƌƵĞ ƉŽĞƚŝĐ ĞƐƐĞŶĐĞ ĂƐ ŚĞ ĐŽƵůĚ ŶŽƚ ŚĞĂƌ ƚŚĞ ŵƵƐŝc ŽĨ ,ĞĂǀĞŶ͘ DŽƌĞ ŝŵƉŽƌƚĂŶƚůǇ͕

ϴϲ
ϴϳ

tĂƚƐŽŶ͕ƵƌƚŽŶ. dƌĂŶƐ͘ dŚĞŽŵƉůĞƚĞtŽƌŬƐ ŽĨŚĂŶŐdzu͘ŽůŽŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͕Ɖ͘ϭϯϬ-ϭϯϭ͘
DĂƚƐƵĞĚĂ͕dĂŬĞŽ͘ΘtĂĚĂ͕ dĂŬĞƐŚŝ͘dƌĂŶƐ͘Tƃ Ŷŵei Zenshƻ sŽů͘ϭ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭ2͕Ɖ͘ϮϬϴ-ϮϬϵ͘

110

ŚŽǁĞǀĞƌ͕ŝƚŝƐĐůĞĂƌƚŚĂƚŶĂƚƵƌĞ͕ĞǆŝƐƚŝŶŐŝŶďŽƚŚƚŚĞƌĞĂůĂŶĚŵĞƚĂƉŚǇƐŝĐĂůǁŽƌůĚ͕ŝƐŽŶĞŽĨƚŚĞŵŽƐƚ
ŝŵƉŽƌƚĂŶƚĞůĞŵĞŶƚƐŝŶ^ƃƐĞŬŝ͛Ɛkanshi ĐŽŵƉŽƐŝƚŝŽŶƐ. ^ƃƐĞŬŝ ĂůƐŽƚĂŬĞƐƚŚĞĞǆƉƌĞƐƐŝŽŶ͚ǁŚŝƚĞĐůŽƵĚƐ͛
(പӤͿ ĨƌŽŵ ŚƵĂŶŐǌŝ͕ ĂŶ ŝŵĂŐĞ ǁŚŝĐŚ ǁŽƵůĚ ĂƉƉĞĂƌ ŵĂŶǇ ƚŝŵĞƐ ŝŶ ^ƃƐĞŬŝ͛Ɛ ƉŽĞƚƌǇ ĂƐ ŝƚ ŚĂƐ Ă
ƐƉĞĐŝĂůŵĞĂŶŝŶŐĞǆƉƌĞƐƐŝŶŐĂƉĂƌƚŝĐƵůĂƌĂĞƐƚŚĞƚŝĐƐƚĂƚĞŽĨŵŝŶĚ ĂŶĚŚŝƐƐƉŝƌŝƚƵĂůǁŽƌůĚ͘/ŶĂĚĚŝƚŝŽŶ͕
^ƃƐĞŬŝ ŝŶƚƌŽĚƵĐĞĚ ƚŚĞ ŝĚĞĂ ŽĨ ŶŽƚ ƌĞůǇŝŶŐ ƵƉŽŶ ǁŽƌĚƐ͕ ǁŚŝĐŚ ŝƐ ŽŶĞ ŽĨ ƚŚĞ ŝŵƉŽƌƚĂŶƚ ĞŶ ďĞůŝĞĨƐ͘
&ƵƌƚŚĞƌŵŽƌĞ͕ŝŶŽƌĚĞƌƚŽĚĞĞƉĞŶƚŚĞƉŽǁĞƌŽĨƚŚĞƉŽĞŵĂŶĚƐƚƌĞŶŐƚŚĞŶƚŚĞůŝŶŬǁŝƚŚƚŚĞŝŶƐŝŐŚƚƐ
ĨƌŽŵŚŝŶĞƐĞ>ŝƚĞƌĂƚƵƌĞ^ƃƐĞŬŝ ĐŽŶƚŝŶƵŽƵƐůǇƚŽŽŬǁŽƌĚƐĨƌŽŵƉŽĞŵƐďǇdĂŽzƵĂŶŵŝŶŐ͘
ĞĨŽƌĞĞŶĚŝŶŐƚŚĞĂŶĂůǇƐŝƐŽĨƚŚĞƉŽĞŵƐĨƌŽŵŽŬƵƐĞƚƐƵƌŽku, ǁĞůŽŽŬ ĂƚĂƉŽĞŵ^ƃƐĞŬŝĂƚƚĂĐŚĞĚĂƐ
ĂƉŽƐƚƐĐƌŝƉƚƚŽŽŬƵƐĞƚƐuƌŽŬƵ͘,ĞƌĞŚĞ ĞǆƉƌĞƐƐĞƐŚŝƐƐĞůĨ-ĚĞƉƌĞĐĂƚŝŽŶĂŶĚŚŝƐůŽǀĞŽĨŶĂƚƵƌĞ͘

WŽĞŵϯϭ
͞ƉŝůŽŐƵĞĨŽƌ ŽŬƵƐĞƚƐƵƌŽŬƵ͟
ࣙẏॽᷴࣙ ޛẏ ᷴޛͶॽͤ
പغء༫ പ ءΞͣͱ͵ͳ ͤغΖΝ
۬ڲຢጼഛՇ༬  ۬ڲຢͪጼ͢ Շ༬Νഛ͑Ͷ
ҟᨽ࣎ഒഐ࣎ ࣎ഒΝᨽΔΞ͗ҟͶ ࣎Ͷഐ͘
ཋഅݻਕଲݻ ॽݻਕΝഅΔΞͳཋ͢ͱ ॽݻͶଲͤ
ࣇ᱆᱇䌯 ͺ᱆Ͷࣇͱ ᱇ ͯ䌯
ࣟवᥱമࣟ ڑͺवᥱ͚ മ ڑΝͷ
༏᩺Ҳฤᖺդผ ༏ͫ᩺ͤ Ҳฤ ᖺդผ
ਭࢃիኗ ਭΝ͢ ࢃΝ͢ͱ ኗͶիͤ 88

88

^ƃƐĞŬŝ ZensŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ. ϭϯϵ.

111

/ĂĐĐĞƉƚƚŚĞĨĂĐƚƚŚĂƚ/ĚƌŝĨƚĞĚĨƌŽŵƚŚĞǁŽƌůĚ͕/ƐŚŽǁƚŚĞǁŚŝƚĞŽĨŵǇĞǇĞƐǁŚĞŶƉĞŽƉůĞ/
ĂŵŶŽƚŝŶƚĞƌĞƐƚĞĚŝŶĂƉƉƌŽĂĐŚŵĞ͘
/ĂŵĂŶĞĐĐĞŶƚriĐ ǁŚŽŚĂƐŶŽŝŶƚĞƌĞƐƚŝŶĨĂŵĞ͘
/ŐŽĂŐĂŝŶƐƚƚŚĞƚƌĞŶĚƐŽĨƚŚĞƚŝŵĞďǇĐƌŝƚŝĐŝƐŝŶŐƚŚĞƉŽǁĞƌĨƵůƉĞŽƉůĞŽĨƚŚĞƚŝŵĞ͘
/ĂŵůĞĂƌŶŝŶŐĨƌŽŵĐůĂƐƐŝĐďŽŽŬƐŝŶŽƌĚĞƌƚŽĐƌŝƚŝĐŝƐĞŵĞŶŽĨŽůĚ͘
/ĂŵƐůŽǁĂŶĚƐƚƵƉŝĚůŝŬĞĂŶŽůĚĚƌĂƵŐŚƚŚŽƌƐĞ͘
DǇŬŶŽǁůĞĚŐĞŝƐƚŚŝŶĂŶĚ emƉƚǇ ůŝŬĞƚŚĞƐŚĞůůŽĨĂŶŝŶƐĞĐƚ͘
Ƶƚ/ŚĂǀĞĂŚĂďŝƚŽĨůŽǀŝŶŐŶĂƚƵƌĞ͘
/ůŝǀĞŝŶĂƐŝŵƉůĞŚƵƚĂƉƉƌĞĐŝĂƚŝŶŐƚŚĞƌŝǀĞƌĂŶĚŵŽƵŶƚĂŝŶ͘
^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ
ΖtŚŝƚĞ ŽĨ ŵǇ ĞǇĞƐΖ ;പ ͿءŝŶ ƚŚĞ ŽƉĞŶŝŶŐ ůŝŶĞ ƌĞĨĞƌƐ ƚŽ zƵĂŶ :ŝ ;:͘ 'ĞŶ͛ƐĞŬŝ ᮳͕ ϮϭϬ-ϮϲϯͿ͕ Ă
ƉŚŝůŽƐŽƉŚĞƌĂŶĚ ůŝƚĞƌĂƚƵƐ ĨƌŽŵtĞŝŝŶƚŚĞƚŚƌĞĞŬŝŶŐĚŽŵƐƉĞƌŝŽĚŽĨŚŝŶĂ͘,ĞǁĂƐŽŶĞŽĨƚŚĞ͚^ĞǀĞŶ
^ĂŐĞƐŽĨƚŚĞĂŵďŽŽ'ƌŽŽǀĞ͕͛ĂŶĚŝƐĨĂŵŽƵƐĨŽƌŚŝƐĐŽŵƉŝůĂƚŝŽŶŽĨƉŽĞŵƐ͕zŽŶŐ-ŚƵĂŝ^ŚŝĂ^Śŝƌ
^ŚŽƵ (ӷսࢽൂॉ್डͿ͘ dŚŝƐ ĐŽŵƉŝůĂƚŝŽŶ ŽĨ ƉŽĞŵƐ ƵƐĞƐ ŵĞƚĂƉŚŽƌ ƚŽ ĞǆƉƌĞƐƐ ƚŚĞ ĚĞƉƌĞƐƐĞĚ
fĞĞůŝŶŐ ƚŚĂƚĂĐĐŽŵƉĂŶŝĞĚůŝǀŝŶŐůŝĨĞŝŶĂĚĂƌŬƐŽĐŝĞƚǇ͘,ŝƐǁŽƌŬƐŚĂĚĂŶŝŶĨůƵĞŶĐĞƵƉŽŶŵĂŶǇƉŽĞƚƐ
ĨƌŽŵůĂƚĞƌŐĞŶĞƌĂƚŝŽŶƐ͕ƐƵĐŚĂƐ>ŝĂŝ ;:͘>ŝ,ĂŬƵ, ཧപ͕ϳϬϭ-ϳϲϮͿĂŶĚdĂŽzƵĂŶŵŝŶŐ͘/ƚŝƐƐĂŝĚƚŚĂƚ
zƵĂŶ:ŝ͛ƐƐŚĂƌƉƐĞŶƐŝƚŝǀŝƚǇĐĂƉƚƵƌĞƐŝŶĂƚŝŵĞůĞƐƐŵĂŶŶĞƌƚŚĞůŽŶĞůŝŶĞƐƐŽĨŚƵŵĂŶĞǆŝƐƚĞŶĐĞ͘ ϴϵ tĞ
ĐĂŶ ƚŚƵƐ ƵŶĚĞƌƐƚĂŶĚ ƚŚĞ ƌĞĂƐŽŶ ǁŚǇ ^ƃƐĞŬŝ ƐǇŵƉĂƚŚŝƐĞĚ ǁŝƚŚ zƵĂŶ :ŝ͛Ɛ ƉŽĞŵƐ ĂŶĚ ƚŚŽƵŐŚƚƐ ĂƐ
ůŽŶĞůŝŶĞƐƐǁĂƐĂŶŝŵƉŽƌƚĂŶƚŝƐƐƵĞĨŽƌ^ƃƐĞŬŝ.
^ƃƐĞŬŝ ƵƐĞƐ ƚŚŝƐ ĞǆƉƌĞƐƐŝŽŶ͕ ΖWŚŝƚĞ ŽĨ ŵǇ ĞǇĞƐΖ ĂŐĂŝŶ͕ ŝŶ ƉŽĞŵ ϱϲ͕ ǁƌŝƚƚĞŶ wŚĞŶ hĞ ǁĂƐ ůŝǀŝŶŐ ŝŶ
DĂƚƐƵǇĂŵĂ͘ Ɛ ǁĞ ĐĂŶ ƐĞĞ ĨƌŽŵ ƚŚĞ ƚƌĂŶƐůĂƚŝŽŶ͕ ǁŚŝƚĞ ĞǇĞƐ ƐǇŵďŽůŝƐĞ Ă ĐŽůĚ ĂŶĚ ƵŶǁĞůĐŽŵŝŶŐ
ĂƚƚŝƚƵĚĞ͘,ĞŝƐƐƚĂƚŝŶŐŚŽǁŚĞĚŽĞƐŶŽƚŐĞƚŽŶǁŝƚŚƉĞŽƉůĞǁŚŽƐĞŝŶƚĞƌĞƐƚŝƐŝŶďĞĐŽŵŝŶŐĨĂŵŽƵƐ
ĂŶĚƉŽǁĞƌĨƵů͘
Ɛ ZĞŐĂƌĚƐ ůŝŶĞ ĨŽƵƌ͕ ŝƚ ǁŽƵůĚ ďĞ ŝŶƚĞƌĞƐƚŝŶŐ ƚŽ ŬŶŽǁ ǁŚŝĐŚ ĐůĂƐƐŝĐ ŚĞ ǁĂƐ ƌĞĨĞƌƌŝŶŐ ƚŽ ǁŚĞŶ ŚĞ
ϴϵ

DĂƚƐƵƵƌĂ͕dŽŵŽŚŝƐĂ͘Ě͘KĂŶƐŚŝŶŽ:ŝƚĞŶ͘dĂŝƐŚƵŬĂŶ^ŚŽƚĞŶ͕dŽŬǇŽ͕ ϮϬϬϳ͕Ɖ͘ϯϱ-ϯϲ͘
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ǁƌŝƚĞƐ ŽĨ ΖDĞŶ ŽĨ ŽůĚΖ͘ hŶĨŽƌƚƵŶĂƚĞůǇ͕ ƚŚĞ ƌĞĨĞƌĞŶĐĞ ŚĞƌĞ ŚĂƐ ǇĞƚ ƚŽ ďĞ ƵŶĞĂƌƚŚĞĚ͘ ^ŚŝŬŝ ŵĂĚĞ Ă
ĐŽŵŵĞŶƚƚŚĂƚůŝŶĞƐĨŝǀĞ ĂŶĚƐŝǆ ĚŽŶŽƚǁŽƌŬŝŶƚŚĞƉŽĞŵ͘WĞƌŚĂƉƐŚĞƚŚŽƵŐŚƚƚŚĞǇ ĂƌĞĂůŝƚƚůĞƚŽŽ
ƐĞůf-ƉŝƚǇŝŶŐĂŶĚĨĂŝůƚŽŵĂƚĐŚƚŚĞŝŶŶĞƌƉŽĞƚŝĐĂůƐƚƌĞŶŐƚŚŽĨƚŚĞƌĞƐƚŽĨŚŝƐǁŽƌŬ͘/ŶƚŚĞĨŝŶĂůƚǁŽůŝŶĞƐ
^ƃƐĞŬŝ ĞŵƉŚĂƐŝƐĞƐǁŚĞƌĞŚŝƐƉŽĞƚŝĐƐǇŵƉĂƚŚŝĞƐůŝĞ.
dŚŝƐƉŽĞŵƐƵŵŵĂƌŝƐĞƐ^ƃƐĞŬŝ͛ƐƐƚƵďďŽƌŶĂŶĚĞĐĐĞŶƚƌŝĐĐŚĂƌĂĐƚĞƌ͘,ĞŝƐĂŵĂŶǁŚŽŝƐŶŽƚŵŽǀŝŶŐ
ƚhƌŽƵŐŚ ƚŚĞǁŽƌůĚĨŽƌƚŚĞƐĂŬĞŽĨďĞĐŽŵŝŶŐĨĂŵŽƵƐĂŶĚƉŽǁĞƌĨƵů, ĂŶ ĂƚƚŝƚƵĚĞŚĞŵĂŝŶƚĂŝŶĞĚ ƵŶƚŝů
ƚŚĞĞŶĚŽĨŚŝƐůŝĨĞ͘,ĞĐůĞĂƌůǇĚĞŵŽŶƐƚƌĂƚĞƐŚŝƐůŽǀĞŽĨŶĂƚƵƌĞĂŶĚkanshi ĐŽŵƉŽƐŝƚŝŽŶ͘
/ŶůĞƚƚĞƌƐƚŽ^ŚŝŬŝ ǁƌŝƚƚĞŶŝŶĞĐĞŵďĞƌϭϴϴϵĂŶĚĂŐĂŝŶŝŶ:ĂŶƵĂƌǇϭϴϵϬ͕SƃƐĞŬŝ ŐŝǀĞƐƐŽŵĞĂĚǀŝĐĞƚŽ
^ŚŝŬŝǁŚŽĚŝĚŶŽƚŚŝŶŐŵŽƌĞƚŚĞǁŚŽůĞĚĂǇƚŚĂŶǁƌŝƚĞ͘^ƃƐĞŬŝ ƐƚƌĞƐƐĞƐƚŚĞŝŵƉŽƌƚĂŶĐĞŽĨŝĚĞĂƐŵŽƌĞ
ƚŚĂŶƌŚĞƚŽƌŝĐ͘,ĞǁƌŝƚĞƐ͕ĂƚƚŝŵĞƐĞŵƉůŽǇŝŶŐŶŐůŝƐŚ͕ƚŚĂƚ͞WƌŝƚŝŶŐŝƐĂŶŝĚĞĂǁŚŝĐŚŝƐĞǆƉƌĞƐƐĞĚďǇ
ŵĞĂŶƐŽĨǁŽƌĚƐŽŶƉĂƉĞƌ͘dŚĞƌĞfŽƌĞ͕ŝŶŵǇŽƉŝŶŝŽŶ͕ƚŚĞŝĚĞĂŝƐƚŚĞĞƐƐĞŶĐĞŽĨƚŚĞǁƌŝƚŝŶŐĂŶĚƚŚĞ
ĂƌƌĂŶŐĞŵĞŶƚŽĨǁŽƌĚƐĂŶĞůĞŵĞŶƚǁŚŝĐŚĚŽĞƐŶŽƚƐƚĂŶĚŝŶƚŚĞƐĂŵĞƌĂŶŬŝŶŐĂƐƚŚĞΖŝĚĞĂΖ͘͟ ϵϬ ^ƃƐĞŬŝ
ƐƚƌĞƐƐĞƐƚŚĞŝŵƉŽƌƚĂŶĐĞŽĨĚĞǀĞůŽƉŝŶŐŝĚĞĂƐĂŶĚŬŶŽǁůĞĚŐĞƚŚƌŽƵŐŚĂĐƋƵŝƌŝŶŐĐƵůƚƵƌĞĂŶĚĚĞĨŝŶĞƐ
cƵůƚƵƌĞĂƐ͞,ĂǀŝŶŐĂǁĂƌĞŶĞƐƐŽĨƚŚĞŝĚĞĂƐǁŚŝĐŚŚĂǀĞďĞĞŶƐĂŝĚĂŶĚŬŶŽǁŶŝŶƚŚĞǁŽƌůĚ͘͟tĞĐĂŶ
ƐĞĞŽŶĞƌĞĂƐŽŶĨŽƌ^ƃƐĞŬŝ͛ƐŝŶƚĞƌĞƐƚŝŶĐŽŵƉŽƐŝŶŐkanshi, ĂƐ^ƃƐĞŬŝ ĐŽŶƐŝĚĞƌĞĚkanshi ƚŽďĞĂŵĞĂŶƐ
ŽĨĞǆƉƌĞƐƐŝŶŐŝĚĞĂƐŝŶĂĐŽŶĐĞŶƚƌĂƚĞĚĨŽƌŵ ĂĚĂƉƚŝŶŐŬŶŽǁůĞĚŐĞfƌŽŵƚŚĞƉĂƐƚ.

JOURNEY TO HAKONE
ĨƚĞƌ ŐƌĂĚƵĂƚŝŶŐ ĨƌŽŵ dŚĞ &ŝƌƐƚ ĚǀĂŶĐĞĚ DŝĚĚůĞ ^ĐŚŽŽů͕ ŝŶ ^ĞƉƚĞŵďĞƌ ϭϴϵϬ ;DĞŝũŝ ϮϯͿ͕ ^ƃƐĞŬŝ
ĞŶƚĞƌĞĚdŽŬǇŽ/ŵƉĞƌŝĂůhŶŝǀĞƌƐŝƚǇ͘/ŶƵŐƵƐƚĂŶĚ^ĞƉƚĞŵďĞƌ͕ďĞĨŽƌĞƐƚĂƌƚŝŶŐƵŶŝǀĞƌƐŝƚǇ͕ŚĞ ƚƌĂǀĞůůĞĚ
ƚŽ,ĂŬŽŶĞ;സࠞͿǁŚĞƌĞŚĞ ĐŽŵƉŽƐĞĚƚŚŝƌƚĞĞŶ ƉŽĞŵƐ͘dŚĞƌĞǁĂƐĂƌĞĂƐŽŶĨŽƌ^ƃƐĞŬŝ ůĞĂǀŝŶŐ dŽŬǇŽ͖
ƚƃ ŝŶĨŽƌŵƐƵƐƚŚĂƚŚĞƐƵƐƉĞĐƚƐ^ƃƐĞŬŝ ŚĂĚĨĂůůĞŶŝŶůŽǀĞǁŝƚŚŚŝƐƐŝƐƚĞƌ-ŝŶ-ůĂǁ͕dŽƐĞ͕ƚŚĞǁŝĨĞŽĨŚŝƐ
ƚŚŝƌĚďƌŽƚŚĞƌ͕<ĂǌƵƐĂďƵƌƃ͘dŚĞĐŽƵƉůĞŚĂĚŵĂƌƌŝĞĚŝŶϭϴϴϴĂŶĚ^ƃƐĞŬŝ ǁĞŶƚƚŽƐƚĂǇ ǁŝƚŚ ƚŚĞŵŝŶƚŚĞ
ŚŽƵƐĞǁŚĞƌĞŚĞǁĂƐďŽƌŶ͘ ,ŽǁĞǀĞƌ͕ƚŚĞƌĞŝƐŶŽĐŽŶǀŝŶĐŝŶŐĞǀŝĚĞŶĐĞĂǀĂŝůĂďůĞ ƌĞŐĂƌĚŝŶŐƚƃ͛ƐĐůĂŝŵ͘

ϵϬ

^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϮϮ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘ϭϱ-ϭϵ͘
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^ƃƐĞŬŝ ĂŶĚ dŽƐĞ ǁĞƌĞ ƚŚĞ ƐĂŵĞ ĂŐĞ ĂŶĚ ^ƃƐĞŬŝ ŚĞůĚ ŚĞƌ ŝŶ ŚŝŐŚ ƌĞŐĂƌĚ͘ dŚŝƐ ŝƐ ĚĞŵŽŶƐƚƌĂƚĞĚ ďǇ
^ƃƐĞŬŝ͛ƐĐŽŵŵĞŶƚĂďŽƵƚŚŽǁĞŶůŝŐŚƚĞŶĞĚĂƉĞƌƐŽŶƐhĞŚĂĚďĞĞŶŝŶĂůĞƚƚĞƌƚŽ^ŚŝŬŝũƵƐƚĂĨƚĞƌŚĞƌ
ĚĞĂƚŚŝŶƵŐƵƐƚϭϴϵϭ͘ ϵϭ ĐĐŽƌĚŝŶŐƚŽƚŽ͕^ƃƐĞŬŝ ĂŶĚdŽƐĞƐĞĞŵĞĚƚŽŐĞƚŽŶǀĞƌǇǁĞůůŝŶĐŽŶƚƌĂƐƚƚŽ
^ƃƐĞŬŝ͛ƐďƌŽƚŚĞƌǁŚŽƐŚŽǁĞĚǀĞƌǇůŝƚƚůĞŝŶƚĞƌĞƐƚŝŶŚŝƐǁŝĨĞ͕ĂŶĚďĞŐĂŶƚŽƐƉĞŶĚŵƵĐŚŽĨŚŝƐƚŝŵĞ
ĂǁĂǇfƌŽŵŚŽŵĞ͕ƌĞƚƵƌŶŝŶŐůĂƚĞĂƚŶŝŐŚƚ͘ƐǁĞůůĂƐƚŚŝƐ͕<ĂǌƵƐĂďƵƌƃ ǁĂƐŶŽƚƐŽƚĂůĞŶƚĞĚ͕ŚĞǁŽƌŬĞĚ
ĂƐ Ă ůŽĐĂů ŽĨĨŝĐĞƌ͕ ǁŚĞƌĞĂƐ ^ƃƐĞŬŝ͕ ǁĂƐ ŽŶ Ă ŵƵĐŚ ŚŝŐŚĞƌ ůĞǀĞů ŽĨ ƐŽĐŝĞƚǇ͘ ^ƃƐĞŬŝ ŚĂĚ ďĞĞŶ ůŽŶĞůǇ
ƐŝŶĐĞ ŚĞ ǁĂƐ Ă ůŝƚƚůĞ ďŽǇ͖ dŽƐĞ ǁĂƐ ƚŚĞ ŽŶůǇ ĨĂŵŝůǇ ŵĞŵďĞƌ ǁŚŽ ƐhŽǁĞĚ ŬŝŶĚŶĞƐƐ ĂŶĚ ŐĞŶƵŝŶĞ
ŝŶƚĞƌĞƐƚŝŶŚŝŵĂĨƚĞƌŚŝƐŵŽƚŚĞƌ͛ƐĚĞĂƚŚ͘ ϵϮ
KƚŚĞƌ ƐĐŚŽůĂƌƐ ŚŽůĚ ĂŶ ŽƉƉŽƐŝŶŐ ǀŝĞǁ͘ tĂĚĂ dŽƐŚŝŽ͕ ŐŽĞƐ ĂŐĂŝŶƐƚ ƚŚĞ ŽƉŝŶŝŽŶ ƚŚĂƚ ^ƃƐĞŬŝ͛Ɛ
ƉĞƐƐŝŵŝƐŵ ǁĂƐ ĐĂƵƐĞĚ ďǇ ŚŝƐ ŚŝĚĚĞŶ ƉĂƐƐŝŽŶ ĨŽƌ dŽƐĞ͘ tĂĚĂ ƌĞĨĞƌĞŶĐĞĚ ƚŚĞ ŽƉŝŶŝŽŶ ŽĨ <ŽŵŝǇĂ
dŽǇŽƚĂŬĂ͕ ŽŶĞ ŽĨ ƚŚĞ ŵĂŝŶ ƐƚƵĚĞŶƚƐ ŽĨ ^ƃƐĞŬŝ. ĐĐŽƌĚŝŶŐ ƚŽ tĂĚĂ͕ <ŽŵŝǇĂ ĨĞůƚ ƚŚĂƚ ƚŚĞ ĐĂƵƐĞ ŽĨ
^ƃƐĞŬŝ͛ƐƉĞƐƐŝŵŝƐŵǁĂƐƚŚĞĨĂĐƚŚĞĐŽƵůĚŶŽƚŐĞƚŽŶǁŝƚŚƉĞŽƉůĞĂŶĚƐŽĐŝĞƚǇŝŶŐĞŶĞƌĂů͕ĂƐŚĞǁĂƐ
ƐƚƵďďŽƌŶĂŶĚĨŽŽůŝƐŚůǇĞĐĐĞŶƚƌŝĐ͘tĂĚĂĂŐƌĞĞƐǁŝƚŚ<ŽŵŝǇĂ͛ƐǀŝĞǁĂŶĚ ĂĚĚƐ ŚŝƐŽǁŶ͘tĂĚĂƐĂǇƐƚŚĂƚ
^ƃƐĞŬŝ ǁĂƐ ĂŶŐƌǇ Ăƚ ƚŚĞ ƐĞůĨŝƐŚŶĞƐƐ ĂŶĚ ƚŚĞ ƵŶŬŝŶĚŶĞƐƐ ŽĨ ƉĞŽƉůĞ ĂŶĚ ĐŽƵůĚ ŶŽƚ ďĞĂƌ ƚŚĞ
ĐŽŵƉůŝĐĂƚĞĚǁŽƌůĚůǇĐŽŶǀĞŶƚŝŽŶƐǁŚŝĐŚƌĞƐƚƌŝĐƚĞĚŚŝƐůŝĨĞ͘ ϵϯ
tĞ ŶŽǁ ĞǆĂŵŝŶĞĂ ƉŽĞŵ ĐŽŵƉŽƐĞĚŽŶĞǇĞĂƌďĞĨŽƌĞ^ƃƐĞŬŝ ƌĞǀĞĂůƐŚŝƐƉĞƐƐŝŵŝƐŵ ƚŽ^ŚŝŬŝ͘/Ŷ ůŝŶĞ
ĨŽƵƌ ŚĞŝŶƚƌŽĚƵĐĞƐƚŚĞŝŵĂŐĞŽĨĂďĞĂƵƚŝĨƵů͕ŵǇƐƚĞƌŝŽƵƐ͕ĂŶŽŶǇŵŽƵƐůĂĚǇ͘dŚŝƐƉŽĞŵǁĂƐŝŶƐĞƌƚĞĚŝŶ
ŚŝƐůĞƚƚĞƌƚŽ^ŚŝŬŝ͕ĚĂƚĞĚϮϬ^ĞƉƚĞŵďĞƌϭϴϴϵ͘

WŽĞŵϯϮ
͞EŽdŝƚůĞ͟ ໃୌ
์ݍྀ໒ ݍΝ์͘ͱ ྀ໒Ν͘
ಣॽഅढਫ਼ ॽΝಣΞͲ ढਫ਼ΝഅΖ
ϵϭ
ϵϮ
ϵϯ

^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϮϮ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕ Ɖ͘ 32.
ƚƃ͕:ƵŶ͘^ƃƐĞki ƚŽ^ŽŶŽ:ŝĚĂŝ͘sŽů͘ϭ, ^ŚŝŶĐŚƃ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϬ͕Ɖ͘ϭϰϬ͘
tĂĚĂ͕dŽƐŚŝŽ. ^ƃƐĞŬŝƚŽ^ŚŝŬŝ. DĞƌŬŵĂůƐŚĂ͕dŽŬǇŽ͕ ϭϵϳϲ͕Ɖ͘ϮϬϴ-ϮϬϭϭ͘

114

ࠕ߶ۯҵ ࠕ ߶͚͢ۯҵ
ໂඔਕ ໂͶΖ ඔਕ 94
When I ǁas a ǀŝŐŽƌŽƵƐǇŽƵƚŚ͕/ƵƐĞĚƚŽŚŽůĚĂƐǁŽƌĚůŝƐƚĞŶŝŶŐƚŽŝƚƐƐŽƵŶĚƐŽƐŝŵŝůĂƌƚŽƚŚĞ
ĐƌǇŽĨĂĚƌĂŐŽŶ͕
/ĂůƐŽƌĞĂĚĂůŽƚŽĨďŽŽŬƐŝŶŽƌĚĞƌƚŽŵĂŬĞĨƵŶŽĨŽŶĨƵĐŝĂŶƐƚƵĚĞŶƚƐ͘
dŚŽƐĞĚĂǇƐŚĂǀĞƉĂƐƐĞĚ͕ĂŶĚƚŚĞƐĞĚĂǇƐ͕/ĂŵǀĂĐĂŶƚĂŶĚƌĞĨŝŶĞĚ͕
Listening iŶŵǇdreams tŽƚŚĞǀŽŝĐĞŽĨĂďĞĂƵƚŝĨƵůůĂĚǇ͘
'ŽŐŽŶĞŬŬƵ
/ŶŚŝƐůĞƚƚĞƌƚŽ^ŚŝŬŝ͕^ƃƐĞŬŝ ƐĂǇƐƚŚĞƉŽĞŵĚĞƉŝĐƚƐŚŝƐĐƵƌƌĞŶƚƐŝƚƵĂƚŝŽŶ͘,ĞĞǆƉůĂŝŶƐƚŚĂƚƚŚĞĨŝƌƐƚ
ůŝŶĞĞǀŽŬĞƐŚŝƐǇŽƵƚŚĨƵůƉĞƌŝŽĚ͕ƚŚĞƐĞĐŽŶĚůŝŶĞƌĞĨĞƌƐƚŽŚŝƐůŝĨĞĂƚƐŝǆƚĞĞŶ ƚŽƐĞǀĞŶƚĞĞŶ ǇĞĂƌƐŽůĚ
ĂŶĚƚhĞůĂƐƚƚǁŽůŝŶĞƐĐŽŶĐĞƌŶƚŚĞƉƌĞƐĞŶƚƉĞƌŝŽĚ͘dŚĞĐŚĂƌĂĐƚĞƌƐ͕ĐƌǇŽĨĂĚƌĂŐŽŶ;ྀ໒ͿĂƌĞƚĂŬĞŶ
ĨƌŽŵĂŶŽůĚƐƚŽƌǇĨƌŽŵƚŚĞYŝŶƉĞƌŝŽĚ͕ĂŶĚĂƌĞĂůƐŽĨŽƵŶĚŝŶŽŶĞŽĨƚŚĞǀĞƌƐĞƐĐŽŵƉŽƐĞĚďǇ>ŝĂŝ
;ϳϬϭ-ϳϲϮͿ͕ǁŚŽǁĂƐĂƉŽĞƚĨƌŽŵƚŚĞdĂŶŐƉĞƌŝŽĚ͘ ϵϱ dŚĞƐĞĐŽŶĚ ůŝŶĞ ĚĞƉŝĐƚƐ ŚŝŵĂƐĂǇŽƵƚŚǁŚŽǁĂƐ
ŶŽƚĨŽŶĚŽĨƐƚƵĚĞŶƚƐǁŚŽƐƚƵĚǇŽŶůǇƚŽďĞĐŽŵĞ Ă ŐŽǀĞƌŶŵĞŶƚŽĨĨŝĐŝĂů͘
/Ŷ ƚŚĞ ƚŚŝƌĚ ůŝŶĞ͕ ^ƃƐĞŬŝ ĐůĞĂƌůǇ ƐŚŽǁƐ ŚŝƐ ŝŶƚĞƌĞƐƚ ŝŶ ƚŚĞ ĐŽŶĐĞƉƚ ŽĨ ĞŵƉƚŝŶĞƐƐ ; ͕ͿۯǁŚŝĐŚ ŚĞ
ĂƐƐŽĐŝĂƚĞĚǁŝƚŚƚŚĞŝĚĞĂŽĨĚĞƚĂĐŚŝŶŐŽŶĞƐĞůĨĨƌŽŵƐŽcŝĞƚǇ͘
EĞĂƌůǇ ŽŶĞ ǇĞĂƌ ůĂƚĞƌ͕ ŝŶ ƵŐƵƐƚ ϭϴϵϬ͕ ^ƃƐĞŬŝ͕ ŝŶ Ă ůĞƚƚĞƌ ƚŽ ^ŚŝŬŝ͕ ĐŽŵƉŽƐĞĚ ĂŶŽƚŚĞƌ ƉŽĞŵ͘
ŽŵƉĂƌĞĚ ǁŝƚŚ ƚŚĞ ƉŽĞŵ ĐŽŵƉŽƐĞĚ ŝŶ ƚŚĞ ƉƌĞǀŝŽƵƐ ǇĞĂƌ͕ ^ƃƐĞŬŝ ŶŽǁ ƐŚŽǁƐ ĂŐŽŶǇ ĂŶĚ ĚĞƐƉĂŝƌ͘
^ƃƐĞŬŝ ǁƌŽƚĞƚŽ^ŚŝŬŝĞǆƉƌĞƐƐŝŶŐƚŚŝƐĨĞĞůŝŶŐŽĨƉĞƐƐŝŵŝƐŵ͘ /Ŷ ŚŝƐůĞƚƚĞƌ, ^ƃƐĞŬŝ ĐŽŶĨĞƐƐĞĚƚŚĂƚŚĞĨĞůƚ
ůŽƐƚ͕ŚŝƐŚĞĂƌƚǁĂƐĐĂƵƐŝŶŐǁŽƌůĚůǇĚĞƐŝƌĞƚŽďƵƌŶŚĂƌĚǁŚŝůĞŚĞǁĂŝƚĞĚĨŽƌĞŶůŝŐŚƚĞŶŵĞŶƚƚŽĐŽŵĞ͕
ďƵƚŝƚŶĞǀĞƌĂƌƌŝǀĞĚ͘,ŝƐĚĞƐŝƌĞǁĂƐŐĞƚƚŝŶŐƐƚƌŽŶŐůŝŬĞĂƌŽƵŐŚǁĂǀĞŽŶƚŚĞƐĞĂ͕ĂŶĚŚĞƌĞĂůůǇĚŝĚŶΖƚ
ŬŶŽǁǁŚĞŶŚĞǁŽƵůĚ ƌĞĂch ĞŶůŝŐŚƚĞŶŵĞŶƚ͘ ϵϲ /ƚŝƐĐůĞĂƌƚŚĂƚ^ƃƐĞŬŝ ǁĂƐƐƵĨĨĞƌŝŶŐĨƌŽŵƐŽŵĞƐƚƌŽŶŐ

ϵϰ
ϵϱ
ϵϲ

^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ Ɖ͘ϭϰϭ͘
/ďŝĚ͕͘Ɖ͘ϭϰϭ.
^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϮϮ, /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘Ϯϭ-23.
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ŬŝŶĚŽĨĞŵŽƚŝŽŶĂůƵƌŐĞǁŚŝĐŚŚĞǁĂƐƚƌǇŝŶŐƚŽƐƵƉƉƌĞƐƐ.
/ŶŽƌĚĞƌƚŽĐŽŵĞƚŽƚĞƌŵƐǁŝƚŚƚŚĞƐŝƚƵĂƚŝŽŶ^ƃƐĞŬŝ ĐŝƚĞĚ^ŚĂŬĞƐƉĞĂƌĞ͘
͞tĞĂƌĞƐƵĐŚƐƚƵĨĨ
ƐĚƌĞĂŵƐĂƌĞŵĂĚĞŽĨ͖ĂŶĚŽƵƌ ůŝƚƚůĞ ůŝĨĞ
/ƐƌŽƵŶĚĞĚďǇĂƐůĞĞƉ͘͟ ϵϳ (ƚĂŬĞŶĨƌŽŵ^ŚĂŬĞƐƉĞĂƌĞ͕dŚĞdĞŵƉĞƐƚ͕ƐĐĞŶĞϰͿ

^ƃƐĞŬŝ ƐĂǇƐƚŚĂƚŚĞŬŶĞǁƚŚĂƚůŝĨĞďĞĨŽƌĞĂŶĚĂĨƚĞƌĚĞĂƚŚǁĂƐƐůĞĞƉĂŶĚůŝĨĞŝƚƐĞůĨǁĂƐĂĚƌĞĂŵ͕ĂŶĚ
ŚĞĨĞůƚƉŝƚǇĨŽƌŚŝŵƐĞůĨĨŽƌŶŽƚďĞŝŶŐĞŶůŝŐŚƚĞŶĞĚƚŽĂŶĂĚĞƋƵĂƚĞůĞǀĞů͘ SƃƐĞŬŝ ŐĂǀĞĂŶĂŵĞƚŽŚŝƐ
ƉĞƐƐŝŵŝƐŵ͕ŚĞĐĂůůĞĚŝƚĂ͚DŝƐĂŶƚŚƌŽƉŝĐ͛ŝůůŶĞƐƐ͘
ƐǁĞĂůƌĞĂĚǇŬŶŽǁ͕ĨƌŽŵŚŝƐĐŚŝůĚŚŽŽĚ͕ŚĞŚĂĚŚĂĚĂƐƚƌŽŶŐƐĞŶƐĞŽĨũƵƐƚŝĐĞ͕ĂŶĚŚĂĚŚĂƚĞĚůŝĞƐ
ĂŶĚŶŽƚďĞŝŶŐƚƌƵƚŚĨƵů͘,ĞĨŽƵŶĚŚŝŵƐĞůĨƚƌĂƉƉĞĚďĞƚǁĞĞŶŚŝƐĚĞƐŝƌĞĂŶĚŚŝƐĐŽŶƐĐŝĞŶcĞ͘/ƚŝƐĂůƐŽƚŽ
ďĞƚĂŬĞŶŝŶƚŽĂĐĐŽƵŶƚĂƐtĂĚĂƐƚĂƚĞƐ, ƚŚĂƚƚŚĞĐĂƵƐĞŽĨŚŝƐƉĞƐƐŝŵŝƐŵŵŝŐŚƚǁĞůůŚĂǀĞďĞĞŶĚƵĞƚŽ
ŚŝƐŶŽƚďĞŝŶŐĂďůĞƚŽŐĞƚŽŶǁŝƚŚƚŚĞǁŽƌůĚ͖ĂĨƚĞƌĂůů͕^ƃƐĞŬŝ ƌĞĂĚŝůǇĂĚŵŝƚƚĞĚƚŽďĞŝŶŐĂŶĞĐĐĞŶƚƌŝĐ͘
&ƌŽŵ ǁŚĂƚ ǁĞ ĐĂŶ ŐůĞĂŶ ŝƚ ƐĞĞŵƐ ůŝŬĞůǇ ƚŚĂƚ ŚŝƐ ĂĨĨĞĐƚŝŽŶ ƚŽǁĂƌĚƐ ƐŽŵĞŽŶĞ ŝƐ ĐůĞĂƌůǇ ŽŶĞ ŽĨ ƚŚĞ
ƌĞĂƐŽŶƐƚŚĂƚŚĞŚĂĚƚŽŐŽĂǁĂǇĂŶĚƚŚĂƚŝŶ,ĂŬŽŶĞŚĞŚŽƉĞĚƚŽĐĂůŵŚŝƐĨĞĞůŝŶŐƐĚŽǁŶĂŶĚďƌŝŶŐ
ƐĞŶƐĞďĂĐŬƚŽŚŝƐŵŝŶĚ͘ĞĨŽƌĞŚĞůĞĨƚ͕^ƃƐĞŬŝ͕ŝŶĂůĞƚƚĞƌƚŽ^ŚŝŬŝ͕ĐŽŵƉŽƐĞĚĂůŽŶŐƉŽĞŵ͕ <ŽƐŚi (ݻ
ࢽ).

WŽĞŵϯϱ
͞EŽdŝƚůĞ͟ ໃୌ
ઍਕଦֆ ઍਕ ֆͶଦͯΗͻ
ਲ਼໖ج൷ ਲ਼Ͷج൷Ν໖Ηͥ
ᄻ݄ృ݄ ᄻ݄ ͪృ݄
ϵϳ

^ƃƐĞki ZenƐŚƻsŽů͘ϮϮ, /ǁĂŶĂŵŝ ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘Ϯϯ͘
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ጩዷ࿃ ࢡ܇ጩዷ ࢡ͗܇Ν࿃Η
ᕺ੶ຝ੶ ᕺ੶ ͪຝ੶
ݽ᮸ޙஔ ݽ᮸ ͗ޙஔΝ
ᙷ܇༝Ն༌  ᙷ͗܇༝͕༌ͤՆ͚
ஔՆҫ ͗ஔ ҫͤՆ͖Δͥ
ોսఈᓖ ોշ ఈΌͱᓖ͵ΔΞ
ऱॻཛྷࢵ ऱॻ ཛྷΗͱࢵ͢
ߔՐ࣎ߔ ۄشՐ ࣎Ͷۄش
>Ҳۡܿ@
Ҳۄଥᆷࡇ Ҳ ۄଥᆷࡇ͜
್ۄྨਪ ್ ۄྨਪΖ
ۄ䌞ݼᄋᄋ ۄ䌞Εͱͳ͞ݼᄋᄋ
யཋ୯ ய ୯Ͷ͖͓ΞͳཋͤΖ
പӤṴຆً പӤ Ṵຆͳ͢ͱً͞Ε
ళࡏᥩ㫿 ళࡏͶᥩ㫿ΝΖ
ࢨഷࢃ ͮͱഷࢃΝࢨ͢͠
ڊիѷކ䈮 ͱ͘ڊѷކ䈮ͶիͦΞ
ࡂ݆ݽ༖ݽ ݆ࡂ ٳΓΕ༖ٳ
Ӌநಢໃ֖ Ӌந ಢΕ֖ໃ͢
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ᥳᦉඊᕖ ᥳᦉ ᕖΝඊ΄ͻ
ᅅଘ൲  ଘ൲͘Νᅅ͑
ᅅंຢᔢ໕ ᅅ͑ंຢͪᔢ໕ͤ
ಚևҲ࣎ ಚ ևҲ࣎
ޢ ٮ໌ޯޢرΝ໌ޯ ͤرٮͶ
ༀༀཋՁҟ ༀༀ ՁΝ͖ҟ͠Ξͳཋͤͳ 98
EŽdŝƚůĞ
dŚĞŚĞƌŵŝƚĨĂůůƐĚŽǁŶ ŝŶƚŽ the mundĂŶĞǁŽƌůĚ
AŶĚŝŶĞǀŝƚĂďůǇĂǀŽŝĚƐŐĞƚƚŝŶŐŝŶǀŽůǀĞĚǁŝƚŚƚŚĞũŽǇĂŶĚƐŽƌƌŽǁƚŚĂƚŚĂƉƉĞŶƐƚŚĞƌĞ͘
sŽŵŝƚŝŶŐďůŽŽĚĂŐĂŝŶĂŶĚĂŐĂŝŶ͘
/ƚŝƐƉĂŝŶĨƵůƚŽŚĞĂƌŽĨŚŽǁǇŽƵŚĂǀĞďĞĞŶƐƵĨĨĞƌŝŶŐ͘
:ƵƐƚůŝŬĞŝŶƚŚĞƐƚŽƌǇĂďŽƵƚƚŚĞŽƌŝŐŝŶŽĨŵǇŶĂŵĞ͕^ƃƐĞŬŝ,
I am amusing mǇsĞůĨ ďǇ ƐƚƵďďŽƌŶůǇ ŝŶƐŝƐƚŝŶŐ ŝŶ ŶŽƚ ĨŽůůŽǁŝŶŐ ƚŚĞ ĐŽŵŵŽŶ ǀŝĞǁ ŽĨ ƚŚĞ
ǁŽƌůĚ͘
zŽƵƌŝůůŶĞƐƐĐĂŶďĞĐƵƌĞĚ͕
BƵƚƚŚĞĨŽŽůŝƐŚŶĞƐƐŽĨŵǇĐŚĂƌĂĐƚĞƌĐĂŶŶŽƚďĞŝŵƉƌŽǀĞĚ͘
/ŚĂǀĞĂƐĞŶƚŝŵĞŶƚĂůĐŚĂƌĂĐƚĞƌ
AŶĚŵǇŚĞĂƌƚŝƐŵƵĚĚůĞĚǁŝƚŚƐŽƌƌŽǁ ůŝŬĞĂŶĞŶƚĂŶŐůĞĚthread,
SŽŵĞƚŝŵĞ͕/ƐŝŶŐĂĐŽƵƉůĞŽĨƐŽŶŐƐŽƵƚůŽƵĚ͘
DŝƐƐŝŶŐůŝŶĞ
/ƐŝŶŐƚŚĞĨŝƌƐƚǀĞƌƐĞ͕ƚĂŬŝŶŐƚŚĞƌŚǇƚŚŵďǇŚŝƚƚŝŶŐƚŚĞƐƉŝƚƚŽŽŶĂŶĚƐŵĂƐŚŝŶŐŝƚ͘
ǇƚŚĞƚŝŵĞ/ƐŝŶŐƚŚĞƐĞĐŽŶĚǀĞƌƐĞ͕/ŚĂǀĞďĞĐŽŵĞĞŵŽƚŝŽŶĂůĂŶĚƚĞĂƌƐƐƚĂƌƚƚŽĚƌŽƉ͘
tŚĞŶ/ĨŝŶŝƐŚĂƐŽŶg, I make ĂŶŽŝƐĞǁŝƚŚŵǇƚŽŶŐƵĞ͕
ϵϴ

^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϭϰϱ-ϭϰϲ͘
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ŽǀĞƌǁŚĞůŵĞĚďǇŵǇĞŵŽƚŝŽŶ͕ĂƐ/ĚŽŶŽƚŚĂǀĞĂŶǇŽŶĞƚŽƌĞǀĞĂůŵǇĨĞĞůŝŶŐƐƚŽ͘
ůĂƌŐĞŵĂƐƐŽĨǁŚŝƚĞĐůŽƵĚƐďĞŐŝŶƐƚŽĞŵĞƌŐĞ͕
/ƐĞĞƚŚĞŵǇƐƚŝĐĂůĚƌĂŐŽŶĨĂƌĂǁĂǇŽŶƚŚĞŚŽƌŝǌŽŶ͘
tŝƚŚĂƐŵŝůĞŽŶŵǇĨĂĐĞ/ƉŽŝŶƚĂƚDŽƵŶƚ,ĂŬŽŶe,
and ŚĞĂĚĨŽƌ>ĂŬĞƐŚŝŶŽŝŶŽƌĚĞƌƚŽƐƚĂǇĂǁĂǇĨƌŽŵƚŚĞŵƵŶĚĂŶĞǁŽƌůĚ͘
dŝŵĞĂŶĚƚŝĚĞĂƌĞĞƚĞƌŶĂů͕
ĂŶĚƚŚĞƵŶŝǀĞƌƐĞŚĂƐŶŽĞŶĚ͘
ĚĂǇ-ĨůǇƐŽĂƌƐĂďŽǀĞĂƉƵĚĚůĞ
A ůĂƌŐĞďŝƌĚƌŝĚŝĐƵůĞƐŝƚƐƐŵĂůůƐĐĂůĞ͘
dŚĞŽŶĞǁŚŽƌŝĚŝĐƵůĞƐǁŝůůĂůƐŽƉĞƌŝƐŚŽŶĞĚĂǇ͕
LŽƐs and gĂŝŶĂƌĞƚƌĂŶƐŝĞŶƚƉŚĞŶŽŵĞŶĂ͘
/ǁŽƵůĚůŝŬĞƚŽĂƐŬƉĞŽƉůĞǁŚŽĂƌĞƐŽďƵƐǇĐŽŵƉĞƚŝŶŐĨŽƌĨĂŵĞĂŶĚƉŽǁĞƌ͕
WŚĂƚŝƐŝƚǇŽƵĂƌĞƚƌǇŝŶŐƚŽĂĐŚŝĞǀĞďǇǁŽƌŬŝŶŐƐŽŚĂƌĚŝŶǁŽƌůĚůǇĂĨĨĂŝƌƐ͍
'ŽŐŽŶ<ŽƐŚŝ
^ƃƐĞŬŝ͕ ƵŶƚŝů ůŝŶĞ ƐŝǆƚĞĞŶ͕ ŝƐ ĞǆƉƌĞƐƐŝŶŐ ďŽƚŚ ƐŽƌƌŽǁ ĨŽƌ ŚŝŵƐĞůf Ăƚ ƚŚŝƐ ƉŽŝŶƚ ŝŶ ŚŝƐ ůŝĨĞ ĂŶĚ ĂůƐŽ
ƐŽƌƌŽǁĨŽƌŚŝƐďĞƐƚĨƌŝĞŶĚ͕^ŚŝŬŝ͕ǁŚŽǁĂƐƐƵĨĨĞƌŝŶŐĨƌŽŵƚŚĞƐǇŵƉƚŽŵƐŽĨƚƵďĞƌĐƵůŽƐŝƐ͘dŚĞƐĞƚŽĨ
ĨŽƵƌǀĞƌƐĞƐĂĨƚĞƌƚŚĂƚ͕ůŝŶĞƐƐĞǀĞŶƚĞĞŶ ƚŽƚǁĞŶƚǇ ƐŚŽǁĂƐŚŝĨƚŝŶŚŝƐƐƚĂƚĞŽĨŵŝŶĚ͘/ƚŝƐĂƚƌĂŶƐŝƚŝŽŶĂů
ƉŽŝŶƚĨƌŽŵĂ ŵƵŶĚĂŶĞƚŽĂŶĂŶƚŝ-ŵƵŶĚĂŶĞǁŽƌůĚ͘tĞĐĂŶĐůĞĂƌůǇƐĞŶƐĞƚŚĞƚƌĂŶƐĨŽƌŵĂƚŝŽŶŽĨƚŚĞ
ŵŽŽĚŽĨƚŚĞƉŽĞŵ͘dŚĞƐĞƚŽĨĞŝŐŚƚǀĞƌƐĞƐĂƚƚŚĞĞŶĚĂƌĞĂŶĞǆƉƌĞƐƐŝŽŶŽĨŚŝƐƚŚŽƵŐŚƚĚĞƌŝǀĞĚĨƌŽŵ
ƚŚĞƐƚŽƌŝĞƐŽĨŚƵĂŶŐǌŝ͘
dŚĞŽƉĞŶŝŶŐůŝŶĞĚĞƐĐƌŝďŝŶŐĂŚĞƌŵŝƚĨĂůůŝŶŐĚŽǁŶŝŶƚŽ ƚŚĞŵƵŶĚĂŶĞǁŽƌůĚ ŚĂƐĂƐŝŵŝůĂƌŝƚǇǁŝƚŚdĂŽ
zƵĂŶŵŝŶŐ͛ƐƉŽĞŵ͕'ƵŝzƵĂŶƚŝĂŶ:Ƶ (ᓦԄీ͕ ڋĨŝƌƐƚƉŽĞŵ͕ƚŚŝƌĚǀĞƌƐĞ͘dĂŽ͛ƐůŝŶĞŝƐ͞/ĚƌŽƉĚŽǁŶŝŶ
ƚŚĞĚƵƐƚǇŶĞƚďǇŵŝƐƚĂŬĞ͟;ޣཚਘ ͱͮޣਘͶཚͬ). ϵϵ ^ƃƐĞŬŝ ƌĞĨĞƌƐ ƚŽdĂŽ͛ƐƉŽĞƚƌǇ
ƚŚƌŽƵŐŚŽƵƚŚŝƐůŝĨĞ͕ĂƐ^ƃƐĞŬŝ ƐǇŵƉĂƚŚŝƐĞĚǁŝƚŚdĂŽ͛ƐĂƚƚŝƚƵĚĞĂƐĂůŝƚĞƌĂƚƵƐ ǁŚŽůĞĨƚŚŝƐƉŽƐŝƚŝŽŶĂƐĂ
ϵϵ

DĂƚƐƵĞĚĂ͕dĂŬĞŽΘtĂĚĂ͕ dĂŬĞƐŚŝƚƌŶƐ͘Tƃ Ŷŵei Zenshƻ sŽů͘ϭ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭ2͕Ɖ͘ϵϰ.
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ŐŽǀĞƌŶŵĞŶƚŽĨĨŝĐŝĂůĂŶĚǁĞŶƚďĂĐŬƚŽůŝǀĞŝŶŚŝƐŚŽŵĞǁŚĞƌĞƐƵƌƌŽƵŶĚĞĚďǇŶĂƚƵƌĞŚĞĐŽŵƉŽƐĞĚ
ƉŽĞŵƐ͘dĂŽzƵĂŶŵŝŶŐǁĂƐ^ƃƐĞŬŝ͛ƐƌŽůĞŵŽĚĞů͕ǁĞǁŝůůŚĞĂƌŵŽƌĞŽĨdĂŽΖƐŝŶĨůƵĞŶĐĞŽŶ^ƃƐĞŬŝ ŝŶ Ă
ůĂƚĞƌĐŚĂƉƚĞƌ͘
ĨƚĞƌůĂŵĞŶƚŝŶŐĂďŽƵƚƚŚĞƐƵĨĨĞƌŝŶŐŝŶƚŚĞŵƵŶĚĂŶĞǁŽƌůĚ͕^ƃƐĞŬŝ ŬŶŽǁƐƚŚĂƚƚŚĞŽŶůǇĐƵƌĞĨŽƌŚŝƐ
ƐƵĨĨĞƌŝŶŐŽĨŵŝŶĚŝƐƚŽƌĞƚƵƌŶƚŽŶĂƚƵƌĞ͘/ŶůŝŶĞƐĞǀĞŶƚĞĞŶ͕ďǇĚĞƉŝĐƚŝŶŐƚŚĞŝŵĂŐĞŽĨĞŵĞƌŐŝŶŐǁŚŝƚĞ
ĐůŽƵĚƐ ŚĞ ƐƵŐŐĞƐƚƐ ƚŚĂƚ ŚĞ ǁĂŶƚƐ ƚŽ ŐŽ ƚŽ ͞EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐ sŝůůĂŐĞ͘͟ /Ŷ ůŝŶĞ ŶŝŶĞƚĞĞŶ, ^ƃƐĞŬŝ͛Ɛ
ŝŶƚĞŶƚŝŽŶ ŽĨ ůĞĂǀŝŶŐ dŽŬǇŽ ŝƐ ĐůĞĂƌ͕ ĂƐ ƚŚĞ ůŝŶĞ ƐĂǇƐ ͞/ ƉŽŝŶƚ Ăƚ DŽƵŶƚ ,ĂŬŽŶĞ ǁŝƚŚ Ă ƐŵŝůĞ ŽŶ ŵǇ
ĨĂĐĞ͘͟dŚŝƐůŝŶĞƌĞƐĞŵďůĞƐǀĞƌƐĞƐŝǆĨƌŽŵƉŽĞŵ ĨŝǀĞ ŽĨDrinking Wine ďǇdĂŽ͘dŚĞǀĞƌƐĞƐĂǇƐ ͞/ƐĞĞ
ƚŚĞ DŽƵŶƚĂŝŶ ŽĨ ^ŽƵƚŚ ŝŶ ĐŽŵƉŽƐƵƌĞ͟ ;༖ષݡೈࢃ ༖ષͳ͢ͱೈࢃΝݡΖ)͕ ǁŚŝĐŚ ǁĞ
ĚŝƐĐƵƐƐĞĚďĞĨŽƌĞ͘
dŽ ƌŽƵŶĚ ŽĨĨ ƚŚĞ ƉŽĞŵ͕ ^ƃƐĞŬŝ ŵŽǀĞƐ ƚŽ ƚŚĞ ŵĞƚĂƉŚǇƐŝĐĂů ǁŽƌůĚ͕ ĞǆƉƌĞƐƐŝŶŐ ŚŝƐ ƚŚŽƵŐŚƚ ŝŶ ĞŝŐŚƚ
ůŝŶĞƐ͘,ĞďĞŐŝŶƐƚŽƚĂůŬĂďŽƵƚƚŚĞǀĂƐƚŶĞƐƐ ŽĨƚŝŵĞĂŶĚƐƉĂĐĞŝŶůŝŶĞ ƚǁĞŶƚǇ-ŽŶĞ ĂŶĚƚǁĞŶƚǇ-ƚǁŽ.
&ƌŽŵůŝŶĞƚǁĞŶƚǇ-ƚŚƌĞĞ ƚŽƚŚĞĨŝŶĂůůŝŶĞƚǁĞŶƚǇ-ĞŝŐŚƚ, ^ƃƐĞŬŝ ĚŝƐĐƵƐƐĞƐƉŚŝůŽƐŽƉŚǇĐŝƚŝŶŐhƵĂŶŐǌŝ͘/Ŷ
ůŝŶĞƐƚǁĞŶƚǇ-ƚŚƌĞĞ ĂŶĚƚǁĞŶƚǇ-ĨŽƵƌ͘ ^ƃƐĞŬŝ ƋƵŽƚĞƐƚŚĞŽƉĞŶŝŶŐƉĂƌƚŽĨŚƵĂŶŐǌŝ͕ŚĂƉƚĞƌOŶĞ͕͚&ƌĞĞ
ĂŶĚ ĂƐǇ tĂŶĚĞƌŝŶŐ͛͘ dŚŝƐ ƚĞůůƐ ŽĨ Ă ĚĂǇ-ĨůǇ ;ᥳᦉͿ ǁŚŽ ƌĞƉƌĞƐĞŶƚƐ ƚŚĞ ĞĂƌƚŚǇ ĂŶĚ ƉĞƚƚǇ ŚƵŵĂŶ
ǁŽƌůĚ ĂŶĚ Ă ďŝŐ ďŝƌĚ ;Ϳ ƐǇŵďŽůŝƐŝŶŐ Ă ƚƌĂŶƐĐĞŶĚĞŶƚĂů ďĞŝŶŐ ĨƌĞĞĚ ĨƌŽŵ Ăůů ĞĂƌƚŚǇ ĂĨĨĂŝƌƐ͘
ĐĐŽƌĚŝŶŐ ƚŽ ŚƵĂŶŐǌŝ͕ ŽŶůǇ Ă ƚƌĂŶƐĐĞŶĚĞŶƚĂů ďĞŝŶŐ ĐĂŶ ůŝďĞƌĂƚĞ ŚƵŵĂŶ ďĞŝŶŐƐ ĂŶĚ ďƌŝŶŐ ďĞĂƵƚǇ͕
ďůŝƐƐĂŶĚŚĂƌŵŽŶǇƚŽƚŚĞǁŽƌůĚ͘ ϭϬϬ
^ƃƐĞŬŝ ďĞŝŶŐĂŶŝŶĚŝǀŝĚƵĂůǁŚŽĚŝĚŶŽƚůŝŬĞƚŽďůŝŶĚůǇĨŽůůŽǁŽƚŚĞƌƉĞŽƉůĞ͛ƐŝĚĞĂƐ͕ŐŝǀĞƐĂƚǁŝƐƚĂŶĚ
ĐŚĂůůĞŶŐĞƐ ƚŚĞ ƐƵƉĞƌŝŽƌŝƚǇ ŽĨ ƚŚĞ ƚƌĂŶƐĐĞŶĚĞŶƚĂů ďĞŝŶŐ ŝŶ ůŝŶĞ ƚǁĞŶƚǇ-ĨŝǀĞ ĂŶĚ ƚǁĞŶƚǇ-Ɛŝǆ. ^ƃƐĞŬŝ
ƐĂǇƐƚŚĂƚƚŚĞƌĞŝƐ ĂƚŝŵĞ ŝŶƚŚĞ ĨƵƚƵƌĞǁŚĞŶĞǀĞŶĂƚƌĂŶƐĐĞŶĚĞŶƚĂůďĞŝŶŐǁŝůůǀĂŶŝƐŚ͘^Ž͕ŐĂŝŶĂŶĚ
ůŽƐƐĂƌĞƚƌĂŶƐŝĞŶƚƉŚĞŶŽŵĞŶŽŶ͕ĂŶĚƚŚĞƌĞŝƐƌĞĂůůǇ͕ŝŶƚŚĞĨŝŶĂůĂŶĂůǇƐŝƐ͕ŶŽĚŝĨĨĞƌĞŶĐĞďĞƚǁĞĞŶƚŚĞ
ƚǁŽƐƚĂƚĞƐ͘
/Ŷ ůŝŶĞƐ ƚǁĞŶƚǇ-ƐĞǀĞŶ ĂŶĚ ƚǁĞŶƚǇ-ĞŝŐŚƚ, ^ƃƐĞŬŝ ĐŽŵŵƵŶŝĐĂƚĞƐ wŝƚŚ ƚŚĞ ĂƵĚŝĞŶĐĞ͘ /Ŷ ůŝŶĞ ƚǁĞŶƚǇϭϬϬ

&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝ. sŽů͘ϭ͕ ƐĂŚŝ^ŚŝŶďƵŶ ^ŚĂ͕ dŽŬǇŽ͕ϭϵϲϲ͕Ɖ͘ϲ͘
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ƐĞǀĞŶ͕ŚĞĐůĂƌŝĨŝĞƐƚŽǁŚŽŵŚĞŝƐĂĚĚƌĞƐƐŝŶŐŚŝƐŵĞƐƐĂŐĞ͘/ŶůŝŶĞƚǁĞŶƚǇ-ĞŝŐŚƚ͕ŚĞƋƵĞƐƚŝŽŶƐƉĞŽƉůĞ
ǁŚŽĂƌĞďƵƐǇďĞĐŽŵŝŶŐƉŽǁĞƌĨƵůĂŶĚĨĂŵŽƵƐŝŶƚŚĞĞĂƌƚŚůǇǁŽƌůĚĂŶĚǁŚǇĂŶĚǁŚĂƚƚŚĞǇĂƌĞƐŽ
ďƵƐǇǁŽƌŬŝŶŐƚŽĂĐŚŝĞǀĞ͘/ŶůŝŶĞƚǁĞŶƚǇ-ĞŝŐŚƚ, ^ƃƐĞŬŝ ƵƐĞƐƚŚĞǁŽƌĚ͚WŽƌŬŝŶŐƐŽŚĂƌĚ͛;ༀༀͿĨƌŽŵ
ŚƵĂŶŐǌŝŚĂƉƚĞƌTǁŽ͕͚ŝƐĐƵƐƐŝŽŶŽŶDĂŬŝŶŐůůdŚŝŶŐƐƋƵĂů͛͘/ƚƉĞƌĨĞĐƚůǇŝůůƵƐƚƌĂƚĞƐǁŚĂƚ^ƃƐĞŬŝ
ǁĂŶƚƐƚŽƐĂǇ͘ĞůŽǁŝƐĂĐŝƚĂƚŝŽŶĨƌŽŵƚŚĞĐŚĂƉƚĞƌ͘

KŶĐĞ Ă ŵĂŶ ƌĞĐĞŝǀĞƐ ƚŚŝƐ ĨŝǆĞĚ ďŽĚŝůǇ ĨŽƌŵ͕ hĞ ŚŽůĚƐ ŽŶ ƚŽ ŝƚ͕ ǁĂŝƚŝŶŐ ĨŽƌ ƚŚĞ ĞŶĚ͘
^ŽŵĞƚŝŵĞƐĐůĂƐŚŝŶŐǁŝƚŚƚŚŝŶŐƐ͕ƐŽŵĞƚŝŵĞƐďĞŶĚŝŶŐďĞĨŽƌĞƚŚĞŵ͕ŚĞƌƵŶƐŚŝƐĐŽƵƌƐĞ
ůŝŬĞ Ă ŐĂůůŽƉŝŶŐ ƐƚĞĞĚ͕ ĂŶĚ ŶŽƚŚŝŶŐ ĐĂŶ ƐƚŽƉ Śŝŵ͘ /Ɛ ŚĞ ŶŽƚ ƉĂƚŚĞƚŝĐ͍ ^ǁĞĂƚŝŶŐ ĂŶĚ
ůĂďŽƵƌŝŶŐ ƚŽ ƚŚĞ ĞŶĚ ŽĨ ŚŝƐ ĚĂǇƐ ĂŶĚ ŶĞǀĞƌ ƐĞĞŝŶŐ ŚŝƐ ĂĐĐŽŵƉůŝƐŚŵĞŶƚ͕ ƵƚƚĞƌůǇ
ĞǆŚĂƵƐƚŝŶŐŚŝŵƐĞůĨĂŶĚŶĞǀĞƌŬŶŽǁŝŶŐǁŚĞƌĞƚŽůŽŽŬĨŽƌƌĞƐƚ– ĐĂŶǇŽƵŚĞůƉƉŝƚǇŝŶŐ
Śŝŵ͍ /͛ŵ ŶŽƚ ĚĞĂĚ ǇĞƚ͊ ,Ğ ƐĂǇƐ͕ ďƵƚ ǁŚĂƚ ŐŽŽĚ ŝƐ ƚŚĂƚ͍ ,ŝƐ ďŽĚǇ ĚĞĐĂǇƐ͕ ŚŝƐ ŵŝŶĚ
ĨŽůůŽǁƐ ŝƚ – ĐĂŶ ǇŽƵ ĚĞŶǇ ƚŚĂƚ ƚŚŝƐ ŝƐ Ă ŐƌĞĂƚ ƐŽƌƌŽǁ͍ DĂŶ͛Ɛ ůŝĨĞ hĂƐ ĂůǁĂǇƐ ďĞĞŶĂ
ŵƵĚĚůĞ ůŝŬĞ ƚŚŝƐ͘ ,Žǁ ĐŽƵůĚ / ďĞ ƚŚĞ ŽŶůǇ ŵƵĚĚůĞĚ ŽŶĞ͕ ĂŶĚ ŽƚŚĞƌ ŵĞŶ ŶŽƚ
ŵƵĚĚůĞĚ͍ ϭϬϭ

ƚƚŚĞĞŶĚŽĨƚŚĞƉŽĞŵ͕^ƃƐĞŬŝ ĐŚĂŶŶĞůƐŚŝƐƉĂƐƐŝŽŶĂŶĚĂŶŐĞƌŝŶƚŽĂĐŚĂůůĞŶŐĞƚŽƚŚĞĞƐƚĂďůŝƐŚŵĞŶƚ
ĂŶĚ ĂƵƚŚŽƌŝƚŝĞƐ͘  ĐůĞĂƌ ŝŶĚŝĐĂƚŝŽŶ ƚŚĂƚ ^ŽƐĞŬŝ͛Ɛ ƐŽƌƌŽǁ ǁĂƐ ƚŽ Ă ŐƌĞĂƚ ĚĞŐƌĞĞ ĐĂƵƐĞĚ ďǇ ŶŽƚ
ŐĞƚƚŝŶŐŽŶǁĞůůǁŝƚŚƉĞŽƉůĞǁŚŽŵŚĞĐŽƵůĚŶ͛ƚƌĞƐƉĞĐƚ͘ĨƚĞƌĐŽŵƉŽƐŝŶŐƚŚŝƐƉŽĞŵ͕^ƃƐĞŬŝ ŚĞĂĚƐĨŽƌ
DŽƵŶƚ ,ĂŬŽŶĞ ƚŽ ĐĂůŵ ĚŽǁŶ ĂŶĚ ƐĞĞŬ ƚŝŵĞ ƚŽ ƌĞƐƚ ŚŝƐ ƐŽƵů ĂŶĚ ĂůůŽǁ ŝƚ ƚŽ ŚĞĂů ďǇ ƐƚĂǇŝŶŐ ĂǁĂǇ
ĨƌŽŵƚŚĞƌĞƐƚůĞƐƐǁŽƌůĚ.

WĞŶŽǁŵŽǀĞŽŶƚŽĞǆĂŵŝŶĞƚŚĞƉŽĞŵƐĐŽŵƉŽƐĞĚĚƵƌŝŶŐŚŝƐƐƚĂǇŝŶ,ĂŬŽŶĞ͘ĐĐŽƌĚŝŶŐƚŽ>ƵĂŶ͛Ɛ
ƌĞƐĞĂƌĐŚŽŶƚŚĞŝŶĨůƵĞŶĐĞŽĨ^ƃƐĞŬŝ͛ƐĞĂƌůǇŚŝŶĞƐĞƉŽĞŵƐĐŽŵƉŽƐĞĚŽŶƚŚĞũŽƵƌŶĞǇƚŽ,ĂŬŽŶĞ͕ŚĞ

ϭϬϭ

tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdǌƵ͘ŽůŽŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͕Ɖ͘ϯϴ͘

121

ĨŝƌƐƚƉƌŽǀŝĚĞƐƵƐǁŝƚŚƚŚĞŽƉŝŶŝŽŶŽĨ ŚŝƐĨĞůůŽǁƌĞƐĞĂƌchĞƌ͕/ŝĚĂ. LƵĂŶ͛ƐƐƵŵŵĂƌǇŽĨ/ŝĚĂ͛ƐǀŝĞǁŝƐƚŚĂƚ
ĨŝƌƐƚůǇ^ƃƐĞŬŝ ƵƐĞĚ dĂŽzƵĂŶŵŝŶŐ͛ƐǁŽƌŬƐĂƐĂĨŽƵŶĚĂƚŝŽŶ͕ƐĞĐŽŶĚůǇ͕ŚĞŽĨƚĞŶƵƐĞĚ ƚĞĐŚŶŝĐĂůƚĞƌŵƐ
ƚĂŬĞŶĨƌŽŵĞŶƚĞǆƚƐ͕ĂŶĚƚŚŝƌĚůǇ͕ŚĞĐŽŵƉŽƐĞĚŵĂŶǇƉŽĞŵƐĂďŽƵƚƉůƵŵďůŽƐƐŽŵƐ͘>ƵĂŶ͛ƐĐƌŝƚŝĐŝƐŵ
ŽĨ /ŝĚĂ͛Ɛ ǀŝĞǁ ŝƐ ƚŚĂƚ /ŝĚĂ͛Ɛ ǀŝĞǁ ŝƐ ůĂĐŬŝŶŐ ŝŶ ĂŶ ĞǆƉůĂŶĂƚŝŽŶ ĂƐ ƚŽ ǁŚĞƌĞ ĞǆĂĐƚůǇ ^ƃƐĞŬŝ ŚĂĚ
ĞŶĐŽƵŶƚĞƌĞĚƚŚĞƐĞƚĞǆƚƐĂŶĚǁŽƌĚƐ͘ ϭϬϮ LƵĂŶ͛ƐǀŝĞǁŝƐƚŚĂƚ^ƃƐĞŬŝ ƵƐĞĚdŚĞƐĞůĞĐƚŝŽŶŽĨdĂŶŐƉŽĞŵƐ
(ࢽમ), ŽŵƉŝůĂƚŝŽŶŽĨƉŽĞŵƐĨƌŽŵƚŚĞdĂŶŐƉĞƌŝŽĚ (ࢀରࢽͿ͕dƵ &Ƶ;ొีͿĂŶĚ^Ƶ SŚŝ;્᫉).
TŚŝƐƐƚƵĚǇ͛Ɛ ĨŽĐƵƐŚĞƌĞŝƐƚŽĂŶĂůǇƐĞƚŚĞŝŶĨůƵĞŶĐĞŽĨƌĞůŝŐŝŽƵƐƉŚŝůŽƐŽƉŚŝĞƐƵƉŽŶ^ƃƐĞŬŝ͛ƐƉŽĞŵƐ͘&Žƌ
ƚŚŝƐ /ŝĚĂ͛Ɛ ǀŝĞǁ ŝƐ ďĞƐƚ ďĞĐĂƵƐĞ ŚĞ ŐŝǀĞƐ Ă ƉŚŝůŽƐŽƉŚŝĐĂů ďĂĐŬŐƌŽƵŶĚ ĂŶĚ ƚŚŝƐ ƐƚƵĚǇ ƌĞĨĞƌƐ ƚŽ ŚŝƐ
ŝŶƚĞƌƉƌĞƚĂƚŝŽŶĨŽƌƚŚŝƐƉŽĞŵ. dŚŝƐƐƚƵĚǇ ǁŝůůĨŽĐƵƐŽŶ ƚŚĞƉŽĞŵƐĚĞƉŝĐƚŝŶŐǁŚŝƚĞ ĐůŽƵĚƐ͕ƉŽĞŵϰϬ
ĂŶĚϰϯ͕ƚŽƐĞĞǁŚĞƚŚĞƌƚŚĞǇĐĂƐƚĂůŝŐŚƚƵƉŽŶƚŚĞĐŚĂŶŐĞŝŶ^ƃƐĞŬŝ͛ƐŵĞŶƚĂůƐƚĂƚĞ͘

WŽĞŵϰϬ
WĂƌƚϱ
ଘޔ
ඨ೨ྮօ ඨ೨ ྮ͓ͱօ͚
ྸચજᆏ ྸચ ᆏΝજ͑
ᄻళࣙॸ ᄻ͏ͱ ళࣙΔॸ͜
ҧྮӏগཔ ҧྮ͖Ͷ͢ͱ ӏগͶཔͪΔΞͳͤ
༕धງ੪᯦ ༕ध ੪᯦Ͷງ͢
ؕཚฝି ؕ ฝିͶཚͯ
༖༖ࢧؾঙ ༖༖ͳ͢ͱ ࢧؾঙ͵͚

102 >ƵĂŶ͕ĂǀŝĚ͘͞^ƃƐĞŬŝŶŽ^ŚŽŬŝ<ĂŶƐŚŝŶŝKŬĞƌƵĐŚƻŐŽŬƵŶŽ<ŽƚĞŶ-ƐŚŝŶŽŝŬǇƃ ŶŝƚƐƵŝƚĞ- ,ĂŬŽŶĞZǇŽŬƃ ŶŽ
ZĞŶƐĂŬƵǁŽŚƻƐŚŝŶŶŝ͟ŚŝďĂhŶŝǀĞƌƐŝƚǇ͞^ŚĂŬĂŝƵŶ͛ŬĂ<ĂŐĂŬƵ<ĞŶŬǇƻ͟ EŽ͘ϰ͕Ɖ͘ϴ͘

122

իݡപӤ ի͢ͱݡΖ പӤ͘Ν 103
ŶĚůĞƐƐ ǁŽƌůĚůǇ ďƵƌŶŝŶŐ ĚĞƐŝƌĞƐ ĐŽŽůĞĚ ĚŽǁŶ ĂŶĚ ďƵƌŶƚ ƚŽ ĂƐŚĞƐ ĂƐ / ƐŽĂŬĞĚ ŵǇƐĞůĨ ŝŶ Ă
ŚĞĂůŝŶŐ͕ŚŽƚƐƉƌŝŶŐĂŶĚǁĂƐŚĞĚĂǁĂǇĂůůƚŚĞĚƵƐƚ/ĐĂƌƌŝĞĚĨƌŽŵƚŚĞŵƵŶĚĂŶĞǁŽƌůĚ͘
/ŶƚŚĞŵŽƵŶƚĂŝŶ͕/ĂŵǁŽŬĞŶƵƉďǇďŝƌĚƐĐŚŝƌƉŝŶŐ͘
The senƐĂƚŝŽn ŽĨŵǇĐůŽƚŚĞƐĐŽŽůŝŶŐĚŽǁŶƚĞůůƐŵĞƚŚĂƚƌĂŝŶŝƐŽŶŝƚƐǁĂǇ͘
ĚĂƌŬŐƌŽǀĞƋƵŝĐŬůǇĚŝƐĂƉƉĞĂƌƐĐŽǀĞƌĞĚďǇĂďůƵĞŵŝƐƚ͘
&ůŽǁĞƌƐŝŶƚƌĂŶƋƵŝůĞǆŝƐƚĞŶĐĞĚƌŽƉƚŚĞŝƌƉĞƚĂůƐŽŶƚŚĞŐƌĞĞŶŵŽƐƐ͘
/ƚŝƐĂŵƵƐŝŶŐƚŽǁĂƚĐŚƚŚĞƚƌĂŶƐŝĞŶƚĐŚĂŶŐŝŶŐƉŚĞŶŽmena in suĐŚĂƋƵŝeƚĂŶĚƐƚŝůůǁŽƌůĚ͘
/ĂŵĂůƐŽďĞŐŝŶŶŝŶŐƚŽĐĂůŵĚŽǁŶ͕/ĚŽŶŽƚŵŝƐƐŵǇŚŽŵĞƐŽĚĞƐƉĞƌĂƚĞůǇŶŽǁ͘
/ ǁŝƐŚ / ĐŽƵůĚ ƐƚĂǇ ŚĞƌĞ͕ ĂǁĂǇ ĨƌŽŵ ƚŚĞ ĐŝƚǇ͕ ůǇŝŶŐ ĚŽǁŶ ǁĂƚĐŚŝŶŐ ƚŚĞ ǁŚŝƚĞ ĐůŽƵĚƐ
ƐƉƌĞĂĚŝŶŐŽǀĞƌƚŚĞŵŽƵŶƚĂŝŶƐ͘
'ŽŐŽŶZŝƐƐŚŝ
dŚĞ ĨŝƌƐƚ ůŝŶĞ, Ă ƐƚĂƌŬ ĂŶĚ hĂƵŶƚŝŶŐ ŝŵĂŐĞ͕ ඨ೨ྮօ ͚ŶĚůĞƐƐ ǁŽƌůĚůǇ ďƵƌŶŝŶŐ ĚĞƐŝƌĞƐ ĐŽŽůĞĚ
ĚŽǁŶĂŶĚďƵƌŶƚƚŽĂƐŚĞƐ͕͛ ƌŚǇŵĞ-ŵĂƚĐŚĞƐ ǁŝƚŚ^Ƶ ^Śŝ͛ƐƉŽĞŵ͕͞^ĞŶĚŝŶŐŽĨDĂƐƚĞƌĂŶ>ŝƵ͟ (ૻࢂም
ࢥͿ͘>Ğƚ ƵƐ ƌĞĨĞƌƚŽ^Ƶ^Śŝ͛ƐƉŽĞŵ͘
    кӪᆨ㤖オ ਕ ۯۦΝָ;  
    Ⲯᘥᐢ⚠ߧ ඨ೨ ተͶօྮ 
    The mastĞƌůĞĂƌŶƚŶŽƚhingness ƚŽĂĚŝĨĨŝĐƵůƚůĞǀĞů͕
    ,ĞďĂŶŝƐŚĞĚĞŶĚůĞƐƐǁŽƌůĚůǇĚĞƐŝƌĞƐĂŶĚďĞĐĂŵĞĂƐŚ
/ĨǁĞƌĞĐĂůůƚŚĞďĞŐŝŶŶŝŶŐƐĞĐƚŝŽŶŝŶŚƵĂŶŐǌŝĨƌŽŵŚĂƉƚĞƌTǁŽ͕ǁŚĞƌĞƚŚĞƚĞĂĐŚĞƌŝƐůŝƐƚĞŶŝŶŐƚŽ
ƚŚĞŵƵƐŝĐŽĨ,ĞĂǀĞŶ͕ǁĞĐĂŶƐĞĞǁŚĞƌĞ^Ƶ^ŚŝŐŽƚŚŝƐŝĚĞĂ ĨƌŽŵ͘dŚŝƐŝƐĂĐŝƚĂƚŝŽŶĨƌŽŵŚƵĂŶŐǌŝ͘

ϭϬϯ

^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϭϱϱ-ϭϱϲ.
&ƵŬƵŵŝƚƐƵ͕zƵ͘^ŽƐŚŽŬƵŶŽ:ŝŶƐĞŝdĞƚƐƵŐĂŬƵƚŽ͚^ŚŽ’ Seisaku͘;,ĂŬĂƐĞZŽŶďƵŶͿ,ŝƌŽƐŚŝŵĂhŶŝǀĞƌƐŝƚǇ͕,ŝƌŽƐŚŝŵĂ͕
ϮϬϭϰ͕Ɖ͘ 84-85.
ϭϬϰ

123

dǌƵ-Ś͛ŝŝYŝŽĨ^ŽƵƚŚtĂůůƐĂƚůĞĂŶŝŶŐŽŶŚŝƐĂƌŵƌĞƐƚ͕ƐƚĂƌŝŶŐƵƉĂƚƚŚĞƐŬǇĂŶĚ
ďƌĞĂƚŚŝŶŐ- ǀĂĐĂŶƚĂŶĚĨĂƌĂǁĂǇ͕ĂƐƚŚŽƵŐŚŚĞ͛ĚůŽƐƚŚŝƐĐŽŵƉĂŶŝŽŶ͘zĞŶŚ͛ĞŶŐdǌƵǇƵ zĂŶ ŚĞŶŐ ŝ-ǇŽƵ͕ ǁŚŽ ǁĂƐ ƐƚĂŶĚŝŶŐ ďǇ ŚŝƐ ƐŝĚĞ ŝŶ ĂƚƚĞŶĚĂŶĐĞ͕ ƐĂŝĚ͕ ͞tŚĂƚ ŝƐ
ƚŚŝƐ͍͟ ĂŶ ǇŽƵ ƌĞĂůůǇ ŵĂŬĞ ƚŚĞ ďŽĚǇ ůŝŬĞ ǁŝƚŚĞƌĞĚ ƚƌĞĞ ĂŶĚ ƚŚĞ ŵŝŶĚ ůŝŬĞ ĚĞĂĚ
ĂƐŚĞƐ͍ dŚĞ ŵĂŶ ůĞĂŶŝŶŐ ŽŶ ƚŚĞ ĂƌŵƌĞƐƚ ŶŽǁ ŝƐ ŶŽƚ ƚŚĞ ŽŶĞ ǁŚŽ ůĞĂŶĞĚ ŽŶ ŝƚ
ďĞĨŽƌĞ͊͟ ϭϬϱ
zƵĞǆƉůĂŝŶƐƚŚĂƚƚŚĞĞǆƉƌĞƐƐŝŽŶ͚TƵƌŶƚŽĂƐŚĞƐ͛ŝƐƵƐĞĚ ŝŶŚƵĂŶŐǌŝƚŽĚĞƐĐƌŝďĞ͚ĐĂůŵŶĞƐƐ͛͘ ϭϬϲ /ŶůŝŶĞ
ŽŶĞĂŶĚƚǁŽ͕^ƃƐĞŬŝ ĞǆƉůĂŝŶƐƚŚĂƚŚŝƐƐŽƵůŚĂƐƌĞĐŽǀĞƌĞĚ͘/ŶůŝŶĞƚŚƌĞĞƚŽƐŝǆ͕ŚĞĚĞƐĐƌŝďĞƐƚŚĂƚŚĞŝƐ
ŝŶĂĐĂůŵĂŶĚƚƌĂŶƋƵŝůƐƚĂƚĞŽĨŵŝŶĚďƌŽƵŐŚƚŽŶďǇŚŝƐŶĂƚƵƌĂůƐƵƌƌŽƵŶĚŝŶŐƐ͘
/ŶůŝŶĞƐĞǀĞŶ͕ŚĞĞǆƉƌĞƐƐĞƐƚŚĞĨĞĞůŝŶŐƚŚĂƚŚĞ ŝƐ ĨƌĞĞĨƌŽŵǁŽƌůĚůǇĐĂƌĞƐĂŶĚŝŶƚŚĞĨŽůůŽǁŝŶŐůŝŶĞ
ƌĞƐƉŽŶĚƐƚŽƚŚĞƐƚĂƚĞŵĞŶƚŝŶůŝŶĞƐĞǀĞŶ͘/ŶůŝŶĞĞŝŐŚƚ͕ƚŚĞǁŽƌĚƐ͚WŚŝƚĞĐůŽƵĚƐ͛ĂƌĞĞŵƉůŽǇĞĚĂƐŚĞ
ůŝĞƐ ĚŽǁŶ ůŽŽŬŝŶŐ Ăƚ ƚŚĞ ƐŬǇ͘ ^ƃƐĞŬŝ ŝƐ ĐŽŶƚĞŶƚ͕ ďĞĐĂƵƐĞ ŚĞ ŝƐ ŝŶ ͞EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐ sŝůůĂŐĞ͟
ƐƵƌƌŽƵŶĚĞĚďǇŶĂƚƵƌĞ͖ĂƉůĂĐĞǁŚĞƌĞŚĞĨĞĞůƐƐĂĨĞĂŶĚĂƚĞĂƐĞ͘ /ƚŝƐŝŵƉŽƌƚĂŶƚƚŽŶŽƚĞƚŚĂƚ^ŽƐĞŬŝ
ƵƐĞƐƚŚĞĞǆƉƌĞƐƐŝŽŶŽĨ͚WŚŝƚĞĐůŽƵĚƐ͛ĨŽƌĂĐĂůŵĂŶĚƐĞƌĞŶĞƐƚĂƚĞŽĨŵŝŶĚ͕ƚŚĞƉůĂĐĞ ǁŚĞƌĞ ŚĞĨĞĞůƐ
ƐĂĨĞĂŶĚƐƉŝƌŝƚƵĂů͘ 
^ŚŝŬŝ͛ƐĐŽŵŵĞŶƚĂƌǇŽŶƚŚŝƐƉŽĞŵŝƐƚŚĂƚƚŚĞ ĞŶĚŝŶŐĐŽƵƉůĞƚŽĨůŝŶĞƐƐĞǀĞŶ ĂŶĚĞŝŐŚƚ ŚĂƐƚŚĞƚĞŶŽƌŽĨ
͚/ ƐĞĞ ƚŚĞ DŽƵŶƚĂŝŶ ŽĨ ƚŚĞ ^ŽƵƚŚ ŝŶ ĐŽŵƉŽƐƵƌĞ͕͛ ĂŶĚ ĂƐ ǁĞ ŬŶŽǁ ƚŚŝƐ ƉŽĞŵ ŝƐ ďǇ dĂŽ zƵĂŶŵŝŶŐ͘
DŽƌĞĞǀŝĚĞŶĐĞƚŚĂƚ^ƃƐĞŬŝ ǁĂƐŝŶŚĂďŝƚŝŶŐƚŚĞĂĞƐƚŚĞƚŝĐǁŽƌůĚŽĨkanshi͘

WŽĞŵϰϯ
WĂƌƚ 8
ଘൂ
ࣇ׆ᔡഀᷠ ׆ࣇͪΕ ഀͶᔡ͖ᷠ

ϭϬϱ

WĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdǌƵ͘ŽůŽŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͕Ɖ͘ϯϲ͘
&ƵŬƵŵŝƚƐƵ͕zƵ͘^Ƶ^Śŝ͛ƐWŚŝůŽƐŽƉŚǇŽĨ>ŝĨĞĂŶĚƚŚĞĞƐƚŚĞƚŝĐs in ŚŝŶĞƐĞĂůůŝŐƌĂƉŚǇ. WŚƚŚĞƐŝƐ, 'ƌĂĚƵĂƚĞ^ĐŚŽŽů
ŽĨ/ŶƚĞŐƌĂƚĞĚƌƚƐĂŶĚ^ĐŝĞŶĐĞƐ͕,ŝƌŽƐŚŝŵĂ hŶŝǀĞƌƐŝƚǇ͕ϮϬϭ4, Ɖ͘ϴϱ͘
ϭϬϲ
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ؕ౺ॴཻ ؕͶͣͱ ౺ΖॴͶཻΉΖͶ
ܤӏ ܤ ӏ
ࢃ৯ళव ࢃ৯ ళव
Պ࣬ۗਫ਼ป Պ࣬Εͱ ۗ ปͶਫ਼ͣ
ކ݆ຮ ކΔ͖Ͷ͢ͱ ݆ Ͷຮͯ
غؾՁଏқ  غؾՁͩқͳͤΖͶଏΔΞ
ڊ࿑പӤ༖ ڊ࿑ പӤ༖ͪΕ 107
/ĂŵůŝŬĞĂƐĞĂŐƵůůĨůŽĂƚŝŶŐŽŶĂǁĂǀĞ͕
ůĞŝƐƵƌĞůǇƐƚŽƉƉŝŶŐŚĞƌĞĂŶĚƚŚĞƌĞ͘
dŚĞƐŽƵŶĚŽĨĂŵŽƵŶƚĂŝŶƐƚƌĞĂŵ ŝƐůŝŬĞ the ƐŽƵŶĚ ŽĨƌĂŝŶŽŶĂĐůĞĂƌŶŝŐŚƚ͕
The ĐŽůŽƵƌŽĨƚŚĞŵŽƵŶƚĂŝŶŝƐůŝŬĞƚŚĞƐŬǇĂƚĚƵƐŬŝŶƚŚĞĂƵƚƵŵŶ͘
dŚĞƌĞŝƐŵŽŝƐƚƵƌĞŝŶƚŚĞŚŽƵƐĞ͕ƚŚĞǁĂůůƐĂƌĞŐĞƚƚŝŶŐĚĂŵƉ,
dŚĞůĂŬĞŝƐďƌŝŐŚƚ͕ĂŶĚƚŚĞďŽĂƚŝƐĚƌĞŶĐŚĞĚŝŶŵŽŽŶůŝŐŚƚ͘
dŚĞƚŝŵĞƚŽŐŽďĂĐŬŚŽŵĞŝs gettinŐĐůŽƐĞƌďut iƚĚŽĞƐŶŽƚďŽƚŚĞƌŵĞ͘
The ǁŚŝƚĞĐůŽƵĚƐǁŝůůƌĞŵĂŝŶǁŝƚŚŵĞŽŶŵǇƌĞƚƵƌŶŚŽŵĞ͘
'ŽŐŽŶZŝƐƐŚŝ
 ƐĞĂŐƵůů ĂƉƉĞĂƌƐ ŝŶ ůŝŶĞ ŽŶĞ͘  ďŝƌĚ͕ ĂĐĐŽƌĚŝŶŐ ƚŽ /ŬŬĂŝ͛Ɛ ŝŶƚĞƌƉƌĞƚĂƚŝŽŶ ǁŚŝĐŚ ŝƐ ŽĨƚĞŶ ƵƐĞĚ ĂƐ Ă
ƐǇŵďŽůŽĨĨƌĞĞĚŽŵ͘^ƃƐĞŬŝ ĚĞƉŝĐƚƐŚŝƐůŝĨĞŝŶƚŚĞŵŽƵŶƚĂŝŶĂƐ ďĞŝŶŐĐĂƌĞĨƌĞĞĂŶĚĚĞǀŽŝĚŽĨǁŽƌůĚůǇ
ƌĞŐƵůĂƚŝŽŶ͘ ĨƚĞƌ ŝŶƚƌŽĚƵĐŝŶŐ ƚŚĞ ŶŽƚŝŽŶ ŽĨ ĨƌĞĞĚŽŵ͕ ůŝŶĞƐ ƚŚƌĞĞ ƚŽ Ɛŝǆ ĂƌĞ Ăůů ŝŶ ƉƌĂŝƐĞ ŽĨ ŶĂƚƵƌĞ͘
zŽƐŚŝŬĂǁĂĂŶĚ/ŬŬĂŝƐƵŐŐĞƐƚ ϭϬϴ ƚŚĂƚůŝŶĞƐƚŚƌĞĞ ĂŶĚĨŽƵƌ ƌĞĨĞƌƚŽĂƉŽĞŵďǇ^Ƶ^Śŝ͕͞౨ྜྷ૱ௗ
ͶଅΖ͟ ͞WŽĞŵ ĚĞĚŝĐĂƚĞĚƚŽ ƚŚĞŽůĚƚĞĂĐŚĞƌ͕ƚŚĞ ŚĞĂĚŽĨŽŶŐ-ůŝŶ dĞŵƉůĞ͟, ĞǆƉƌĞƐƐŝŶŐƚŚĞƐŽƵŶĚŽĨ
ϭϬϳ

^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϭϲϬ͘
/ďŝĚ͕͘Ɖ͘ϭϲϬ.
zŽƐŚŝŬĂǁĂ͕<ƃũŝƌƃ. ^ƃƐĞŬŝ ^ŚŝŚƻ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϰ͕Ɖ͘ϰϭ͘
ϭϬϴ
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ĂŵŽƵŶƚĂŝŶƐƚƌĞĂŵĂƐƚŚĞǀŽŝĐĞŽĨƐƵƚƌĂ͕ĂŶĚƚŚĞĐŽůŽƵƌŽĨƚŚĞŵŽƵŶƚĂŝŶĂƐƚŚĞƉƵƌŝĨŝĞĚďŽĚǇ͘^Ƶ^Śŝ
ĂƚƚĂŝŶĞĚĞŶůŝŐŚƚĞŶŵĞŶƚďǇůŝƐƚĞŶŝŶŐƚŽƚŚĞƐŽƵŶĚŽĨĂŵŽƵŶƚĂŝŶƐƚƌĞĂŵĂŶĚĂůƐŽ ĐŽŵƉŽƐĞĚĂ ƉŽĞŵ
ĨŽƌƚŚĞĞŶŵĂƐƚĞƌŽĨƚŚĞŽŶŐ-ůŝŶdĞŵƉůĞ Ăƚ>Ƶ^ŚĂŶ;:͘ZŽǌĂŶ ኗࢃͿ͘/ŝĚĂŚĂƐƚŚĞƐĂŵĞǀŝĞǁŽŶůŝŶĞ
ƚŚƌĞĞ͕ďƵƚůŝŶĞĨŽƵƌ ƌĞŵŝŶĚƐŚŝŵŽĨdĂŽ͛ƐƉŽĞŵ͘
zŽƐŚŝŬĂǁĂƐĂǇƐƚŚĂƚƚŚĞĞŶĚŝŶŐůŝŶĞƐŽĨƐĞǀĞŶ ĂŶĚĞŝŐŚƚ ĂƌĞƌĂƚŚĞƌĚŝĨĨŝĐƵůƚƚŽƵŶĚĞƌƐƚĂŶĚ͘,ĞŐŝǀĞƐ
hŝƐ ŚǇƉŽƚŚĞƚŝĐĂů ŝŶƚĞƌƉƌĞƚĂƚŝŽŶ ĂƐ ͚TŚĞ ĚĂǇ ŽĨ ůĞĂǀŝŶŐ ĨŽƌ ŚŽŵĞ ŝƐ ŐĞƚƚŝŶŐ ĐůŽƐĞƌ͕ ďƵƚ ŶŽ ŶĞĞĚ ƚŽ
ǁŽƌƌǇ͕ ĂƐ ƚŚĞ ǁŚŝƚĞ ĐůŽƵĚƐ ƐĞŶĚ ŵĞ ŽĨĨ ŽŶ ƚŚĞ ǁĂǇ ďĂĐŬ͛. ϭϬϵ /ŝĚĂ͛Ɛ ŝŶƚĞƌƉƌĞƚĂƚŝŽŶ ŽĨ ůŝŶĞ ƐĞǀĞŶ ŝƐ
ŵŽƌĞ Žƌ ůĞƐƐ ƐŝŵŝůĂƌ ƚŽ zŽƐŚŝŬĂǁĂ͘ Ƶƚ ŚŝƐ ŝŶƚĞƌƉƌĞƚĂƚŝŽŶ ŽĨ ůŝŶĞ ĞŝŐŚƚ ŝƐ ĚŝĨĨĞƌĞŶƚ͘ /ŝĚĂ͛Ɛ
ŝŶƚĞƌƉƌĞƚĂƚŝŽŶŽĨůŝŶĞĞŝŐŚƚ ŝƐ͚ZĞƚƵƌŶŝŶŐŚŽŵĞĨŽƌŵĞŝƐŶŽƚƚŚĞƉĂƚŚƚŽdŽŬǇŽ͕ďƵƚŝƚŝƐĂƉĂƚŚƚŽĂ
ĨĂƌĂǁĂǇƐĂĐƌĞĚůĂŶĚǁŚĞƌĞƚŚĞǁŚŝƚĞĐůŽƵĚŝƐ͛͘ ϭϭϬ dŚŝƐƐŽƵŶĚƐǀĞƌǇƐŝŵŝůĂƌƚŽƚŚĞŶŽƚŝŽŶŽĨZĞƚƵƌŶŝŶ
ĂŽŝƐƚƚĞĂĐŚŝŶŐ͘,ŽǁĞǀĞƌ͕ŝƚŝƐŶŽƚǇĞƚĐůĞĂƌĂƚƚŚŝƐƉŽŝŶƚ͘tŚĂƚŝƐĐĞƌƚĂŝŶŝƐƚŚĂƚƚŚĞŝŵĂŐĞŽĨĂǁŚŝƚĞ
ĐůŽƵĚ͕͞EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐsŝůůĂŐĞ͟ŚĂƐĞŵĞƌŐĞĚŝŶ^ƃƐĞŬŝ͛ƐŵŝŶĚ͕ĂŶĚŚĞŝƐƌĞƚƵƌŶŝŶŐŚŽŵĞǁŝƚŚŝƚ,
ŚĞŚĂƐĨŽƵŶĚŚŝƐƐƉŝƌŝƚƵĂůůĂŶĚĂŶĚŚĂƐƐŽŵĞƉĞĂĐĞŽĨŵŝŶĚ.
/Ŷ ƐƵŵŵĂƌǇ͕ ŝŶ ƚŚĞ ƉŽĞŵƐ ďĂƐĞĚ ĂƌŽƵŶĚ ŚŝƐ ,ĂŬŽŶĞ :ŽƵƌŶĞǇ, ^ƃƐĞŬŝ ƚĞůůƐ ŽĨ ŚŝƐ ĚĞƐŝƌĞ ƚŽ ĚĞƚĂĐŚ
ŚŝŵƐĞůĨĨƌŽŵƚŚĞǁŽƌůĚůǇĂĨĨĂŝƌƐǁŚŝĐŚŚĂĚĐĂƵƐĞĚŚŝŵƚŽĨĞĞůƐŽƌƌŽǁĨƵůĂŶĚƉĞƐƐŝŵŝƐƚŝĐ͘,ĞƐŽƵŐŚƚ
ƚŽĞŵƉƚǇŚŝƐŵŝŶĚďǇƚƌĂǀĞůůŝŶŐƚŽƚŚĞŵŽƵŶƚĂŝŶƐĂŶĚďĞĐŽŵŝŶŐĐůŽƐĞƚŽ ŶĂƚƵƌĞĨĂƌĂǁĂǇĨƌŽŵƚŚĞ
ĚŝƐƚƌĂĐƚŝŽŶƐŽĨdŽŬǇŽ͘ dŚĞŵŽƵŶƚĂŝŶƐǇŵďŽůŝǌĞƐƚŚĞƉŽĞƚŝĐǁŽƌůĚŽĨdĂŽzƵĂŶŵŝŶŐ͘tŚĞŶŚĞŐŽĞƐƚŽ
ƚŚĞ ŵŽƵŶƚĂŝŶ͕ ŚĞ ƐĞĞŬƐ ƚŽ ƌĞƐŝĚĞ ǁŝƚŚ ƚŚĞ ǁŚŝƚĞ ĐůŽƵĚƐ͕ ŚŝƐ ƐƉŝƌŝƚƵĂů ŚŽŵĞ͕ ͞EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐ
sŝůůĂŐĞ͕͟ƚŚĞƉůĂĐĞǁŚĞƌĞƉŽĞŵƐƐƉƌŝŶŐ ĨƌŽŵ. tŚĞŶŚĞƌĞŐĂŝŶƐ ƚŚĞǁŚŝƚĞĐůŽƵĚƐŝŶŚŝƐŵŝŶĚ͕ŚĞŝƐ
ƌĞĂĚǇƚŽŐŽďĂĐŬƚŽƚŚĞŵƵŶĚĂŶĞǁŽƌůĚĂŶĚĚĞĂůǁŝƚŚǁŽƌůĚůǇĂĨĨĂŝƌƐ͘
,Ğ ĐŽŵƉŽƐĞĚ ƚŚƌĞĞ ŵŽƌĞ kanshi ĂĨƚĞƌ ƚŚĞ ,ĂŬŽŶĞ ũŽƵƌŶĞǇ͕ ďƵƚ ŚĞ ƐŽŽŶ ďĞĐĂŵĞ ďƵƐǇ ǁŝƚŚ ŚŝƐ
ƐƚƵĚŝĞƐ͕ĂƐŚĞǁĂƐŶŽǁĂƵŶŝǀĞƌƐŝƚǇƐƚƵĚĞŶƚ ƐƚƵĚǇŝŶŐŶŐůŝƐŚ ůŝƚĞƌĂƚƵƌĞĂƚdŽŬǇŽ/ŵƉĞƌŝĂůhŶŝǀĞƌƐŝƚǇ͘
/ŶƚŚĞĨŽůůŽǁŝŶŐǇĞĂƌƐ͕ĚƵĞƚŽƚŚĞĞĨĨŽƌƚƐŚĞŚĂĚƚŽŵĂŬĞŝŶŽƌĚĞƌƚŽďĞŝŶĚĞƉĞŶĚĞŶƚ͕ŚĞŽŶůǇĨŽƵŶĚ
ƚŝŵĞƚŽĐŽŵƉŽƐĞƚǁŽƉŽĞŵƐ͕ŽŶĞŝŶϭϴϵϭ͕ĂŶĚĂŶŽƚŚĞƌŝŶϭϴϵϰ͘
ϭϬϵ
ϭϭϬ

zŽƐŚŝŬĂǁĂ͕<ƃũŝƌƃ. ^ƃƐeki ^ŚŝŚƻ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕2004, Ɖ͘ϰϭ-42.
/ŝĚĂ͕ZŝŐǇƃ. ^ƃƐĞŬŝ Shi-shƻ Yaku͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϰϮ-43.

126

CONCLUSION
^ƃƐĞŬŝ ǁƌŽƚĞkanshi ŝŶǀĂƌŝŽƵƐƉŚĂƐĞƐŽĨ ŚŝƐůŝĨĞǁŚĞŶŚĞŚĂĚƚŚĞƚŝŵĞ͕ŽƉƉŽƌƚƵŶŝƚǇĂŶĚŝŶĐůŝŶĂƚŝŽŶ
ƚŽĞǆƉůŽƌĞƚŚĞŝƌďĞĂƵƚŝĨƵů͕ĚĞůŝŐŚƚĨƵůĂŶĚƉŽŝŐŶĂŶƚǁŽƌůĚƐ͘dŚĞǇǁŽƵůĚďƌŝŶŐŚŝŵďŽƚŚĐŽŶƐŽůĂƚŝŽŶ͕
ĐƌĞĂƚŝǀĞƐĂƚŝƐĨĂĐƚŝŽŶĂŶĚĞǀĞŶƚƵĂůůǇƐŽŵĞŬŝŶĚŽĨĞŶůŝŐŚƚĞŶŵĞŶƚ. ^ƃƐĞŬŝ ǁĂƐŝŶƚƌŽĚƵĐĞĚƚŽŚŝŶĞƐĞ
ůŝƚĞƌĂƚƵƌĞĨƌŽŵĞĂƌůǇŽŶĂŶĚǁĂƐĨŽŶĚŽĨƚŚĞǁŽƌůĚŽĨNanga ƉĂŝŶƚŝŶŐ͘,ŝƐĨŝƌƐƚƐĞƚŽĨkanshi ǁĞƌĞ
ǁƌŝƚƚĞŶĂƚĂŶĞĂƌůǇĂŐĞ͕ǁŚĞŶŚĞǁĂƐϭϲ-ϭϳǇĞĂƌƐŽůĚ.
ƐŝŶŵĂŶǇŽĨŚŝƐůĂƚĞƌkanshi, ŚŝƐĞĂƌůǇƉŽĞŵƐĐŽŶƚĂŝŶŵĂŶǇĂůůƵƐŝŽŶƐƚŽŚŝŶĞƐĞƚĞǆƚƐǁŝƚŚ ŝĚĞĂƐ
ŽƌŝŐŝŶĂƚŝŶŐĨƌŽŵƚŚĞI-:ŝŶŐ, ĞŶƌĞůŝŐŝŽƵƐƚĞǆƚƐ, >ĂŽǌŝ͕ŚƵĂŶŐǌŝĂŶĚƉŽĞŵƐďǇdĂŽzƵĂŶŵŝŶŐ͕>ŝĂŝ
ĂŶĚ^Ƶ^ŚŝƚŽŶĂŵĞĂĨĞǁ. dŚĞƐĞĂůůƵƐŝŽŶƐĂŶĚƌĞĨĞƌĞŶĐĞƐǁĞƌĞǀŝƚĂůĂƐ^ƃƐĞŬŝƐĂǁƚŚĞŵĂƐƉƌŽĨŽƵŶĚ
ĂŶĚ ďĞĂƵƚŝĨƵů ŝŵĂŐĞƐ ǁŚŝĐŚ ŝŶĐƌĞĂƐĞĚ ƚŚĞ ƉŽwĞƌ ŽĨ ƚŚĞ ƉŽĞƚƌǇ͘ dŚĞ ŶŽƚŝŽŶ ŽĨ ůŽŶĞůŝŶĞƐƐ ǁĂƐ
ĂŶŽƚŚĞƌ ƚŚĞŵĞ ŽĨ ƚŚĞ ƉŽĞŵƐ͕ ƐŽŵĞƚŚŝŶŐ ƚŚĂƚ ĂĨĨĞĐƚĞĚ Śŝŵ Ă ůŽƚ ƉĞƌƐŽŶĂůůǇ ĚƵĞ ƚŽ ŚŝƐ ƚƌŽƵďůĞĚ
ĐŚŝůĚŚŽŽĚǁŚŝĐŚĂƐǁĞůůĂƐůŽŶĞůŝŶĞƐƐŚĂĚŝŶĐůƵĚĞĚ͕ƌĞũĞĐƚŝŽŶĂŶĚŝƐŽůĂƚŝŽŶ͘
,ŽǁĞǀĞƌ, ĂĨƚĞƌ ƚŚŝƐ ĞĂƌůǇ ďƵƌƐƚ ĂŶĚ ĚĞƐƉŝƚĞ ŚŝƐ ŚĞĂƌƚĨĞůƚ ůŽǀĞ ĨŽƌ ŚŝŶĞƐĞ ƉŽĞƚƌǇ͕ ŝƚ ƐĞĞŵƐ ůŝŬĞ
ǁŽƌůĚůǇ ŵĂƚƚĞƌƐ ĂŶĚ ŚŝƐ ƐƚƵĚŝĞƐ ƚŽŽŬ Śŝŵ ĂǁĂǇ ĨƌŽŵ ŚŝƐ ĨŝƌƐƚ ůŽǀĞ ĂƐ ŶŽ ŵŽƌĞ kanshi ĂƐ ĨĂƌ ĂƐ ǁĞ
ŬŶŽǁǁĞƌĞĐƌĞĂƚĞĚƵŶƚŝůŚĞŵĞƚĂŶŝŵƉŽƌƚĂŶƚĨƌŝĞŶĚ͕DĂƐĂŽŬĂ^ŚŝŬŝ͕ǁŚŽƌĞ-ŝŶƚƌŽĚƵĐĞĚƚŚĞǁŽƌůĚ
ŽĨ hŝŶĞƐĞ ůŝƚĞƌĂƚƵƌĞ ƚŽ ^ƃƐĞŬŝ. /ŶƐƉŝƌĞĚ ďǇ ^ŚŝŬŝ͕ ^ƃƐĞŬŝ ĐŽŵƉŽƐĞĚ Ă ŶƵŵďĞƌ ŽĨ ƉŽĞŵƐ ŽǀĞƌ ƚŚŝƐ
ƉĞƌŝŽĚ ǁŚŝĐŚ ǁĞƌĞ ĐŽƌƌĞĐƚĞĚ ďǇ ŚŝƐ ĨƌŝĞŶĚ͘ >ŽŶĞůŝŶĞƐƐ͕ ĂŶ ĞŶĚƵƌŝŶŐ ƚŚĞŵĞ ŽĨ ^ƃƐĞŬŝ͛Ɛ ǁŽƌŬ ǁĂƐ
ĨĞĂƚƵƌĞĚ͘^ŽǁĞƌĞŚŝƐƵŶƐƵĐĐĞƐƐĨƵůĂƚƚĞŵƉƚƐƚŽĨŝŶĚƐƉŝƌŝƚƵĂůĂŶƐǁĞƌƐĂƚƚŚĞŶŬĂŬƵ-ũŝ ĞŶƚĞŵƉůĞ.
,Ğ ĐŽŶƚŝŶƵĞĚ ƚŽ ƐĞĞŬ ƐƉŝƌŝƚƵĂůŝƚǇ ĂŶĚ ŝůůƵŵŝŶĂƚŝŽŶ ĨƌŽŵ ŚŝŶĞƐĞ ƌĞůŝŐŝŽƵƐ ƚŚŽƵŐŚƚ ƵƐŝŶŐ ŚƵĂŶŐǌŝ
ĂŶĚ ĞŶ ƚĞǆƚƐ ŝŶ ŚŝƐ kanshi. ǆƉƌĞƐƐŝŽŶƐ ƐƵĐŚ ĂƐ ͞EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐ sŝůůĂŐĞ͕͟ ͞TŚĞ ƉŝƉŝŶŐ ŽĨ
,ĞĂǀĞŶ͕͟ ͞WŚŝƚĞ ĐůŽƵĚƐ͟ ĂŶĚ ͞TƵƌŶŝŶŐ ƚŽ ĂƐŚĞƐ͟ ĂƉƉĞĂƌĞĚ͘ ůů ŽĨ ƚŚĞŵ ŚĂĚ ƚŚĞŝƌ ŽƌŝŐŝŶ ŝŶ ĐůĂƐƐŝĐ
ŚŝŶĞƐĞƚĞǆƚƐĂŶĚŚĂĚĂ ƐŝŐŶŝĨŝĐĂŶƚŵĞĂŶŝŶŐŝŶ^ŽƐĞŬŝ͛Ɛkanshi.
^ŽƐĞŬŝ ĚŝĚ ŶŽƚ ďĞůŽŶŐ ƚŽ Ă ƉƌŽĨĞƐƐŝŽŶĂů kanshi ĐŝƌĐůĞ, kanshi ǁĞƌĞ ƉĂƌƚ ŽĨ ^ƃƐĞŬŝ͛Ɛ ƉĞƌƐŽŶĂů
ĚĞǀĞůŽƉŵĞŶƚŝŶǁŚŝĐŚŚĞĐŽƵůĚ ĞǆƉƌĞƐƐ hŝƐƚƌƵĞĨĞĞůŝŶŐĂŶĚƐƉŝƌŝƚƵĂůŝƚǇ͘ƵƌŝŶŐ ƚŚŝƐƉĞƌŝŽĚ͕kanshi
ĐŽŵƉŽƐŝƚŝŽŶ ǁĂƐ ĞǆƚƌĞŵĞůǇ ƉƌŝǀĂƚĞ ĂŶĚ ƉĞƌƐŽŶĂů ƐŚĂƌĞĚ ĂůŵŽƐƚ ŽŶůǇ ǁŝƚŚ ^ŚŝŬŝ. Kanshi ĨƌŽŵ ƚŚŝƐ
ƉĞƌŝŽĚƐĞƌǀĞĚƚŽďƌŝŶŐ ^ŽƐĞŬŝ ĂŶĚ^ŚŝŬŝ ĞǀĞŶĐůŽƐĞƌƚŽŐĞƚŚĞƌĂŶĚŚĞůƉĞĚĨŽƌŐĞ ĂůŝĨĞůŽŶŐĨƌŝĞŶĚƐŚŝƉ͘
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dŚĞ ŶĞǆƚ ƐƚĂŐĞ ŝŶ ƚŚĞ ĚĞǀĞůŽƉŵĞŶƚ ŽĨ ŚŝƐ kanshi ǁŝůů ŶŽƚ ƚĂŬĞ ƉůĂĐĞ ƵŶƚŝů ŚĞ ĚĞĐŝĚĞƐ ƚŽ ůĞĂǀĞ ŚŝƐ
ŚŽŵĞƚŽǁŶdŽŬǇŽ͕ĂŶĚŐŽ ĂŶĚ ƚĞĂĐŚŝŶ^ŚŝŬŝ͛ƐƚŽǁŶŽĨDĂƚƐƵǇĂŵĂ.
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Chapter Two

Matsuyama & Kumamoto Period

INTRODUCTION
The second period of ^ƃƐĞŬŝ’s kanshi output coincided with circumstances which gave him the
opportunity, space and time to return to a form he had left for a number of years. It covers the time
(1895-1900) he spent teaching in Matsuyama and Kumamoto and ends with his departure from
Kumamoto for London where he was sent by the government to study English literature.
It was a period in which ^ƃƐĞŬŝ was able to develop his kanshi composition technique further. In
Matsuyama, he was a part of a haiku circle that was set up when ^ŚŝŬŝĐĂŵĞƚŽƐƚĂǇǁŝƚŚ^ƃƐĞŬŝ͘^ŚŝŬŝ
began to hold a haiku composition meeting at the house ^ƃƐĞŬŝ was renting at the time. So, inevitably,
^ƃƐĞŬŝ joined and became enthusiastic about composing poems. ^ƃƐĞŬŝ was a young single man living
in the countryside where there were few cultural activities available compared with his hometown,
dŽŬǇŽ͘Apart from teaching and visiting hot springs, he had a plenty of time to put his energy into
increasing his understanding and practice of poetry composition. ^ƃƐĞŬŝcomposed five kanshi (poem
numbers 53-58) and over four hundred and fifty haiku during his Matsuyama period.
After being disappointed by the experience in Matsuyama, ^ƃƐĞŬŝ decided to move to another
teaching position in Kumamoto. During this period, some of ^ƃƐĞŬŝ‘s kanshi were corrected by his
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colleague, Nagao Uzan (㛗ᑿ㞵ᒣ 1864–1942), whose kanshi were well respected. ^ƃƐĞŬŝ got
involved in composing Koshi (no restriction in how many lines) and ^ƃƐĞŬŝ ‘s kanshi ǁŽƌŬƐďĞcame
more philosophical in character during this period. He composed 13 poems in his time in Kumamoto
(poem number 59-72), and three poems after Kumamoto before he left for London (poem number
73-75). His kanshi from this period are more intricate, personal and emotionally engaged. They also
show an increased understanding of religious texts.
^ƃƐĞŬŝ lived away from his hometown during this period and thought he had left behind the world
and people he had difficulty in getting on with. However, the situation was not that simple. ^ƃƐĞŬŝ
concentrated on developing his literary talent. It was a time when he put more of his energy into
composing haiku than kanshi. No matter whether it was haiku or kanshi, ^ƃƐĞŬŝbegan to immerse
himself in the world of poetry and understand even more about the composition of poems. He could
only be enrichened and stimulated by the experience. His life between his first and second kanshi
ƉĞƌŝŽĚƐŚĂĚďĞĞŶŵĂƌŬĞĚďǇƐĂĚŶĞƐƐĂŶĚůŽƐƐ͕ŚĞŚĂĚďĞĞŶĞǆƚƌĞŵĞůǇďƵƐǇǁŝƚŚƐƚƵĚŝĞƐĂŶĚhad
found dealing with people stressful. As always, his kanshi are a form of meditation and a way of
incorporating and transcending the mundane world which caused him unease and worry.

FROM UNIVERSITY TO MATSUYAMA, 1895-96
^ƃƐĞŬŝ lost his sister-in law, Tose, in August 1891. He had already lost two people whom he loved and
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ƌĞƐƉĞĐƚĞĚ͕ŚŝƐŵŽƚŚĞƌ͕ŚŝĞ͕ĂŶĚĞůĚĞƐƚďƌŽƚŚĞƌ͕ĂŝƐƵŬĞ͘dŽƐĞǁĂƐthe only person left in the family
^ƃƐĞŬŝ could respect and communicate with͘/ƚǁĂƐĂƐŚŽĐŬŝŶŐĞǀĞŶƚĨŽƌŚŝŵ and he expressed his
great sorrow at ůŽƐŝŶŐŚĞƌŝŶĂůĞƚƚĞƌƚŽ^ŚŝŬŝ, dated 3 August 1891, in which he included his haiku
compositions dedicated to her. 1 He also wrote of the great respect he held for her.

In the same letter ƚŽ^ŚŝŬŝ, ^ƃƐĞŬŝ confessed that he had once foolishly believed that in order to earn
a living in modern society he could become a specialist in English literature. ^ƃƐĞŬŝ says English was
an inevitable choice due to the demands of the time. He felt he had to serve a useful purpose in
society, an idea which came from the practical side of Confucian teaching and the concept of ‘Natural
rights’ which ^ƃƐĞŬŝ had learnt from a ďŽŽŬǁƌŝƚƚĞŶ by Herbert Spencer. 2 Spencer’s theory was well
received Ăƚ dŽŬǇŽ hŶŝǀĞƌƐŝƚǇ and became popular. 3 Spencer’s theory also influenced the idea of
people’s rights in Japan. The two lĞĂĚŝŶŐ ĨŝŐƵƌĞƐ ƚŽ ƚĞĂĐŚ ,ĞƌďĞƌƚ ^ƉĞŶĐĞƌ Ăƚ dŽŬǇŽ /ŵƉĞƌŝĂů
University as observed by Hasegawa ǁĞƌĞ dŽǇĂŵĂ DĂƐĂŬĂǌƵ ;እᒣṇ୍, 1848-1900) and Ernest
Fenollosa (1853-1908). 4
There was another man who visited Japan and researched into Japanese archaeology and culture and
who ŐĂǀĞĂƚĂůŬĨŽƌƚŚĞĨŝƌƐƚƚŝŵĞŽŶĂƌǁŝŶŝƐŵŝŶ:ĂƉĂŶŝŶϭϴϳϳ͘,ŝƐŶĂŵĞǁĂƐĚǁĂƌĚ^ǇůǀĞƐƚĞƌ
Morse (1838-1925). He noted afterwards, “dŚĞĂƵĚŝĞŶĐĞƐĞĞŵĞĚƚŽďĞŬĞĞŶůǇŝŶƚĞƌĞƐƚĞĚ͕ĂŶĚŝƚǁĂƐ

1

^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϮϮ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘ϯϮ-ϯϲ;ůĞƚƚĞƌĂĚĚƌĞƐƐĞĚƚŽ^ŚŝŬŝŽŶϬϯͬϬϴͬϭϴϵϭͿ͘
Ara, Masato. EĂƚƐƵŵĞ^ƃƐĞŬŝEǇƻmon. Kodansha, 1967, p. 50.
3 dĂŶĂŬĂ͕zĂƐƵƚĂŬĂ͘EĂƚƐƵŵĞ^ƃƐĞŬŝ. (Shashin ^ĂŬŬĂ-den Sosho 4), Meiji Shoin, 1969, p. 22.
4 ,ĂƐĞŐĂǁĂ͕dĂŬƵŵĂ͘^ƉĞŶĐĞƌƚŽŶƌǇƃ. (Lecture Note) International Inoue Enryƃ Research 3, International
ƐƐŽĐŝĂƚŝŽŶĨŽƌ/ŶŽƵĞŶƌǇƃZĞƐĞĂƌĐŚ͕ϮϬϭϱ͕Ɖ͘ϭϱϮ.
2
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delightful to explain the Darwinian theory without running up against theological prejudice as I often
did at home.” 5
The concept of nature in Japan was changed by the introduction of the theory of evolution. Nature
became a subject to study and an object to control, instead of being something to admire and respect.
Western scientific theories had by ^ƃƐĞŬŝ’s time established a strong influence upon Japanese
intellectuals. A tidal wave of Western culture was sweeping across Japan. However, going against this
trend, ^ƃƐĞŬŝ expressed his discontent at studying English literature.
At the end of the letter, ^ƃƐĞŬŝ says that he had found someone from the past who he could
sympathise with. This forerunner, who had studied Western science but changed his interest to
Eastern philosophy later in life, was Shiba KƃŬĂŶ (࢚ഇߒ, 1747-1818) from the Edo period.
/ŶŚŝƐůĞƚƚĞƌƚŽ^ŚŝŬŝ͕^ƃƐĞŬŝ mentions that he had read ^ŚƵŶƉĂƌƃHikki (ॡഀ࿘ජ )ىwritten by Shiba
<ƃŬĂŶ. He was a painter and a specialist in Dutch studies from the townsman’s class, who having
investigated the survival instinct in humans switched his interest to the teachings of Daoism. 6
^ƃƐĞŬŝ explained in this letter, “Recently I have been reading Shiba KƃŬĂŶ’s ShuŵƉĂƌƃHikki and have
found many statements and ideas that I wish I myself had written. I feel that I share his feelings and
ĂŵŚĂƉƉǇƚŽĨŝŶĚƚŚĂƚ/ŚĂǀĞĂůŝŬĞ-minded friend from the past.” 7 The following is a comment by

5

,ŝĐŬŵĂŶ͕ DŽŶĞǇ Θ &ĞƚĐŚŬŽ WĞƚĞƌ͘ :ĂƉĂŶ ĂǇ Ǉ ĂǇ. An Exhibition Honoring Edward Sylvester Morse and
ŽŵŵĞŵŽƌĂƚŝŶŐ ƚŚĞ ,ƵŶĚƌĞĚƚŚ ŶŶŝǀĞƌƐĂƌǇ ŽĨ ,ŝƐ ƌƌŝǀĂů ŝŶ :ĂƉĂŶ ŝŶ ϭϴϳϳ͘ WĞĂďŽĚǇ DƵƐĞƵŵ ŽĨ ^ĂůĞŵ͕ ^ĂůĞŵ͕
Massachusetts, 1977, p. 22.
6 Ara, Masato. EĂƚƐƵŵĞ^ƃƐĞŬŝEǇƻmon. Kƃdansha, 1967, p. 46.
7 French, L. Calvin. ^ŚŝďĂ<ƃŬĂŶ͘tĞĂƚŚĞƌŚŝůů͕EĞǁzŽƌŬ͕ϭϵϳϰ͕Ɖ͘ϭϴϴ͘
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KƃŬĂŶĨƌŽŵƚŚĞďŽŽŬ͕
“Now that I ĂŵĂŶŽůĚŵĂŶůŝǀŝŶŐŝŶƌĞƚŝƌĞŵĞŶƚ͕/ŶŽůŽŶŐĞƌƚĂŬĞƉůĞĂƐƵƌĞŝŶƚŚĞǁĂǇƐ
of men nor find them of interest. I am writing down my thoughts at random, just as
they occur to me. Men of future generations who share my feelings and may have
occasion to read my ǁŽƌŬƐǁŝůůƵŶĚĞƌƐƚĂŶĚ” 8
Senuma gives his analysis on ^ƃƐĞŬŝ’s interest in <ƃŬĂŶ’s views as follows. “KƃŬĂŶ͕ǁŚŽǁĂƐthe son
of a townsman, was on the one hand, cultivated by a belief in Western technology and an egalitarian
society. On the other hand, he thought that everything returned to nothingness and became
interested in Daoism. After encountering Daoist thought, <ƃŬĂŶ wrote about the notion of
nothingness.
<ƃŬĂŶ also wrote about human desire. He pointed out that there were three desires, the most basic
one of these being sexual desire. He said that human beings are conditioned to suffer due to their
intelligence and common sense. Therefore, our existence is suffering itself.
In contrast, he adored nature whilst living amongst the worldly. He rejected human desires, but at
the same time ĂĐŬŶŽǁůĞĚŐĞĚ them. Then, he reached the conclusion through serious investigation
of many contradictory factors that the foundation for human existence was nothingness. Finally,

(FN. 7, cont.)
^ƃƐĞŬŝĞŶƐŚƻVol. 22͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇo, 1996, p. 37.
8 ^ŚŝďĂ<ƃŬĂŶĞŶƐŚƻ sŽů͘Ϯ͕zĂǌĂŬĂ^ŚŽďŽ͕dŽŬǇŽ͕ϭϵϵϯ͕Ɖ͘ϭϱϮ͘
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<ƃŬĂŶ turned his interest to Daoist thought, which found substance in nothingness.” 9
Having read and coming under the influence of <ƃŬĂŶ, ^ƃƐĞŬŝ wrote four essays for his university
course: “LƃƐŚŝŶŽdĞƚƐƵŐĂŬƵ” (⪁ᏊࡢဴᏛ, “WŚŝůŽƐŽƉŚǇŽĨ>ĂŽǌŝ”) 10 in June 1892, “ƵŶĚĂŶŶŝŽŬĞƌƵ
ǇƃĚƃ^ŚƵŐŝŶŽĂŝŚǇƃƐŚĂ‘tĂůƚtŚŝƚŵĂŶ͛ŶŽ^ŚŝŶŝƚƐƵŝƚĞ” (ᩥቭࡅࡿᖹ➼⩏ࡢ௦⾲⪅ࠗ࢘
࢜ ࣝ ࢺ ࣭ ࣍  ࢵ ࢺ ࣐ ࣥ ࠘ ࡢ リ  ࡘ ࠸ ࡚ , “A study on poems by Walt Whitman who is a
representative of the egalitarian in the literary world”) 11 in October, “ChƻŐĂŬƵ<ĂŝƌǇƃsaku” (୰Ꮫᨵ
Ⰻ⟇, “A plan for the improvement of the Middle School”) 12 in December and “ŝŬŽŬƵ ^ŚŝũŝŶ ŶŽ
dĞŶŚŝzĂŵĂ<ĂǁĂŶŝƚĂŝƐƵƌƵ<ĂŶŶĞŶ” (ⱥᅜリேࡢኳᆅᒣᕝᑐࡍࡿほᛕ, “The concept held by
British poets upon nature”) 13 in 1893. During his university days, ^ƃƐĞŬŝ was too busy with the
practicalities ŝŶǀŽůǀĞĚŝŶŚŝƐĐŽƵƌƐĞǁŽƌŬ to have time to spend on ƚŚĞƉůĞĂƐƵƌĂďůĞƚĂƐŬ of composing
kanshi.
He graduated from the English literature course in the faculty of Art and Humanities ŽĨdŽŬǇŽ/ŵƉĞƌŝĂů
University in July 1893. His was only the second year of the English literature course, and he was the
only graduate from his course. 14 He then went on to post-graduate studies at the same university
receiving a government grant.

9

^ĞŶƵŵĂ͕^ŚŝŐĞŬŝ͘Kindai Nihon no ShisƃŬĂ 5 EĂƚƐƵŵĞ^ƃƐĞŬŝ͘dŽŬǇŽĂŝŐĂŬƵ^ŚƵƉƉĂŶƐŚĂ͕dŽŬǇŽ͕ϮϬϬϳ, p. 24.
^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϲ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕ p. 13-36.
11 ^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϭϯ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ p. 3-20.
12 ^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϲ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕ p. 37-72.
13 ^ƃƐĞŬŝŐĂǀĞĂƚĂůŬǁŝƚŚƚŚŝƐƚŝƚůĞĂƚĂdŽŬǇŽhŶŝǀĞƌƐŝƚǇŶŐůŝƐŚ>ŝƚĞƌĂƚƵƌĞŝƐĐƵƐƐŝŽŶƐĞŵŝŶĂƌŽŶϮϵ :ĂŶƵĂƌǇ͘dŚĞƚĂůŬ
ǁĂƐǁĞůůƌĞĐĞŝǀĞĚĂŶĚĂƐĞƌŝĞƐŽĨĂƌƚŝĐůĞƐŽŶƚŚŝƐƚĂůŬǁĞƌĞƉƵďůŝƐŚĞĚŝŶ“dĞƚƐƵŐĂŬƵĂƐƐŚŝ” between March to June
1893. Source: zĂũŝŵĂ͕zƵŬŝŚŝŬŽ͘1893ŶĞŶϭŐĂƚƐƵϮϵŶŝĐŚŝŶŽ^ƃƐĞŬŝ. ŚƚƚƉƐ͗ͬͬƐĞƌĂŝ͘ũƉͬŚŽďďǇͬϯϵϮϮϭ
14 dĂŶĂŬĂ͕zĂƐƵƚĂŬĂ͘EĂƚƐƵŵĞ^ƃƐĞŬŝ͘;^ŚĂƐŚŝŶ^ĂŬŬĂ-den Sosho 4), Meiji Shoin, 1969, p. 34.
10
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^ƃƐĞŬŝ started ƚŽƚĞĂĐŚŶŐůŝƐŚĂƚdŽŬǇŽdĞĂĐŚĞƌdƌĂŝŶŝŶŐ^ĐŚŽŽůŝŶKĐƚŽďĞƌof the same year this was
on top of the teaching job he had ƐƚĂƌƚĞĚĂǇĞĂƌďĞĨŽƌĞĂƚdŽŬǇŽdĞĐŚŶŝĐĂů^ĐŚŽŽl. ^ƃƐĞŬŝ now began
to doubt his capabilities ĂŶĚ ŬŶŽǁůĞĚŐĞ ŽĨ English. He felt he did not fully understand English, 15
although his English had reached such a standard that he had no difficulty translating AĞƐĐƌŝƉƚŝŽŶ
ŽĨ DǇ ,Ƶƚ (Hƃũƃ ki ๏ )ىwhen requested by J. M. Dixon (1856-1933) in his University days in
1891. 16 (This was published under Dixon’s name in “Nihon ƐŝĂ<ǇƃŬĂŝ<ĂŝŚƃ”). ^ƃƐĞŬŝ’s feeling of
uncertainty about his ŬŶŽǁůĞĚŐĞof English literature led him to blame himself. He lost confidence in
his ability to be a specialist in English literature and began to doubt his ability to teach English. He
expressed this later in his life in 1914 in his speech, DǇ /ŶĚŝǀŝĚƵĂůŝƐŵ (ࢴݺਕकٝ), given at
'ĂŬƵƐŚƻin School. The following is an extract from the speech translated by Jay Rubin.
“At university, I majored in English literature. What exactly is English
ůŝƚĞƌĂƚƵƌĞ͕ǇŽƵŵĂǇĂƐŬ͘/ŵǇƐĞůĨĚŝĚŶŽƚŬŶŽǁƚŚĞĂŶƐǁĞƌƚŽƚŚĂƚĂĨƚĞƌƚŚƌĞĞǇĞĂƌƐŽĨ
furious study. Our ŝŶƐƚƌƵĐƚŽƌŝŶƚŚŽƐĞĚĂǇƐǁĂƐWƌŽĨĞƐƐŽƌŝǆŽŶ͘,ĞǁŽƵůĚŵĂŬĞƵƐ
read poetry aloud, read prose passages to him, do composition; he would scold us for
dropping articles, explode when we mispronounced words. His exam questions were
ĂůǁĂǇƐŽĨŽŶĞŬŝŶĚ͗ŐŝǀĞƚŚĞ dates of Wordsworth’s birth and death, give the number

15

^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϭϲ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϱϵϭ-592 “tĂƚĂŬƵƐŚŝŶŽ<ŽũŝŶ-shugi”
^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϮϮ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘ϯϲ-ϯϳ;ůĞƚƚĞƌĂĚĚƌĞƐƐĞĚƚŽ^ŚŝŬŝŽŶϬϯͬϬϴͬϭϴϵϭͿ͘
16 ^ĞŶƵŵĂ͕^ŚŝŐĞŬŝ͘Kindai Nihon no ShisƃŬĂ 5 EĂƚƐƵŵĞ^ƃƐĞŬŝ͘dŽŬǇŽĂŝŐĂŬƵ^ŚƵƉƉĂŶƐŚĂ͕dŽŬǇŽ͕
2007 (3rd edition), p. 318.
dĂŶĂŬĂ͕zĂƐƵƚĂŬĂ͘EĂƚƐƵŵĞ^ƃƐĞŬŝ͘;^ŚĂƐŚŝŶ^ĂŬŬĂ-ĚĞŶ^ƃƐŚŽϰͿ͕DĞŝũŝ^ŚŽŝŶ͕ϭϵϲϵ͕Ɖ͘Ϯϵ͘
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ŽĨ^ŚĂŬĞƐƉĞĂƌĞ’ƐĨŽůŝŽƐ͕ůŝƐƚƚŚĞǁŽƌŬƐŽĨ^ĐŽƚƚŝŶĐŚƌŽŶŽůŽŐŝĐĂůŽƌĚĞƌ͘ǀĞŶĂƐǇŽƵŶŐ
as you are, surely you can see what I mean: can this in any way instil an understanding
of what literature is, English or otherwise? Alright, you say, forge ahead on your own.
ƵƚƚŚŝƐŝƐůŝŬĞƚŚĞƉƌŽǀĞƌďŝĂůďůŝŶĚŵĂŶƉĞĞŬŝng through the fence. I would wander
about in the library searching for something that would get me started. But there was
nothing. This was not sŝŵƉůǇďĞĐĂƵƐĞ/ůĂĐŬĞĚŵŽƚŝǀĂƚŝŽŶ͖ƚŚĞĨŝĞůĚǁĂƐƌĞƉƌĞƐĞŶƚĞĚ
ďǇƚŚĞŵŽƐƚŵĞĂŐƌĞĐŽůůĞĐƚŝŽŶŽĨďŽŽŬƐ͘&ŽƌƚŚƌĞĞǇĞĂƌƐ/ƐƚƵĚŝĞĚ͕ĂŶĚĂƚƚŚĞĞŶĚ͕/
ƐƚŝůůĚŝĚŶŽƚŬŶŽǁǁŚĂƚůŝƚĞƌĂƚƵƌĞǁĂƐ͘dŚŝƐǁĂƐƚŚĞƌŽŽƚƐŽƵƌĐĞŽĨŵǇĂŐŽŶǇ͘
tŝƚŚƚŚŝƐĂŵďŝǀĂůĞŶƚĂƚƚŝƚƵĚĞ͕/ĞŵĞƌŐĞĚĨƌŽŵƐĐŚŽŽůƚŽƚĂŬĞŵǇƉůĂĐĞŝŶƚŚĞǁŽƌůĚ͘
I became – or rather, was made into – a teacher. Questionable as my language ability
ǁĂƐ͕/ŬŶĞǁĞŶŽƵŐŚƚŽŐĞƚĂůŽŶŐĂŶĚŵĂŶĂŐĞĚƚŽsqueeze by each day. Deep inside,
howeveƌ͕/ŬŶĞǁŽŶůǇĞŵƉƚŝŶĞƐƐ͘EŽ͕ƉĞƌŚĂƉƐŝĨŝƚŚĂĚďĞĞŶĞŵƉƚŝŶĞƐƐ/ĐŽƵůĚŚĂǀĞ
resigned myself more completely, but there was something continually bothering me,
some vague, disagreeable, half-ĨŽƌŵĞĚƚŚŝŶŐƚŚĂƚǁŽƵůĚŶŽƚůĞƚŵĞĂůŽŶĞ͘dŽŵĂŬĞ
matters worse, I ĨĞůƚŶŽƚƚŚĞƐůŝŐŚƚĞƐƚŝŶƚĞƌĞƐƚŝŶŵǇǁŽƌŬĂƐĂƚĞĂĐŚĞƌ͘/ŚĂĚŬŶŽǁŶ
from the start that I was no educator, but I saw it was hopeless when just teaching
ŶŐůŝƐŚĐůĂƐƐĞƐƐĞĞŵĞĚůŝŬĞĂŶĞŶŽƌŵŽƵƐďƵƌĚĞŶ͘/ǁĂƐĂůǁĂǇƐŝŶĂĐƌŽƵĐŚ͕ƌĞĂĚǇƚŽ
spring into my true calling as soon as the slightest opening should present itself. But
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this ‘true calling‘ of mine was something that seemed to be there and, at the same
time, was not. No matter where I turned, I could not bring myself to ƚĂŬĞ the
plunge.” 17
Whilst ^ƃƐĞŬŝ was having doubts about his professional path, he became ill. In a letter to his friend,
<ŝŬƵĐŚŝ<ĞŶũŝƌƃ written on 9 March 1894, ^ƃƐĞŬŝ said he had been diagnosed as having the symptoms
of tuberculosis at an early stage. ^ƃƐĞŬŝ ŝŶĨŽƌŵĞĚ^ŚŝŬŝŝŶa letter written on 12 March 1894, that at
first, he had been worried about having mild tuberculosis, but he had come to terms with his fear by
ƚŚŝŶŬŝŶŐƚŚĂƚĞǀĞƌǇŽŶĞ who was born was destined to die. ^ƃƐĞŬŝ became pragmatic and decided to
ŵĂŬĞƵƐĞŽĨŚŝƐƉƌĞĐŝŽƵƐůŝĨĞ͘
He made a great effort to recover his health, ƚĂŬŝŶŐƵƉƚŚĞƉƌĂĐƚŝĐĞŽĨ Japanese Archery as part of his
rehabilitation. He also travelled to Matsushima (নౣ), and Shƃnan (যೈ) to rest his mind and body.
His physical health improved. However, he was still dissatisfied with his progress in English literature
studies and expressed his discontent in ĂůĞƚƚĞƌƚŽ^ŚŝŬŝǁƌŝƚten on 4 September 1894.
^ƃƐĞŬŝ grew anxious and became psychologically unbalanced. He needed to find space in his mind
where he could feel safe and secure. His friend, Suga Torao (ލ༦ 1864-1943), who had attended
ĞŶ ƚĞĂĐŚŝŶŐ ŐŝǀĞŶ ďǇ /ŵĂŬŝƚĂ <ƃsen ( ࠕ  ߓ ઔ 1816-1892) Ăƚ ŶŬĂŬƵ-ji ( ԃ ְ ࣋ ) temple in
<ĂŵĂŬƵƌĂ͕ suggested that he meditate at the temple. ^ƃƐĞŬŝ visited the Kigen-In (ݱؾӅ) at the

17

Rubin, Jay. Trans. “tĂƚĂŬƵƐŚŝŶŽ<ŽũŝŶƐŚƵŐŝ”. ;^ƃƐĞŬŝŶŽ/ŶĚŝǀŝĚƵĂůŝƐŵͿ in DŽŶƵŵĞŶƚĂEŝƉƉŽŶŝĐĂ, Vol. 34, No. 1,
Spring, 1979, p. 32.
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ŶŬĂŬƵ-ji Temple in December 1894 to clear his mind with the help of the ŵŽŶŬ͕^ŚĂŬƵ^ƃen (एभ
ԃ 1860-1919), who had ƌĞƉůĂĐĞĚ/ŵĂŬŝƚĂ<ƃsen after his death.
The ŵŽŶŬ͕^ƃen ĂƐŬĞĚ ^ƃƐĞŬŝ a question. The question was “Show me your original face, the face you
had before your parents were born” (າਫ਼Ґຌཔ). ^ƃƐĞŬŝ could not find the answer,
and the visit to the temple ended unsuccessfully. ^ƃƐĞŬŝ later wrote about this episode. 18 He also
wrote a letter to Saitƃ Agu ( ੬ ౽ Ѫ ۫ 1868-1942) on 9 January 1895 briefly describing his
experience. 19
It is a well-ŬŶŽǁŶĨĂĐƚƚŚĂƚ^ƃƐĞŬŝ visited Kigen-ŝŶĂƚŶŬĂŬƵ-ũŝƚĞŵƉůĞŝŶϭϴϵϰ͘DŝǌƵŬĂǁĂŐŝǀĞƐƵƐƚŚĞ
additional information that ^ƃƐĞŬŝ ŚĂĚǀŝƐŝƚĞĚƚŚĞƐĂŵĞƚĞŵƉůĞĂŶĚƐĞĞŶ^ŚĂŬƵ^ƃen the previous
year, 1893, in late July. 20 DŝǌƵŬĂǁĂalso says that ^ƃƐĞŬŝ helped ƚŽĐŽƌƌĞĐƚƚŚĞƚƌĂŶƐůĂƚŝŽŶŽĨ^ŚĂŬƵ
Sƃen’ƐƐƉĞĞĐŚ͕ƚƌĂŶƐůĂƚĞĚďǇ^ƵǌƵŬŝĂŝƐĞƚsu (㕥ᮌᣋ 1870–1966), who was a disciple of Sƃen.
^ŚĂŬƵ^ƃen was preparing a speech which he was going to deliver at The Chicago tŽƌůĚWĂƌůŝĂŵĞŶƚ
of Religions in 1893. 21
Whether ^ƃƐĞŬŝ ŚĞůƉĞĚƚŽĐŽƌƌĞĐƚ^ƵǌƵŬŝ’s translation of Sƃen’s speech or not is still debatable. In its
favour, DŝǌƵŬĂǁĂpresented evidence from DĂƚƐƵŽŬĂzƵǌƵƌƵ, one of ^ƃƐĞŬŝ’s students and his son-

18

^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϱ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ. 382-385, “/ƌŽŬĞǁŽ^ĂƌĞǇŽ”.
^ŚĂŬƵ͕^ƃen. “ĞŶŶŽ<ǇƃĐŚŝ” in <ŝŶĚĂŝ^ĂŬŬĂdƐƵŝƚƃďƵŶ^ŚƻƐĞŝEŽ͘ϱ͕͘EĂƚƐƵŵĞ^ƃƐĞŬŝ͘zƵŵĂŶŝ^ŚŽďƃ, 1987,
p. 88-91.
19 ^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϮϮ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ, p͘ϳϯ͘;ůĞƚƚĞƌĂĚĚƌĞƐƐĞĚƚŽ^ĂŝƚŽŐƵŽŶϬϵͬϬϭͬϭϴϵϱͿ
20 DŝǌƵŬĂǁĂ͕dĂŬĂŽ͘^ƃƐĞŬŝƚŽƵŬŬǇƃ- ^ŽŬƵƚĞŶ<ǇŽƐŚŝĞŶŽDŝĐŚŝ͘,ĞŝŶŽŶ^ŚĂ͕dŽŬǇŽ͕ϮϬϬϮ͕p. 34.
21 Sharf, Robert H. “dŚĞĞŶŽĨ:ĂƉĂŶĞƐĞEĂƚŝŽŶĂůŝƐŵ” in ƵƌĂƚŽƌƐŽĨƚŚĞƵĚĚŚĂ. Ed., Donald S. Lopez, Jr., The
hŶŝǀĞƌƐŝƚǇŽĨŚŝĐĂŐŽWƌĞƐƐ͕ŚŝĐĂŐŽĂŶĚ>ŽŶĚŽŶ͕ϭϵϵϱ͕Ɖ͘ϭ13.
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in-law, who as we discussed earlier discovered ^ƃƐĞŬŝ’s poems composed before he was twenty.
ĐĐŽƌĚŝŶŐƚŽDĂƚƐƵŽŬĂ͕during ^ƃƐĞŬŝ’s stay at the Kigen-in temple͕^ƵǌƵŬŝĂŝƐĞƚƐƵĂƐŬĞĚ^ƃƐĞŬŝ to
correct his translation of Sƃen’Ɛ ƐƉĞĞĐŚ ŵĂƚĞƌŝĂů͘ DŝǌƵŬĂǁĂ ƐƚƌĞƐƐĞƐ ƚŚĂƚ ^ƵǌƵŬŝ had said on five
separate occasions that ^ƃƐĞŬŝ had helped him to correct his translation of Sƃsen’s speech.
KŶƚŚĞŽƚŚĞƌŚĂŶĚ͕/ŶŽƵĞĞŶũƃ (ୖ⚙ᐃ 1911–2006), who became the successor of Kigen-in at
En’ŬĂŬƵ-ji temple, denies ^ƃƐĞŬŝ’s involvement in the correction of the ƚƌĂŶƐůĂƚŝŽŶ͘ DŝǌƵŬĂǁĂ,
however, points out that there was a letter dated 10 September 1956 ĨƌŽŵ^ƵǌƵŬŝĂĚĚƌĞƐƐĞĚƚŽ/ŶŽƵĞ
Ğnjƃ, ĂĐŬŶŽǁůĞĚŐŝŶŐ ^ƃƐĞŬŝ’s help in the translation. 22
tĞ ĚŽ ŶŽƚ ŬŶŽǁ for certain whether ^ƃƐĞŬŝ was involved in correcting the translation of Sƃen’s
speech, but more importantly, we are made aware of his interest ŝŶƉƌĂĐƚŝĐŝŶŐĞŶ͘^ĞŶƵŵĂƐĂǇƐƚŚĂƚ
although ^ƃƐĞŬŝ failed to achieve enlightenment he deepened his interest in ĞŶ teaching which
enriched his understanding based on nothingness originating from Eastern philosophy. Senuma
confirms that the ĞŶteaching of self-help served as a place of refuge for ^ƃƐĞŬŝ. 23 In other words,
ĞŶƉƌĂĐƚŝĐĞ offered ^ƃƐĞŬŝ a space in the mind where he felt safe and secure. The meditative state
ŽĨŵŝŶĚǁŚĞƌĞ^ŽƐĞŬŝĨĞůƚƐĂĨĞĂŶĚĐŽŵĨŽƌƚĂďůĞ remained SƃƐĞŬŝ’s spiritual land until his death.
Although he had failed in his attempt to resolve his mental condition by meditation, ^ƃƐĞŬŝ felt that
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DŝǌƵŬĂǁĂ͕dĂŬĂŽ͘^ƃƐĞŬŝƚŽƵŬŬǇƃ- ^ŽŬƵƚĞŶ<ǇŽƐŚŝĞŶŽDŝĐŚŝ. ,ĞŝŶŽŶ^ŚĂ͕dŽŬǇŽ͕ϮϬϬϮ͘p. 179-188.
^ĞŶƵŵĂ͕^ŚŝŐĞŬŝ͘<ŝŶĚĂŝEŝŚŽŶŶŽ^ŚŝƐƃŬĂϱEĂƚƐƵŵĞ^ƃƐĞŬŝ͘dŽŬǇŽĂŝŐĂŬƵ^ŚƵƉƉĂŶƐŚĂ͕dŽŬǇŽ͕
2007 (3rd edition), p. 31.
23
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he should actively change the path of his life and ƐŽƵŐŚƚŽƚŚĞƌǁŽƌŬ͘,ĞĂƉƉůŝĞĚƚŽďĞĂũŽƵƌŶĂůŝƐƚĂƚ
ƚŚĞ :ĂƉĂŶDĂŝů, which was an English language newspaper but his application was rejected. Finally,
he decided to leave dŽŬǇŽ͕ĂŶĚin April 1895 moved to DĂƚƐƵǇĂŵĂ͕ŚŝƐĐůŽƐĞĨƌŝĞŶĚ^ŚŝŬŝ’s hometown.
ƐǁĞŬŶŽǁ͕^ƃƐĞŬŝ had doubts about teaching English. The job he accepted in Matsuyama was a
position to teach English at a junior high school (middle school). During his university days, ^ƃƐĞŬŝ
had written an essay entitled, “ChƻŐĂŬƵ<ĂŝƌǇƃsaku” (୰ᏛᨵⰋ⟇: “A plan for the improvement of
the Middle School”). ^ƃƐĞŬŝ aimed to put his ideas into practice here by direct experience.
dŚĞǁŽƌŬŝŶŐĐŽŶĚŝƚŝŽŶs seemed good. He received a monthly income of eighty zĞŶ͕ǁŚŝĐŚǁĂƐƚŚĞ
same as the salary the foreign tutors received, and higher than the salary the principle received,
which was sixty zĞŶ. ^ƃƐĞŬŝ intended to start a new life in Matsuyama with a fresh approach to his
teaching.

MATSUYAMA
Now, let us examine ^ƃƐĞŬŝ’s poems from his time in Matsuyama, which was his first residence away
ĨƌŽŵdŽŬǇŽ. ^ƃƐĞŬŝ composed five poems during his stay in Matsuyama, and all of them were sent to
^ŚŝŬŝ͘ The first four poems were sent in a letter dated 26 DĂǇϭϴϵϱ͘^ŚŝŬŝ͕ǁŚŽǁĞŶƚƚŽManchuria in
March 1895 as a War correspondent for the Newspaper, Nippon, during the Sino-Japanese war,
ǀŽŵŝƚĞĚďůŽŽĚŽŶŚŝƐǁĂǇďĂĐŬƚŽ:ĂƉĂŶŝŶDĂǇof the same year. He was hospitalised for two months
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in Kƃbe in Hyƃgo prefecture, and ^ƃƐĞŬŝ’s letter was sent from Matsuyama ƚŽ^ŚŝŬŝĚƵƌŝŶŐŚŝƐƐƚĂǇŝŶ
the hospital.
ĨƚĞƌƚĂůŬŝŶŐĂďŽƵƚůŝĨĞŝŶDĂƚƐƵǇĂŵĂǁŚŝĐh he found dull apart from visiting the hot springs which
were a paradise, ^ƃƐĞŬŝ mentions that he is considering entering the world of poetry and presents
his four poems to ^ŚŝŬŝ ĂƐŬŝŶŐŚŝŵĨŽƌŚĞůƉĂŶĚĂĚǀŝĐĞ.

WŽĞŵϱϯ
Wart 1
“No Title”

ໃୌ
>ଘҲ@ >ଘҲ@
չౝஇྈಆआ չౝ இͤ ྈಆआ
ޒਕؔޢᨻ ޒΊͥ ਕؔ ޢᨻ͘͢Ν
ԭౖએवດಚࣨ ԭౖ એव ಚࣨΝດΌ
ళຬݻলݣइ ళ ຬݣ ݻइΝলΔͤ
ඏ෫ҝࡇਭ݆ ඏ෫ ࡇ͘ҝ͢ ਭ݆
ฤӏೋཻࢮ ฤӏ ཻΌೋ͢ ࢮ
੩པצబࠐ  ੩ΌͱཔΕͱ ࠐ צͶబ͢
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༪ਫ਼ಚࡑࢃՊ ༪ਫ਼ ͏ಚͱ ࢃՊͶࡑΕ 24
/ǁŝůůĐƵƚŽĨĨ“ƚŚĞĚŽƵďůĞŚĞĂĚĞĚƐŶĂŬĞ͟ǁŝƚŚĂƐŚĂƌƉďůĂĚĞ͕ 
ĂŶĚ/ĚŽŶŽƚĐĂƌĞŚŽǁŵƵĐŚŵĂůŝĐŝŽƵƐĐƌŝƚŝĐŝƐŵ/ƌĞĐĞŝǀĞďĞĐĂƵƐĞŽĨŵǇĂĐƚŝŽŶƐ͘
zĞůůŽǁĞĂƌƚŚĂďƐŽƌďĞĚŐĂŝŶĂŶĚůŽƐƐĨŽƌĂƚŚŽƵƐĂŶĚĂƵƚƵŵŶƐ͕ 
dŚĞďůƵĞŚĞĂǀĞŶƐƐŚŝŶĞƵƉŽŶƚŚĞǁŝƐĞĂŶĚƚŚĞĞǀŝůĞƚĞƌŶĂůůǇ͘
ǀĞŶĂƐůŝŐŚƚǁŝŶĚƐƚŝƌƐƵƉƚŚĞŵŽŽŶŽŶƚŚĞǁĂƚĞƌ͕ 
ĂƉĂƐƐŝŶŐƐŚŽǁĞƌĐĂŶŶŽƚŚŽůĚƚŚĞĨůŽǁĞƌŽŶƚŚĞďƌĂŶĐŚ͘
dŚĞĚƌƵŶŬŚĂƐƐŽďĞƌĞĚƵƉ͕ĂŶĚĨĞĞůƐƐŚŝǀĞƌƐŝŶŚŝƐďŽŶĞƐ͕ 
/ǁŝůůƐƉĞŶĚƚŚĞƌĞƐƚŽĨŵǇůŝĨĞŝŶaŵŽƵŶƚĂŝŶŚƵƚ͘
^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ
Iida uses ĂĐŽŵŵĞŶƚďǇDĂƚƐƵŽŬĂ ƚŽĞǆƉůĂŝŶƚŚĞƐĞŶƚŝŵĞŶƚŽĨƚŚŝƐƉŽĞŵ͘DĂƚƐƵŽŬĂƐĂǇƐƚŚĂƚ^ƃƐĞŬŝ
composed this poem to express his feeling of moving to Matsuyama away from the capital and his
home, dŽŬǇŽ, in order to calm his unsettled mind and leave the slanders he received from people
behind͘DĂƚƐƵŽŬĂĞǆƉůĂŝŶƐƚŚĂƚƚŚĞƉŽĞŵ demonstrates a different tone compared with his previous
period, and manifests the positive attitude ^ƃƐĞŬŝ felt just after he moved to his new location. 25
There is still much dissatisfaction and frustration reflected in its lines but ^ƃƐĞŬŝǁĂƐĂƚƚĞŵƉƚŝŶŐƚŽ
come to terms with his circumstances and mental state and was preparing to do something about

24
25

^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 174-175.
/ŝĚĂ͕ZŝŐǇƃ͘^ƃƐĞŬŝShi-shƻzĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϲϭ͘
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them.
In line 1, the opening two words, ‘Cutting off’ இ and ‘The sharp blade’ չౝ, give the impression
that ^ƃƐĞŬŝ wanted to exterminate something by vigorous action. The object to be cut is the ‘TwoŚĞĂĚĞĚƐŶĂŬĞ’ ྈಆआ.
zŽƐŚŝŬĂǁĂĞǆƉůĂŝŶƐƚŚĂƚƚŚĞƐƚŽƌǇŽĨthe ‘Two-ŚĞĂĚĞĚƐŶĂŬĞ’ ŝƐƚĂŬĞŶĨƌŽŵan ancient event about a
man who was a government administrator, Sun Shu-Ao of Chu from the ĂƐƚĞƌŶŚŽƵǇŶĂƐƚǇ͘
The story ƚĂŬĞƐƉůĂĐĞwhen Sun was a little boy. One day, Sun saw the two-ŚĞĂĚĞĚƐŶĂŬĞ͘dŚĞƌĞŝƐĂŶ
old saying that a person who sees a two-ŚĞĂĚĞĚƐŶĂŬĞǁŝůů die. Believing the story, Sun prepared for
his death. He also wanted to prevent others seeing ƚŚĞƐĂŵĞƐŶĂŬĞůĂƚĞƌ͘So, hĞŬŝůůĞĚƚŚĞƚǁŽ-headed
ƐŶĂŬĞ ĂŶĚ ďƵƌŝĞĚ ŝƚ ŝŶ ƚŚĞ ŐƌŽƵŶĚ͘ ,Ğ ǁĞŶƚ ďĂĐŬ ŚŽŵĞ ĐƌǇŝŶŐ͕ ĂŶĚ ƚŽůĚ ŚŝƐ ŵŽƚŚĞƌ ǁŚĂƚ had
happened. His mother told him not to worry. She said he would not die, as she had heard that people
who acted with good intentions towards others would be rewarded.
According to historical records, Sun did not die and indeed later on became a court minister.
zŽƐŚŝŬĂǁĂĞǆƉůĂŝŶƐƚŚĂƚ^ƃƐĞŬŝ’s ideal was to cut off and eliminate ĂůůŬŝŶĚs of two-ŚĞĂĚĞĚƐŶĂŬĞs
from society for the ƐĂŬĞ ŽĨ later generations. In the second line he explains how he was not
concerned about the criticism he would receive because of the actions he ŚĂĚƚĂŬĞŶ.
Regarding the definition of a ƚǁŽŚĞĂĚĞĚƐŶĂŬĞ symbolising troubles, Iida’s view of the two heads is
that one represents his own home and the Natsume family, and the other refers to his teaching jobs
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ŝŶdŽŬǇŽ͘By cutting these ties, according to Iida, ^ƃƐĞŬŝ planned to start a new life.
Iida also presented another view given by <ŽƐĂŬĂ, who believes the two headed troubles to be the
feeling of love and eagerness for fame. ^ƃƐĞŬŝ regarded these as worldly desires. <ŽƐĂŬĂĞǆƉůĂŝŶƐƚŚĂƚ
^ƃƐĞŬŝ was trying to put into practice one of the teachings from the The Blue Cliff Record Case 63,
whicŚ^ŚĂŬƵ^ƃen had recommended ^ƃƐĞŬŝ to read. Commentary in The Blue Cliff Record explains
“WĞŽƉůĞ ŶŽǁĂĚĂǇƐ ĚŽ ŶŽƚ ŬŶŽǁ ŚŽǁ ƚŽ ĐŚĂŶŐĞ ĂŶĚ ƉĂƐƐ ƚŚƌŽƵŐŚ͖ ƚŚĞǇ ŽŶůǇ ŐŽ ƌƵŶŶŝŶŐ into the
ƐƉŽŬĞŶǁŽƌĚƐ͘” 26 SƃƐĞŬŝ wanted to eliminate the human desires and ambitions which were troubling
his mind. 27 dŚĞƌĞĂƐŽŶ^ŽƐĞŬŝ moved to Matsuyama was ƚŽƚĂŬĞĂĐƚŝŽŶĂŶĚ to change.
In line three, ‘TŚĞzĞůůŽǁĂƌƚŚ’ (ԭౖ) refers to the centre of the earth according to the belief in the
&ŝǀĞ WŚĂƐĞƐ 28 , but ŝƚ ĂůƐŽ ĂĐĐŽƌĚŝŶŐ ƚŽ EĂŬĂŵƵƌĂ’s annotation means earth, grave and life after
death. 29 ‘A thousand autumns’ (એव) means a thousand years. ‘Gain and loss’ (ಚࣨ), success and
failure. 30 SƃƐĞŬŝƐĂǇƐƚŚĞgain and loss of the human world are momentary phenomena which are
soon buried away in the earth, destined to become part of the planet’s long history.
In line four, ‘Blue heavens’ (ళ) means the heavens in a religious and spiritual sense. 31 The
character ‘ຬ ’ݻliterally means a million years old, but zŽƐŚŝŬĂǁĂĞǆƉůĂŝŶƐƚŚĂƚ‘ ’ݻis used not only

26

ůĞĂƌǇ͕dŚŽŵĂƐΘůĞĂƌǇ͕:͘d͘dƌĂŶƐ͘dŚĞůƵĞůŝĨĨZĞĐŽƌĚ͘^ŚĂŵďŚĂůĂWƵďůŝĐĂƚŝŽŶƐ͕/ŶĐ͘ŽƐƚŽŶ͕
Massachusetts, 1977, p. 359.
27 /ŝĚĂ͕ZŝŐǇƃ͘^ƃƐĞŬŝShi-shƻzĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϲϮ͘
28 Ibid., p. 63.
29 EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϴϲ͘
30 zŽƐŚŝŬĂǁĂ͕<ƃjiro. ^ƃƐĞŬŝ^ŚŝŚƻ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϰ͕Ɖ͘ϱϭ͘
31 EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϴϳ͘
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for the past but also for the future, so in this case, the meaning is ‘Eternal’. ‘The Wise and the evil’
(ݣइ) mean ‘A person with virtue and a malicious person’. 32 ^ŽƐĞŬŝ says that Heaven shows eternally
what is right and wrong. In line three and four, SƃƐĞŬŝŝƐƚƌǇŝŶŐƚŽĐŽŵĞƚŽƚĞƌŵs with his decision to
move ĂǁĂǇĨƌŽŵdŽŬǇŽĂŶĚis encouraging himself to be brave.
^ƃƐĞŬŝ then goes on to reveal a more vulnerable side to his state of mind. /Ŷ/ŬŬĂŝ’s opinion lines five
and six are metaphorical expressions of ^ƃƐĞŬŝ’s insecure and transient situation. This study agrees
ǁŝƚŚ/ŬŬĂŝ’s interpretation. In line five, ‘Moon on the water’ (ਭ݆) meaning enlightenment often
appeared in Buddhist texts. 33 By using ‘Slight wind stirs up’ to describe ‘The Moon on the water’,
^ƃƐĞŬŝ is expressing how his peaceful state of mind is easily disturbed and unstable.
In line six, the words, ‘∦㞵’ literally meaning one sided rain, describe a passing shower. The Tang
poet, Cen Can (ሹࢂ) used this expression in his poem titled, “ǁĂŶĨĂǁƵǆŝ” (൫᚛ ܤޔ
ߒଞฤӏ ߒଞ ฤӏ 34
dŚĞǀŝůůĂŐĞďǇƚŚĞƌŝǀĞƌŝƐŽƵƚƐŝĚĞŽĨƚŚĞƉĂƐƐŝŶŐƌĂŝŶ
Cen Can was transferred to the Western border twice as a government official, and he composed
many poems expressing life on the border far away from the capital 35. ^ƃƐĞŬŝ sympathised with Cen
Can’s poetic sentiment. He describes the transient and impermanent life of people as being similar

32
33
34
35

^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕1995, p. 176.
/ŝĚĂ͕ZŝŐǇƃ͘^ƃƐĞŬŝShi-shƻzĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϲϯ͘
ŚƚƚƉƐ͗ͬͬďůŽŐ͘ŐŽŽ͘ŶĞ͘ũƉͬŝŬŝŝŬŝĂŬŝͬĞͬĐĂϯĨϯϰϭďϴϳϲĚϭďĞĐϴϯϵϴϵďϯϯĐĐϳϰϴĂϱĚ
Matsuura Tomohisa Ed. Kanshi no Jiten. dĂŝƐŚƵŬĂŶ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϳ, p. 685.
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to flowers falling from a tree due to a fine passing shower. By using Cen Can’Ɛ ǁŽƌĚƐ ^ƃƐĞŬŝ is
connecting with the long and spiritual tradition of Chinese literature. Not only do the words
beautifully express his sensations they also create a chain of connection from the past to the future.
The Chinese ǁŽƌŬƐƚŚĂƚŚĞǁĂƐŝŶƚĞƌĞƐƚĞĚŝŶǁĞƌĞŶŽƚ‘dead’ but a living mass of profound insight
and delicate poetry.
The last two lines, seven and eight, show ^ƃƐĞŬŝ ůŽŽŬŝŶŐŝŶǁĂƌĚ͘With the opening words, ‘dŚĞĚƌƵŶŬ’
, ^ƃƐĞŬŝ describes the agonised feeling he had ďĂĐŬŝŶdŽŬǇŽ͘ 36 The word, ‘Coldness’ צ, implies
the loneliness and harshness of life. ^ƃƐĞŬŝ is expressing how he feels lonely after calming his mind
and recuperating from the turbulence of ůŝĨĞŝŶdŽŬǇŽ͘ 37 The last line describes his current situation,
living in a country house in Matsuyama. This poem shows that although determined to follow his
ƉĂƚŚ͕^ƃƐĞŬŝŝƐůŽŶĞůǇĂǁĂǇĨƌŽŵdŽŬǇŽĂŶĚŚŝƐĨƌŝĞŶĚƐ. His attempts to find peace of mind are easily
disturbed.

WŽĞŵϱϰ
WĂƌƚϮ
>ଘ್@ >ଘ್@



ෝ౨෫ड़ ؖބ౨෫Ͷෝ͢ͱ ؖބΝड़Ͱ

36
37

^ƃƐĞŬŝĞŶƐŚƻ vol. 18. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϭϳϲ͘
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϴϳ͘
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ᄻः ؒ࣎شᄻ͘ः͢ͱ ͖ؒ࣎شΖ
ऱࣇໂ ऱ ໂͶࣇͱ ͳ͢ͱ͚
༕ࢧ༫Ӥᖕᖕؔ ༕ࢧ Ӥͳ༫Ͷ ᖕᖕͳ͢ͱ͖ؔ͵Ε
ࢢ܊ୠगઁ ࢢ܊ ୠͫઁΝगΕ
ঘਕҕཬಢ࣍ ئঘਕҕཬ ಢΕئΝ࣍ͤ
ৼۯҲठ ৼ  ͚ͤ͢ۯҲठ
ـݍ૾ল૾ ـݍ ا͚ اΝলΔͤ 38
dŚĞƐƉƌŝŶŐǁŝŶĚǁĂƐĂŐĂŝŶƐƚŵĞǁŚĞŶ/ůĞĨƚŵǇŚŽŵĞƚŽǁŶ͘ 
YƵŝĐŬůǇƚŚĞĞŶĚŽĨƚŚĞƐĞĂƐŽŶĐĂŵĞǁŚĞŶďŝƌĚƐƐŝŶŐĂŶĚƉĞƚĂůƐfall͘/ĚŽŶŽƚŬŶŽǁǁŚĞŶ/
ĂŵŐŽŝŶŐďĂĐŬ͘
dŚĞƐĂĚĨĞĞůŝŶŐŽĨƐĞƉĂƌĂƚŝŽŶŝƐĞǆŝƐƚŝŶŐĨĂƌĂǁĂǇƐŝŵŝůĂƌƚŽaĚƌĞĂŵ͘ 
/ŶĚĞĞƉĐŽŶƚĞŵƉůĂƚŝŽŶ͕iŶŵǇĐůŽƵĚ/ĨĞĞůƐĞƌĞŶĞĂŶĚƉĞĂĐĞĨƵů͘
ŵŽŶŐƐƚƉĞŽƉůĞǁŚŽŐĞƚĂůŽŶŐŝŶƚŚĞǁŽƌůĚ͕/ƌĞŵĂŝŶƵŶƐŬŝůĨƵůŝŶŐĞƚƚŝŶŐĂůŽŶŐŝŶƚŚĞǁŽƌůĚ͘ 
^ƵƌƌŽƵŶĚĞĚďǇƵŶŝŶƚĞƌĞƐƚŝŶŐƉĞŽƉůĞ͕/ĂůŽŶĞŬĞĞƉŚŽůĚŽĨŵǇƐƚƵďďŽƌŶŶĞƐƐ͘
/ƚƌǇƚŽĨŝůůƵƉƚŚĞĞŵƉƚǇƐƉĂĐĞŝŶŵǇŚĞĂƌƚǁŝƚŚĂŐůĂƐƐŽĨǁŝŶĞ͘ 
ďŝƚŝŶŐĂŝƌƐŝŵŝůĂƌƚŽaƐĞǀĞƌĞĨƌŽƐƚƐŚŝŶĞƐŽŶƚŚĞĚƌƵŶŬĞŶĨĂĐĞ͘
^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ

38

^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 176-177.
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The first two characters of line 1, ෝ mean ‘Going against’. The following two characters ౨෫,
literally ‘Eastern wind’ mean ‘Spring wind’. The last two characters, ؖބ, mean ‘Hometown’ which
for ^ƃƐĞŬŝ ŝƐdŽŬǇŽ͘ 39
The third and fourth characters in line two, ः, mean ‘Wetals falling’, and are often used in Chinese
poetry paired with ᄻ, ‘Singing of the birds’. 40 In line one and two, ^ƃƐĞŬŝ, using classical references
which give depth and elegance to the imagery, describes how he became a traveller going far from
his home to an ƵŶŬŶŽǁŶƉůĂĐĞ.
The first two characters in line three, ऱ, which we came across in Chapter one, mean loneliness
caused by separation. The characters, , mean ‘Far away’. The words  ‘Far away’ rhymematch with a poem composed by Li Shangyin (ཧঐӇ, 813-858). Let’s refer to the poem.
ᔞ㞼⛙ᶞஂ㞳ᒃ ᔞ㞼 ⛙ᶞ ஂࡋࡃ㞳ᒃࡍ
㩾㏍㏍୍⣬᭩ 㩾㏍㏍ࡓࡾ ୍⣬ࡢ᭩ࠋ 41
dŚĞĐůŽƵĚƐŽĨ>ƵƐŚĂŶĂŶĚƚŚĞƚƌĞĞƐŽĨŚĂŶŐan͘WĞŚĂǀĞďĞĞŶůŝǀŝŶŐĂƉĂƌƚĨŽƌĂǁŚŝůĞ͘


dŚĞƚǁŽĐĂƌƉďƌŽƵŐŚƚŵĞĂůĞƚƚĞƌĨƌŽŵĨĂƌĂǁĂǇ͘

zŽƐŚŝŬĂǁĂ ƐĂǇƐ ƚŚĂƚ ƚŚĞ pronunciation of the characters, ㏍㏍ ‘tiao tiao’ create emotion. 42 The
explanation in this line shows that the sad feeling in SƃƐĞŬŝ’s mind is fading far away ŝŶĂĚƌĞĂŵůŝŬĞ

39
40

41
42

zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ^ŚŝŚƻ. Iwanami ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϰ͕Ɖ͘ϱϮ͘
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďŽ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϴϴ͘
DĂĞŶŽ͕EĂŽĂŬŝ͘dƃ^ŚŝƐĞŶ. Vol. 3͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϵ͕Ɖ͘ϮϮϮ-223.
zŽƐŚŝŬĂǁĂ͕<ƃjiro. ^ƃƐĞŬŝ^ŚŝŚƻ. Iwanami Shoten, dŽŬǇŽ͕ϮϬϬϰ͕Ɖ͘ϱϯ͘
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way.
In line four, the characters, ༕ࢧ, meaning ‘Deep thought’, are accompanied by 㞼 ‘Cloud’. They tell
us he is in his secure land inside his spiritual world where he feels ᖕᖕ, ‘Serene’. ^ƃƐĞŬŝĞǆƉůĂŝŶƐ͕ŝn
line four, how he is practicing meditation. He detaches himself from the outer world, which he says
is similar to being in a dream. Deep in meditation, he is in a serene state of mind where the clouds
reside.
In lines five and six, ^ƃƐĞŬŝ is intertwining his feeling with his favourite ƉŽĞƚ͕dĂŽzƵĂŶming, as all the
annotations made by zŽƐŚŝŬĂǁĂ͕ /ŬŬĂŝ͕EĂŬĂŵƵƌĂ and Iida mention. The words, गઁ, meaning ‘To
hold on to one’s belief and dignity’ ŝƐ ƵƐĞĚ ďǇ dĂŽ zƵĂŶming in the first poem of &ŝǀĞ WŽĞŵƐ ŽŶ
ZĞƚƵƌŶŝŶŐƚŽǁĞůůŝŶƚŚĞŽƵŶƚƌǇ (ᓦԄీ)ڋ. This is how Tao zƵĂŶŵŝŶŐ expresses this feeling in the
poem,
गઁᓦԄీ ઁΝगͮͱԄీͶؾΖ
/ǁŝůůŐƵĂƌĚƐŝŵƉůŝĐŝƚǇinŵǇƐĞůĨĂŶĚƌĞƚƵƌŶƚŽŵǇĨŝĞůĚĂŶĚŐĂƌĚĞŶ. 43
^ƃƐĞŬŝ loved the idea of ‘गઁ’, and he explained this concept in his only poetic novel Kusamakuƌa
(ⲡᯖ), Chapter 12.

“zŽƵĐŽƵůĚĐŚĂƌĂĐƚĞƌŝǌĞƚŚĞũĂƉŽŶŝĐĂĂƐďĞůŽŶŐŝŶŐƚŽƚŚĞƚǇƉĞŽĨƚŚĞĞŶůŝŐŚƚĞŶĞĚĨŽŽů͘
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Davis, A.R. Trans. dĂŽzƾĂŶ-ŵŝŶŐ(AD 365-ϰϮϳͿ͘sŽůϭĂŵďƌŝĚŐĞhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕ĂŵďƌŝĚŐĞ, 1983, p. 52.
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^ŽŵĞŝŶƚŚŝƐǁŽƌůĚĚŽŐŐĞĚůǇƌĞƚĂŝŶĂŶĂǁŬǁĂƌĚĂŶĚŝŶŶŽĐĞŶƚŚŽŶĞƐƚǇ– they will be
reborn as japonica. It’ƐƚŚĞĨůŽǁĞƌƚŚĂƚ/ŵǇƐĞůĨǁŽƵůĚůŝŬĞƚŽďĞĐŽŵĞ.” 44
/ŶĂůĞƚƚĞƌƚŽ^ŚŝŬŝĚĂƚĞĚϭϴĞĐĞŵďĞƌŝŶƚŚĞƐĂŵĞǇĞĂƌ͕ϭϴϵϱ͕^ƃƐĞŬŝ expresses his feeling as गઁ
࣍ئ, “Holding on to one’s belief and firmly staying with that decision”. A little later in 1897, ^ƃƐĞŬŝ
composed a haiku poem using गઁ. Later in his life, ^ƃƐĞŬŝ named a ƐŬĞƚĐŚďŽŽŬŽĨŚŝƐŽǁŶƉĂŝŶƚŝŶŐƐ
and calligraphies ^ŚƵƐĞƚƐƵĐŚƃ (गઁி). ^ƃƐĞŬŝ is writing about ƉĞŽƉůĞǁŚŽůŝŬĞƉŽŝŶƚůĞƐƐĂƌŐƵŵĞŶƚƐ
and telling us he wishes to stay away from them. He doesn’t have time to waste with people who are
false and untrue to themselves. In line six, ^ƃƐĞŬŝ confirms that he is stubbornly staying true to himself
and not paying attention to petty people such as those in Matsuyama.
In the final pair of lines, ^ƃƐĞŬŝ expresses his loneliness in Matsuyama and his sharp awareness of his
inner feelings. In line seven, ৼ means ‘Heart’ and ᡸ ‘Entrust’. /ŶůŝŶĞƐĞǀĞŶ͕^ŽƐĞŬŝ reveals that
he is trying to sooth his lonely feeling by ĚƌŝŶŬŝŶŐ.
 ـݍis ‘The cold glitter of a sword’ and is used to express the harshness of ‘A biting air’ in line eight.
Ƶƚ^ŽƐĞŬŝĐŽŶĨĞƐƐĞƐƚŚĂƚ he ŬŶŽǁƐƚŚĂƚĚƌŝŶŬ is not a solution to the loneliness in his heart.
^ƃƐĞŬŝ began to compose a large number of haikupoems from 1895. The previous year, 1894, he had
only composed 15 haiku poems. In 1895, he composed 462, in 1896, 497 poems, in 1897, 266 poems,
in 1898, 102 poems and in 1899, 330 poems. 45 During the Matsuyama and Kumamoto period, he
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McKinney, Meredith. Trans. <ƵƐĂŵĂŬƵƌĂ ďǇEĂƚƐƵŵĞ^ŽƐĞŬŝ͘WĞŶŐƵŝŶŽŽŬƐ͕>ŽŶĚŽŶ͕ϮϬϬϴ͕Ɖ. 131.
Wada, Toshio.^ƃƐĞŬŝŶŽ^ŚŝƚŽ,ĂŝŬƵ. DĞƌŬŵĂl sha, dŽŬǇŽ͕ϭϵϳϰ, p. 9.

150

dedicated his time when not teaching to the composition of poetry.
^ƃƐĞŬŝ revealed in a ůĞƚƚĞƌƚŽ^ŚŝŬŝŝn May 1895 his intention to enter the world of poetry. He joined
^ŚŝŬŝ’s haiku poetic circle, DĂƚƐƵŬĂǌĞ-kai (ন෫ճ), in the same year. dŚŝƐŝƐůĂƌŐĞůǇĚƵĞƚŽ^ŚŝŬŝ͕ǁŚŽ
later becomes a leading figure in the new haiku movement. He visited Matsuyama in August after
coming out of hospital in Kƃbe, and stayed at ^ƃƐĞŬŝ’s house.
^ŚŝŬŝƐƚĂǇĞĚwith ^ƃƐĞŬŝ for nearly two months, from August to October. ^ƃƐĞŬŝ was renting a two
floored house, he used the rooms ƵƉƐƚĂŝƌƐ ĂŶĚ ^ŚŝŬŝ ƵƐĞĚ ƚŚĞ ŐƌŽƵŶĚ ĨůŽŽƌ͘ ^ŽŽŶ͕ ^ŚŝŬŝ’s poetic
disciples began to gather in ^ŚŝŬŝ’s room and ^ƃƐĞŬŝ’s house was turned into a venue for poetic
gatherings.
^ƃƐĞŬŝ wrote about this in his writing later on. 46 He tells of how he spent his time composing poems,
but not just in order ƚŽŬŝůůƚŝŵĞ. ^ƃƐĞŬŝ was composing poems in order to express his feelings and
thoughts much ŵŽƌĞƚŚĂŶďĞĨŽƌĞ͘dĂŶĂŬĂƐĂǇƐ“For ^ƃƐĞŬŝ, composing kanshi and haiku were not
leisurely pastimes. He did not compose haiku superficially, just because he was in a poetic
environment.” 47
^ŚŝŬŝůĞĨƚŝŶůĂƚĞKĐƚŽďĞƌĂŶĚ^ƃƐĞŬŝ although far more at peace with himself felt lonely in Matsuyama
without a companion ůŝŬĞ ^ŚŝŬŝ. He was now eager to move somewhere else. He writes about this to
^ŚŝŬŝŝŶa letter dated 6 November 1895. ^ƃƐĞŬŝ says he has run out of patience with Matsuyama and
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^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϱ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘Ϯϳϰ-275. ͞DĂƐĂŽŬĂ^ŚŝŬŝ͟
dĂŶĂŬĂ͕zĂƐƵƚĂŬĂ͘EĂƚƐƵŵĞ^ƃƐĞŬŝ͘;^ŚĂƐŚŝŶ^ĂŬŬĂ-den Sƃsho 4), Meiji Shoin, 1969, p. 42.
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is ready to move as soon as he gets an ŽĨĨĞƌŽĨǁŽƌŬ͘^ƃƐĞŬŝ in his writing at the time expresses the
frustrations he experienced in Matsuyama.
In November, ^ƃƐĞŬŝ ǁĂƐƌĞƋƵĞƐƚĞĚƚŽǁƌŝƚĞĂŶĞƐƐĂǇŝŶƚŚĞũŽƵƌŶĂůŝƐƐƵĞĚďǇƚŚĞŚŝŵĞWƌĞĨĞĐƚƵƌĞ
Middle School. ^ƃƐĞŬŝ wrote “'ƵĞŶ ^ƻsoku” (ហ௳ᩘ๎) 48 , a sharp criticism of the students and
teaching staff.
In his writing, ^ƃƐĞŬŝ states that in olden times there was mutual respect and care in the relationship
between teachers and students. But nowadays, the students act ůŝŬĞĂůŽĚŐĞƌ͕ƚŚĞƉƌŝŶĐŝƉĂůŝƐůŝŬĞ the
owner of the inn, and the teaching staff ĂƌĞůŝŬĞthe manager and apprentices of the inn. Under these
circumstances, it is inevitable that the students grow arrogant, and the teachers’ status declines.
He carries on his criticism until the end. This writing is almost as if indirectly but firmly ^ƃƐĞŬŝ is saying
goodbye to Matsuyama.
During his stay in Matsuyama, ^ƃƐĞŬŝ also thought about getting married and starting his own family.
He ǁĞŶƚďĂĐŬƚŽdŽŬǇŽ briefly to attend a formal meeting with a view to marriage in December and
met NaŬĂŶĞ<ǇƃŬŽ (୰᰿ͬኟ┠㙾Ꮚ 1877–1963), his future wife, for the first time. ^ƃƐĞŬŝ returned
ĨƌŽŵdŽŬǇŽŝŶĞĂƌůǇ:ĂŶƵĂƌǇ͕ĂŶĚĐŽŵƉŽƐĞĚƚŚĞĨŽůůŽǁŝŶŐƉŽĞŵin reply to a farewell poem by ^ŚŝŬŝ
about ^ƃƐĞŬŝ’s return to Matsuyama, in a ůĞƚƚĞƌƚŽ^ŚŝŬŝĚĂƚĞĚϭϮ:ĂŶƵĂƌǇϭϴϵϲ͘
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^ƃƐĞŬŝĞŶƐŚƻVol.16͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘ 3-ϵ͘͞'ƵŬĞŶ^ƻƐŽŬƵ͘͟
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WŽĞŵϱϴ
“No Title”
ໃୌ 
քೈએԗ քೈ એԗ͚
ཋพళ צพΗΞͳཋ͢ͱ ళ͢צ
రధߜઉ రధ ߜઉΝ͘
Ւྡྷࢷᖮ Ւྡྷ ࢷᖮΝ͖ͤ
ҟ܇༗ࠅҝ ͳ܇ҟΕͱ ࠅΝ༗͑Ζͺҝ͚
ࡠٮ౺Պೋ ࡠͳٮΕͱ ՊͶ౺ͺೋ͢
ࢀॉ୧ؒᅿ ࢀॉ ୧Ͷ͢ͱؒͪᅿ
ޯ໌ໂൔ ޯ໌ ໂൔͻͤ 49
dŚĞ^ŽƵƚŚĞƌŶƐĞĂŝƐĂƚŚŽƵƐĂŶĚŵŝůĞƐĂǁĂǇ͕ 
ĂŶĚƚŚĞĨĞĞůŝŶŐŽĨƐĞƉĂƌĂƚŝŽŶŵĂŬĞƐƚŚĞƐŬǇĂƚĚƵƐŬĐŽůĚ͘
dŚĞƚƌĂŝŶǁŚŝƐƚůĞďůŽǁƐŽƵƚƌĞĚƐŶŽǁ͕ 
ĂŶĚƚŚĞŶƚŚĞƐƚĞĂŵƐŚŝƉƐƚŝƌƐƚŚĞƉƵƌƉůĞǁĂǀĞ͘
/ƚŝƐĞĂƐǇĨŽƌƚŚĞƌƵůĞƌƚŽǁŽƌƌǇĂďŽƵƚƚŚĞĐŽƵŶƚƌǇ͕ 
ďƵƚŝƚŝƐĚŝĨĨŝĐƵůƚƚŽƌĞƚƵƌŶŚŽŵĞŽŶĐĞŽŶĞďĞĐŽŵĞƐĂƚƌĂǀĞůůĞƌ͘
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^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 183-184.
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>/ĨĞĨŽƌaƚŚŝƌƚǇ-ǇĞĂƌ-ŽůĚisĨƵůůŽĨŽďƐƚĂĐůĞƐ͘ 
dŚĞ ĚƌĞĂŵ ŽĨ ďĞĐŽŵŝŶŐ Ăn ŚŽŶŽƵƌĂďůĞ ƉĞƌƐŽŶ has ďƌŽŬĞŶ ĂƉĂƌƚ halfǁĂǇ ƚŚƌŽƵŐŚ ƚŚĞ
ƉƌŽĐĞƐƐ͘
'ŽŐŽŶZŝƐƐŚŝ
It’s a sad, poignant reflective poem expressing frustration, sorrow and once again the experience of
loneliness. քೈ in line one refers to the ‘^ŚŝŬŽŬƵZĞŐŝŽŶ’ (࢝ࠅ) and ళ in line two ‘TŚĞƐŬǇĂƚ
ĚƵƐŬ’. Lines one and two describe ^ƃƐĞŬŝ’s ĨĞĞůŝŶŐ ŽĨ ƐĂĚŶĞƐƐ ůĞĂǀŝŶŐ ŚŝƐ ŚŽŵĞƚŽǁŶ dŽŬǇŽ ĨŽƌ
DĂƚƐƵǇĂŵĂŝŶ^ŚŝŬŽŬƵafter a short visit.
In line three రధ means ‘A train whistle’, and ߜઉ either fired power coming out of the train’s
chimney or the snow coloured by the sunset. Ւྡྷ means a ‘Steam ship’, which according to
zŽƐŚŝŬĂǁĂhad been introduced as a new word in China in this period. ࢷᖮ in line four is a ‘Wurple
wave’, a lovely image of noble nature expressed by the colour purple. Lines three and four describe
the return journey by train and ship to Matsuyama. /ŬŬĂŝ͕/ŝĚĂ͕EĂŬĂŵƵƌĂĂŶĚzŽƐŚŝŬĂǁĂĂůůĂŐƌĞĞƚŽ
the same interpretation for the six set of characters above. 50
Concerning ҟ ܇in line five͕/ŬŬĂŝgives two references, one from dŚĞ AnalĞĐƚsby Confucius, “It is
difficult to become a ruler, and it is not easy to be a subject,” and the other from a poem ďǇĂŽŚŝ

50

^ƃƐĞŬŝĞŶƐŚƻvol. 18. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϭϴϱ͘
/ŝĚĂ͕ZŝŐǇƃ͘^ƃƐĞŬŝ^Śŝ-shƻzĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘83-84.
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ. Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϵϱ-96.
zŽƐŚŝŬĂǁĂ͕<ƃũŝƌƃ͘^ƃƐĞŬŝ^ŚŝŚƻ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϱϵ͘
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(᭪᳜, 192-232) from Wei (㨯 220-265), “To become a ruler is already not easy, and to become a
subject is really difficult.” 51 /ŬŬĂŝ ƐĂǇƐ ƚŚĂƚ ůŝŶĞ ĨŝǀĞ ŝƐ there to bring out line six. ࡠ ٮmeans
‘Become a traveller’. Iida says ࡠ ٮmeans ‘To practice the Way’ ůŝŬĞĨůŽĂƚŝŶŐǁŝƚŚƚŚĞƚŝĚĞ͘/ŝĚĂĂůƐŽ
says that the fourth character in the same line, Պ ‘Home’ means enlightenment. In line five and six,
^ŽƐĞŬŝŝƐĞǆƉůĂŝŶŝŶŐƚŚĂƚŝƚŝƐĚŝĨĨŝĐƵůƚƚŽĨŝŶĚƚŚĞtĂǇĂŶĚĂƚƚĂŝŶĞŶůŝŐŚƚĞŶŵĞŶƚŵƵĐŚmore than being
ĂƉĞƌƐŽŶŽĨŝŵƉŽƌƚĂŶĐĞůŝŬĞ the ruler of a country.
In line seven, ࢀॉ describes ^ƃƐĞŬŝ’s age. ^ƃƐĞŬŝ gives two oracles from the /:ŝŶŐ in this line, ୧
and ᅿ, oracles number 57 and 29. zŽƐŚiŬĂǁĂ explains the meaning of these oracles, ୧ ‘To fall
behind’ and ᅿ ‘To be unfavourable’. He gives the overall meaning of the line as “Unfortunate and
with many hardships at turning thirty years old”.
EĂŬĂŵƵƌĂŵĞŶƚŝŽŶƐƚŚĂƚƚŚŝƐŝƐƚŚĞĨŝƌƐƚƚŝŵĞ^ƃƐĞŬŝ used the interpretation of an oracle drawn from
the / :ŝŶŐ and also points out that ^ƃƐĞŬŝ composed haikus using / :ŝŶŐ oracles in his Kumamoto
period. 52 SƃƐĞŬŝ had introduced the names from oracles in the /:ŝŶŐ in his youthful period in a poem
we examined in chapter one, poem 3, ‘Heaven and Earth’ ࠗף. However, SƃƐĞŬŝǁĂƐnot enquiring
inƚŽƚŚĞŽƌĂĐůĞŝŶƉŽĞŵϯ͘^Ž͕EĂŬĂŵƵƌĂŝƐĐŽƌƌĞĐƚƚŽƐĂǇƚŚŝƐŝƐƚŚĞĨŝƌƐƚƚŝŵĞƚŚĂƚ^ƃƐĞŬŝconsults the
/:ŝŶŐ in kanshi.
ޯ໌ in line eight, means ‘Worldly honour’ and , ‘Fall to pieces’. SƃƐĞŬŝĚŽĞƐŶ’t hide his frustration

51
52

ŚƚƚƉ͗ͬͬŬĂŶƐŚŝϭϬϬǆϭϬϬ͘ďůŽŐ͘ĨĐϮ͘ĐŽŵͬďůŽŐ-entry-878.html
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϵϲ͘
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ĂďŽƵƚŚŝƐĐƵƌƌĞŶƚƐŝƚƵĂƚŝŽŶƚŽŚŝƐĐůŽƐĞĨƌŝĞŶĚ^ŚŝŬŝ͘
At the end of this poem, ^ƃƐĞŬŝ expresses disappointment ĂƚŚŝƐůĂĐŬŽĨ achievement in Matsuyama,
and declares his intention to not return home but to move forward and carry on his journey
somewhere else.
Disillusioned by his ůĂĐŬ ŽĨ ĂĐŚŝĞǀĞŵĞŶƚ ĂŶĚ ŶĞŐĂƚŝǀĞ experiences with the country people in
Matsuyama, he decided to leave ĂŶĚůŽŽŬ for a new place to move to. ^ƃƐĞŬŝ had ůĞĨƚdŽŬǇŽ͕ďĞĐĂƵƐĞ
of his inability to relate to people in the teaching world. He thought that life in the country would be
simpler. But in reality, it turned out not to be as straight forward as he had imagined. Although he
now regretted getting out of dŽŬǇŽ ŚĞĚŝĚŶŽƚǁŝƐŚƚŽŐŽďĂĐŬƚŽŚŝƐŚŽŵĞ. He decided to continue
on his journey and in 1896 moved to Kumamoto, down south in Kyushu, to teach English at The Fifth
High school.

KUMAMOTO-EARLY DAYS
^ƃƐĞŬŝ stayed in Kumamoto from April 1896 until September 1900, nearly four and half years, until
the time he was sent to England to further his understanding of English at the request of the Ministry
of Education and Culture. ^ƃƐĞŬŝ was appointed as a lecturer at the fifth High School on an initial
salary of 100 yen per month. Of this, ^ƃƐĞŬŝ had to contribute 10 yen as a civil duty to the military
fund to build navy vessels, repay 7.5 yen for the grant he received during the university days, send an
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allowance of 10 yen to his father, send 3 yen to his elder sister for her allowance, and spend 20 yen
ŽŶŚŝƐďŽŽŬĐŽůůĞĐƚŝŽŶ͘^ƃƐĞŬŝ although he received a high salary compared with other teachers did
ŶŽƚůŝǀĞŝŶĂĨĨůƵĞŶƚĐŝƌĐƵŵƐƚĂŶĐĞƐ͘,ĞŵĂƌƌŝĞĚEĂŬĂŶĞ<ǇƃŬŽ͕ƚŚĞĚĂƵŐŚƚĞƌŽĨĂƉŽůŝƚŝĐŝĂŶŝŶƚhe central
ŐŽǀĞƌŶŵĞŶƚŝŶdŽŬǇŽ͕EĂŬĂŶĞ^ŚŝŐĞŬĂǌƵ (ࠞ॑Ҳ 1851-1906), at his rented house on 9 June 1896
and began his own family. By July he had been promoted to a more senior position.
^ƃƐĞŬŝ settled down in Kumamoto with his newly wedded wife. Apart from teaching, from August he
began to compose haikuƉŽĞŵƐǁŚŝĐŚŚĞƌĞŐƵůĂƌůǇƐĞŶƚĞǀĞƌǇŵŽŶƚŚƚŽ^ŚŝŬŝŝŶdŽŬǇŽƚŽďĞĐŽƌƌĞĐƚĞĚ͘
^ƃƐĞŬŝ’ƐĐƌĞĂƚŝǀĞĞŶĞƌŐǇǁĂƐďĂĐŬŝŶŵŽƚŝŽŶ͘ƚƚŚŝƐƚŝŵĞ͕ŚĞƚŽůĚ his wife, KyƃŬŽ͕ƚŚĂƚŚĞǁĂƐĂƐĐŚŽůĂƌ
who had to spend time studying, and because of this he had no time to spare for her. ^ƃƐĞŬŝ was
serious about learning. For him composing poems was not a leisure activity.
In a letter dated 15 November 1896, ^ƃƐĞŬŝ ǁƌŽƚĞƚŽ^ŚŝŬŝƚŚĂƚŚĞŚĂĚďĞĞŶĂƐŬĞĚďǇĂĐŽůůĞĂŐƵĞƚŽ
compose kanshi. ^ƃƐĞŬŝ’s colleague, Katamine Tadasu (ฤྰன), had an auspicious mushroom (ྸࣵ)
ŐƌŽǁŝŶŐŝŶŚŝƐŐĂƌĚĞŶ͕ĂŶĚĂƐŬĞĚ^ƃƐĞŬŝ to compose poems about it. ^ƃƐĞŬŝ says in the letter that he
ƚƌŝĞĚŚĂƌĚƚŽĐŽŵƉŽƐĞƵƐŝŶŐĂŶŽůĚƚĞǆƚďŽŽŬĨƌŽŵŚŝƐǇŽƵƚŚ͕zƃŐĂŬƵ^ŚŝŝŶ (Metre for Elementary
level: ༰ָࢽӈ), and composed five poems in the 'ŽŐŽŶĞŬŬƵ style. But ^ƃƐĞŬŝ was not confident
ĂďŽƵƚŚŝƐĐŽŵƉŽƐŝƚŝŽŶƐ͕ƐŽŚĞĂƐŬĞĚ^ŚŝŬŝƚŽĂƐŬŚŝƐĨƌŝĞŶĚ͕,ŽŶĚĂ^ŚƵĐŚŝŬƵ;ຌీझ 1862-1907)
who was a kanshi specialist active in the dŽŬǇŽ Kanshi world, to correct his poems. We will now
analyse three of the poems.
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WŽĞŵϲϬ
WĂƌƚϮ
>ଘ್@
മࣗໃዽ മ͚͢ͱࣗዽΖໃ͚
Ꮸళ߳ყྸ Ꮸళ ყྸΝ߳ͤ
ࢀ੶ ܬࢀ ࢷ੶์ܬΝ์͏ͱࢷͶ
ਸـຮఋ ਸ ـఋͶຮͯ 53
ZĞĐĞŝǀŝŶŐĂůŽǁƐĂůĂƌǇ͕ǇĞƚǇŽƵĂƌĞŶŽƚĂŶŐƌǇ͘
dŚĞĐŽŵƉĂƐƐŝŽŶŽĨƚŚĞŚĞĂǀĞŶƐďƌŽƵŐŚƚĚŽǁŶŝƚƐŵŝƌĂĐƵůŽƵƐǁŽŶĚĞƌ͘
dŚƌĞĞŵƵƐŚƌŽŽŵƐƚĞŵƐĐŽǀĞƌƚŚĞƐƚŽŶĞƐǁŝƚŚƚŚĞŝƌƉƵƌƉůĞĐŽůŽƵƌ͘
ŶĂƵƐƉŝĐŝŽƵƐƐƉŝƌŝƚĨŝůůƐƚŚĞŐĂƌĚĞŶ͘
'ŽŐŽŶĞŬŬƵ
The first two characters in line one, മ, mean ‘Low salary’. /ŬŬĂŝ, EĂŬĂŵƵƌĂ ĂŶĚzŽƐŚŝŬĂǁĂ refer to
ĂĐŽŵŵĞŶƚďǇDĂƚƐƵŽŬĂǁŚĞƌĞŚĞƚĞůůƐƵƐƚŚĂƚƚŚĞŵŽŶƚŚůǇǁĂŐĞŽĨ^ƃƐĞŬŝ’s friend, Katamine, was
ϭϮǇĞŶ͕ĂůŽǁƐĂůĂƌǇďĞĂƌŝŶŐŝŶŵŝŶĚǁĞŬŶŽǁƚŚĂƚ^ƃƐĞŬŝ received 100 yen per month. 54 The last
character in line one, ዽ , means ‘Being angry’, which appears in dŚĞ ŶĂůĞĐƚs (   ) ޢand is
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^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϭϴϴ͘
Ibid., p. 189.
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ. Dai /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϵϴ͘
zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ^ŚŝŚƻ. IwaŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϲϮ͘
54

158

interpreted the same way ďǇ /ŬŬĂŝ͕ EĂŬĂŵƵƌĂ ĂŶĚ zŽƐŚŝŬĂǁĂ. /Ŷ ůŝŶĞ ŽŶĞ͕ ^ŽƐĞŬŝ is admiring the
humbleness of his colleague, Dƌ͘ <ĂƚĂŵŝŶĞ͘ ^ŽƐĞŬŝ is also honest enough to point out that Mr.
Katamine receives a low salary.
The poem now turns its attention away from the personal world, we are carried off to a place where
a more lasting spiritual beauty is revealed. The first character in line two, Ꮸ, is explained by
zŽƐŚŝŬĂǁĂ ǁŚŽ ĞǆƉůĂŝŶƐ ƚŚĂƚ ƚŚĞƌĞ ĂƌĞ a number of words used to express respect containing
religious feeling for heaven in China 55, and in this case the character used expresses the compassion
of heaven and its sympathy here for the genuine character of Katamine. The fourth character in line
two, ყ, is the old word for the character, ଘ, meaning ‘Its’, and it is used in the Classics such as dŚĞ
ŽŽŬŽĨWŽĞŵƐ (ࢽ )ܨand ŽŽŬŽĨtƌŝƚŝŶŐƐ (ॽ )ܨŶŽƚĞĚďǇ/ŬŬĂŝ. The last character in line two, ྸ,
means ‘Miraculous wonder’ ĂĐĐŽƌĚŝŶŐƚŽ/ŬŬĂŝĂŶĚzŽƐŚŝŬĂǁĂ.
The first two characters in line three, ࢀܬ, mean ‘Three stems’. The colour, purple, ࢷ, at the end
of line three, is used as it represents a noble colour. The first two characters in line four, ਸـ, mean
‘Auspicious spirit’.
^ƃƐĞŬŝ begins the poem describing how Katamine accepted life as it was offered to him even though
his financial situation was not as comfortable as ^ƃƐĞŬŝ’s. Here an admiration for the simple life is
expressed. In line two, ^ƃƐĞŬŝ describes his interpretation of natural phenomena as the manifestation
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zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ^ŚŝŚƻ. IwaŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϲϮ͘
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of the compassion of heaven, the line has deep religious undertones. In line three, ^ƃƐĞŬŝ gives the
visual image of a miraculous wonder, and in line four, he explains the auspicious atmosphere which
gives rise to spirituality. Through practicing meditation, ^ƃƐĞŬŝ’s poetic spirit is getting strong, but this
poem doesn’t reveal his state of mind, as he is composing for his colleague. Therefore, there is a
limitation in expression. ,ŽǁĞǀĞƌ͕^ŽƐĞŬŝ’s sincere and honest character comes through in this poem
as well as his ability to illuminate the transcendental power of nature.

WŽĞŵϲϮ
WĂƌƚĨŽur
>ଘ࢝@
ᣕྴࠕጼࡀ ᣕྴ ࠕ ࡀΖͶጼ͚
੶ఠ๓୰ ੶ఠ ͩ୰Ν๓ΞΏ
ೖଲྸࣵ࠳ ೖͶྸࣵͶଲ͢ͱ࠳ͦͻ
ಕৼએ צݻಕৼ એݻͶ ͢צ56
dŚĞŵƵƐŚƌŽŽŵƐĂƚƚŚĞƌŽŽƚŽĨƉŝŶĞƚƌĞĞ͕/ĚŽŶŽƚĨĞĞůůŝŬĞƉŝĐŬŝŶŐƚŚĞŵ͘
ƚŚƌĞĞ-ůĞŐŐĞĚƐƚŽŶĞƉŽƚ͕ǁŚǇĚŽ/ŶĞĞĚƚŽďŽŝůƚŚĞĞůŝǆŝƌ͍
ǀĞƌǇĚĂǇ͕/ŵĞĚŝƚĂƚĞĨĂĐŝŶŐƚŚĞĂƵƐƉŝĐŝŽƵƐŵƵƐŚƌŽŽŵƐ͘
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^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 190.
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dŚĞƐƉŝƌŝƚƵĂůǁĂǇŝƐƚŽďĞĂůĞƌƚĞƚĞƌŶĂůůǇ͘
'ŽŐŽŶĞŬŬƵ
This poem shows SƃƐĞŬŝ’ƐŬŶŽǁůĞĚŐĞof outer and inner alchemy (㘐⾡). The first two characters
in line one, ᣕྴ, mean ‘Mushroom’, which is regarded as an elixir. The fourth character, ጼ, mean
‘Troublesome’ or ‘DŽ ŶŽƚ ĨĞĞů ůŝŬĞ ŝƚ’. /ŬŬĂŝ͕ /ŝĚĂ͕ EĂŬĂŵƵƌĂ ĂŶĚ zŽƐŚŝŬĂǁĂ Ăůů give the same
interpretation. 57
The first character in line two, ੶ఠ, means ‘Stone’. The second character, ఠ, ‘Wot with three legs’.
The third character, , ‘Why’, the fourth character, ๓, ‘To boil’ and the last character, ୰, means
‘Elixir for immortality’.
The first character in line three, ೖ, means ‘Every day’. The first two characters, ಕৼ, in line four
mean ‘Faith in Buddha’ in Buddhist terminology, ďƵƚ /ŬŬĂŝ says an interpretation using Daoist
terminology is more relevant and it should be translated as “Attainment of supreme wisdom”. This
study agrees ǁŝƚŚ /ŬŬĂŝ’s interpretation, as ƚŚĞ ƉŽĞŵ ŝƐ ƚĂůŬŝŶŐ about longevity which is a part of
Daoist practice.
The third and fourth characters, એݻ, mean ‘Eternal’. /ŬŬĂŝƌĞĨĞƌƐƚŽzŽƐŚŝŬĂǁĂ’s interpretation of
the character, ݻ, which usually means ‘Old’, being understood here literally as ‘Not only the past
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^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 190-191.
Iida, Rigyƃ. ^ƃƐĞŬŝShi-shƻzĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϵϯ-04.
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ. Dai /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϵϴ͘
zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ^ŚŝŚƻ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϲϮ͘
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but the future as well’. dŚŝƐĐĂŶďĞƚĂŬĞŶƚŽŵĞĂŶ‘Eternal’ as it refers to the past and the future. The
final character, צ, means ‘Alert’.
/ŶƚŚŝƐƉŽĞŵ͕ĂĐĐŽƌĚŝŶŐƚŽEĂŬĂŵƵƌĂ͕^ƃƐĞŬŝ is in many ways using the requested subject matter,
‘Auspicious mushrooms’ ŝŶŽƌĚĞƌƚŽƚĂůŬĂďŽƵƚhimself. 58 The auspicious mushroom is a well-ŬŶŽǁŶ
elixir for attaining immortality in Daoist belief. Boiling the elixir is the process of practicing ‘Outer
Alchemy’. ^ƃƐĞŬŝ ƐĂǇƐƚŚĂƚŚĞŝƐŶŽƚŝŶƚĞƌĞƐƚĞĚŝŶŵĂŬŝŶg an elixir. He explains that he is meditating
every day concentrating on one thought, in this case ‘Auspicious mushrooms’. Meditation is a process
of practicing ‘Inner Alchemy’ or Nei-yeh (Inward Training, ෆᴗ). ^ƃƐĞŬŝ ƐŚŽǁƐ ŚŝƐ ŬŶŽǁůĞĚŐĞ ŽĨ
‘Inner Alchemy’, ǁŚŽƐĞ ƉƌĂĐƚŝĐĞ ƌĞƐĞŵďůĞƐ ĞŶ ŵĞĚŝƚĂƚŝŽŶ͕ ǁŚŝĐŚ ^ƃƐĞŬŝ was introduced to at
ŶŬĂŬƵ-ũŝ dĞŵƉůĞ ŝŶ <ĂŵĂŬƵƌĂ ĂƐ ǁĞ ĚŝƐĐƵƐƐĞĚ ŝŶ ŚĂƉƚĞƌ ŽŶĞ͘ ^ƃƐĞŬŝ ŝƐ ĂĐŬŶŽǁůĞĚŐŝŶŐ ƚŚĞ
immortality of ‘Inner Alchemy’ carried on from the ancient past to the future. 59 In this pŽĞŵ͕^ŽƐĞŬŝ
shows his interest in Daoist meditation practice for the first time.

WŽĞŵϲ3
WĂƌƚϱ
>ଘ@ޔ

58

EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϭϬϬ͘
Roth, Harold D. KƌŝŐŝŶĂůdĂŽ. /ŶǁĂƌĚdƌĂŝŶŝŶŐĂŶĚƚŚĞ&ŽƵŶĚĂƚŝŽŶƐŽĨdĂŽŝƐƚDǇƐƚŝĐŝƐŵ.
ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕1999, p. 11-12.
59
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ᔆ㥢ड़੶᠐ ᔆ㥢ͳ͢ͱ੶᠐ΓΕड़Ͳ
༕ـṩહৼ ༕ ـહৼͶṩΖ
࣎ᨛ࣎ ۡࢃצͶࢃצۡΝᨛ͢
ࣵ࠳ӆ ࣵΝͱӆͶ࠳ͤ 60
ƵƐƉŝĐŝŽƵƐĂƚŵŽƐƉŚĞƌĞĐŽŵŝŶŐŽƵƚĨƌŽŵƚŚĞĐƌĂĐŬŝŶĂƐƚŽŶĞ͕ 
dƌĂŶƋƵŝůƐƉŝƌŝƚƵĂůŝƚǇĂƉƉƌŽĂĐŚĞƐƚŚĞĞŶŝŶĐůŝŶĞĚŵŝŶĚ͘ 
^ŽŵĞƚŝŵĞƐ͕/ƌĞĐŝƚĞƉŽĞŵƐďǇHan-shan͕ 
WŚŝůĞƐŝƚƚŝŶŐƵŶĚĞƌƚŚĞďĂŵďŽŽƚƌĞĞǁĂƚĐŚŝŶŐĂƵƐƉŝĐŝŽƵƐŵƵƐŚƌŽŽŵƐ.
'ŽŐŽŶĞŬŬƵ
/ŬŬĂŝ mentions that zŽƐŚŝŬĂǁĂ ĞǆƉůĂŝŶƐ ƚŚĞ ĨŝƌƐƚ ƚǁŽ ĐŚĂƌĂĐƚĞƌƐ ŝŶ ůŝŶĞ ŽŶĞ͕ ᔆ 㥢 , meaning
‘Wonderful auspicious atmosphere’ are words created using similar phonetic pronunciation, /Ŷ-Un.
The fourth and fifth characters, ੶᠐, mean ‘TŚĞĐƌĂĐŬŝŶĂƐƚŽŶĞ’. 61
The first two characters in line two, ༕ـ, mean ‘Spiritually tranquil and profound presence’ and the
fourth and fifth characters, હৼ, ‘MŝŶĚĚĞǀŽƚĞĚƚŽĞŶ’.
The second character in line three, ᨛ, means ‘To recite’. The third and fourth characters, ࢃצ, the
ŵŽŶŬĨƌŽŵdĂŶŐƉĞƌŝŽĚ͕,ĂŶ^han (ࢃצ, ?-?), who is famous for his poems. /ŬŬĂŝ͕EĂŬĂŵƵƌĂĂŶĚ
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^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 192.
Ibid., p. 191-192.
zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ^ŚŝŚƻ. IwaŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϲϰ͘
61
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zŽƐŚŝŬĂǁĂĂůůĐŽŵŵĞŶƚƵƉŽŶƚŚĞĨĂĐƚƚŚĂƚdŚĞŽůůĞĐƚĞĚǁŽƌŬs of Han Shan was one of the reference
ďŽŽŬƐďĞƐŝĚĞ^ƃƐĞŬŝ when he was composing kanshi. 62 EĂŬamura also noted that ^ƃƐĞŬŝ’s interest
in Han Shan was similar to his ŝŶƚĞƌĞƐƚŝŶƚŚĞŵŽŶŬZǇƃŬĂŶ. SƃƐĞŬŝǁĂƐĨŽŶĚŽĨthe simplicity and
purity of Han Shan and RyƃŬĂŶ’s way of life. SƃƐĞŬŝ’s interest in ƚŚĞƐĞƚǁŽŵŽŶŬƐis evidence of his
quest for the Way. 63 The second character in line four, Ⱚ, means ‘Auspicious mushroom’. In lines
three and four, SƃƐĞŬŝ ĞǀŽŬĞƐ the pleasant and spiritual image of reciting a poem by one of his
favourite poets, Han Shan whilst watching auspicious mushrooms. It’s an atmospheric poem which
could easily accompany a nĂŶŐĂ painting.
As in the previous poem, ^ƃƐĞŬŝ is composing a poem about ‘Auspicious mushrooms’ and at the same
time projecting himself onto the situation. ^ƃƐĞŬŝ shows his quest for the Way by mentioning Han
Shan, a legĞŶĚĂƌǇŵŽŶŬǁŚŽůŝǀĞĚŶĞĂƌdŝĞŶ-tai Mountain with his friend, Shi De (लಚ). They were
famous for their eccentric behaviour, although there is no firm evidence of their real existence. Han
Shan and Shi DĞǁĞƌĞĂĚŽƌĞĚďǇĞŶŵŽŶŬƐ͕ďĞĐĂƵƐĞŽĨƚŚĞŝƌĞĐĐĞŶƚƌŝĐŝƚǇ, simplicity and purity, and
ƚŚĞǇǁĞƌĞĂƉŽƉƵůĂƌƐƵďũĞĐƚŵĂƚƚĞƌĨŽƌďƌƵƐŚĂŶĚŝŶŬpainting. It is understandable bearing in mind
^ƃƐĞŬŝ’s character and inclinations that he would become fond of this pair. In a later period, in poem
136, he would compose another poem mentioning Han Shan.
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^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p. 191.
zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ^ŚŝŚƻ. IwaŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϲϰ͘
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ. Dai /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϭϬϭ͘
63 Ibid., p. 101.
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KUSAMAKURA (ⲡ
ⲡᯖ)
During his stay in Kumamoto, ^ƃƐĞŬŝ ƚŽŽŬůĞƐƐŽŶƐŝŶĐŽŵƉŽƐŝŶŐKanshi from Nagao Uzan (ௗඎӏࢃ,
1864-1942). Nagao Uzan, ůŝŬĞ ^ŚŝŬŝ ǁĂƐ Ă ĐƌƵĐŝĂů ĨŝŐƵƌĞ ŝŶ ƚŚĞ ĚĞǀĞůŽƉŵĞŶƚ ŽĨ ^ƃƐĞŬŝ’s kanshi
compositions and under his instruction ^ƃƐĞŬŝ became more natural in composing philosophical
poems.
Nagao Uzan is a highly regarded Chinese Classic specialist, calligrapher, and literary artist. He studied
ŚŝŶĞƐĞ ůĂƐƐŝĐƐ Ăƚ dŽŬǇŽ /ŵƉĞƌŝĂů hŶŝǀĞƌƐŝƚǇ ŐƌĂĚƵĂƚŝŶŐ ŝŶ ϭϴϴϴ͘ ,Ğ ƚŚĞŶ ǁĞŶƚ ŽŶ ƚŽ ƚĞĂĐŚ Ăƚ
'ĂŬƵƐŚƻin where the top elite of Japan were educated. He was also involved in the setting up of the
dŽŬǇŽƌƚ^ĐŚŽŽů͕ůĂƚĞƌƚŽďĞĐŽŵĞƚŚĞdŽŬǇŽ/ŵƉĞƌŝĂůƌƚ^ĐŚŽŽů͕ĐŽůůĂďŽƌĂƚŝŶŐǁŝƚŚKŬĂŬƵƌĂdĞŶƐŚŝŶ
(1863-1913) who was its first principal. Uzan began to teach at the Fifth High school in 1897, ^ƃƐĞŬŝ
was one of his colleagues at the school. 64
Five of the poems ^ƃƐĞŬŝ wrote between 1898 and 1899 which were all 'ŽŐŽŶ <ŽƐŚŝ style, were
corrected by Uzan (poem 65, 66, 67, 71, 72). Uzan commented on all five poems. 65 Two of them
;ƉŽĞŵ ϲϱ Θ ϲϳͿ which were corrected by Uzan are used in ^ƃƐĞŬŝ’s novel, KusamĂŬƵƌĂ (ຝ),
published in 1906. AnoƚŚĞƌ ƚǁŽ ƉŽĞŵƐ ;ƉŽĞŵ ϳϭ Θ ϳϮͿ which were corrected by Uzan, were
published in the Journal, ZǇƻŶĂŶŬĂŝĂƐƐŚŝ No. 77 (㱟༡㞧ㄅ➨༑ྕ) issued on 18 February

64

DƵƌĂŬĂŵŝ͕dĞƚƐƵŵŝ͘“SƃƐĞŬŝƚŽEĂŐĂŽhǌĂŶ” in^ƃƐĞŬŝĞŶƐŚƻVol.16. Iwanami Shoten͕dŽŬǇŽ͕ϭϵϵϱ͕'ĞƉƉƃϭϰ,
p. 4-7.
65 ^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p. 195, 201, 204, 219, 225-226.
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1900 by the Fifth High School. 66
KusamĂŬƵƌĂ is based on ^ƃƐĞŬŝ’s experience of visiting a hot spring inn, The Second Maeda House,
during the winter holidays of 1897. The Second Maeda House belonged to the retired Upper House
politician, Maeda Kagashi (ీҌࢃࢢ͕ŚŝƐŽƌŝŐŝŶĂůŐŝǀĞŶŶĂŵĞǁĂƐ<ĂŬƵŶŽƐƵŬĞ͕ϭϴϮϴ-1904).
Maeda Kagashi used to be an instructor in ǇĂƌŝ-ũƵƚƐƵ ;ƐƉĞĂƌ ĨŝŐŚƚŝŶŐͿ͕ ĂŶĚ ǁĂƐ Ă ,ŽƐŽŬĂǁĂ ůĂŶ
Samurai (ࡋઔൣͿ͕ĂƉŽǁĞƌĨƵů^ĂŵƵƌĂŝĨĂŵŝůǇŝŶƚŚĞƌĞŐŝŽŶŶŽǁŬŶŽǁŶĂƐ<ƵŵĂŵŽƚŽ͘ĨƚĞƌƚŚĞDĞŝũŝ
restoration he quit his position, changed his name to Kagashi (scarecrow) and decided to live amongst
farmers and become a Freedom and Human Rights Activist. He also became a member of the House
of Representatives in 1890. 67
Many of Maeda’s friends who shared similar views came to visit his Inn from all over Japan, and also
from China. The Chinese political activist, Huang Xing (Jp. KƃKƃ, ԭ )ڷwas a visitor here around this
time though there is no evidence to show that he came into contact with ^ƃƐĞŬŝ at The Second Maeda
House.
However, there is a record that Huang Xing when he was in exile later visited ^ƃƐĞŬŝ and presented
him with a scroll ĨĞĂƚƵƌŝŶŐŚŝƐĐĂůůŝŐƌĂƉŚǇŽĨǁŽƌĚƐƚĂŬĞŶĨrom a poem by Tu Fu, (Jp. To Ho.ొี 712770). One of ^ƃƐĞŬŝ’ƐƉƵƉŝůƐ͕ŬƵƚĂŐĂǁĂZǇƻŶŽƐƵŬĞ;։ઔྀ೯ղ 1892-1927) mentioned that this
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ŚƚƚƉ͗ͬͬƌĞƉŽƐŝƚ͘ůŝď͘ŬƵŵĂŵŽƚŽ-Ƶ͘ĂĐ͘ũƉͬďŝƚƐƚƌĞĂŵͬϮϮϵϴͬϱϱϭϯͬϭͬϬϳϳ-021.pdf ;ƉŽĞŵϳϭΘϳϮͿ
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ŚƚƚƉ͗ͬͬŬǇŽƵŝŬƵ͘ŚŝŐŽ͘ĞĚ͘ũƉͬƉĂŐĞϮϬϮϮͬϬϬϮͬϬϬϱͬƉĂŐĞϯϴϳϳ͘Śƚŵů
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scroll was hung in ^ƃƐĞŬŝ’s house. 68 ^ƃƐĞŬŝ used an excerpt from this poem in his kanshi poem dated
30 August 1916. We will examine this poem in Chapter Five.
The poems composed between March 1898 and 1899, (poems number 65 to 72) are all in 'ŽŐŽŶ
Koshi style except one poem (poem number 70), which is 'ŽŐŽŶZŝƐƐŚŝ ()ࢽཱݶޔ.
Koshi ( )ࢽݻliterally means ‘Old poem’, and was a poetic style which existed before Tang style poems
emerged. For the rest of his stay in Kumamoto, ^ƃƐĞŬŝ ǁĂƐŬĞĞŶƚŽƉƌĂĐƚŝĐĞƚŚĞƐĞůŽŶŐĐŽŵƉŽƐŝƚŝŽŶƐ
under the instruction of kanshi specialist, Uzan. Here he was also demonstrating his growing
confidence by composing a different style of poem which had no restriction in the number of lines.
Now, let us examine the two poems, both corrected by Uzan, inserted in <ƵƐĂŵĂŬƵƌĂ.

March 1898
WŽĞŵϲϱ
“ŚƵŶǆŝŶŐ” (jp.Shunko:Spring Amusement) 
ॡڷ
ड़ଡॶࢧ Νड़Ͳͱ ࢧ͑ॶଡ͢
ॡ෫ޙҧ ॡ෫ ͗ޙҧΝ͚
๗ਫ਼ऄమ ๗ ऄమͶਫ਼ͣ

68

^ƃƐĞŬŝĞŶƐŚƻVol.29͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘ 331-333.
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ናಕդඏ ናಕ դͶΕͱඏ͖͵Ε
ం㩝ࣗᛘ 㩝ΝంΌͱ Νᛘ͝ͻ
ຬেଵᏽ ຬে ᏽΝଵ
ԭѾ ԭѾͪΖΝ͘
Ṏཚӵจᯝ ཚӵจᯝͪΖΝṎΖ
ߨਜฑ෧ԗ ߨ͘ਜ͚͢ͱ ฑ෧ԗ͚
ୌࢽ࣋ݻ൸ ࢽΝୌͤ ࣋ݻ൸
ݿऱ߶Ӥࡏ ݿऱ Ӥࡏ߶͚
ۯஇ߷ ؾ ۯஇ߷ؾΖ
ৼՁᜭᜯ ৼ ՁͩᜭᜯͪΖ
ᕜ੍ඉ ᕜͳ͢ͱ ੍ඉΝΖ
ࢀॉըཋ ࢀॉ ը͏Ξͳཋ͢
ᰋޭ༝ғғ ᰋޭ ༝͕ғғͪΕ
ཆԿ ཆ͢ͱ ԿͶ͏
༖ષଲᢻ ༖ષͳ͢ͱ ᢻͶଲͤ 69
tŚĞŶ/ŐŽŽƵƚƐŝĚĞ͕ŵĂŶǇƚŚŽƵŐŚƚƐĞŵĞƌŐĞĨƌŽŵŵǇŵŝŶĚ͘ 
/ĂŵďůŽǁŶďǇƚŚĞƐƉƌŝŶŐǁŝŶĚ͘

69

^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 194-195.
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&ƌĂŐƌĂŶƚĨůŽǁĞƌƐƐƉƌŽƵƚĨƌŽŵƚŚĞƚƌĂĐŬƐŽĨƚŚĞǁŚĞĞůƐŽĨĐĂƌƚƐŽŶƚŚĞŐƌŽƵŶĚ͘ 
ĐŽƵŶƚƌǇƌŽĂĚƐƚƌĞƚĐŚĞƐŽĨĨŝŶƚŽƚŚĞŚĂǌĞ͘
tŚĞŶ/ƉƵƚĚŽǁŶŵǇǁĂůŬŝŶŐƐƚŝĐŬĂŶĚůŽŽŬĂƌŽƵŶĚ͕ 
ǀĞƌǇƚŚŝŶŐŝƐƐŚŝŶŝŶŐŝŶƚŚĞůŝŐŚƚŽĨƚŚĞĐůĞĂƌƐƵŶ͘
ďƵƐŚǁĂƌďůĞƌƐŝŶŐƐ͕ 
&ůŽǁĞƌƉĞƚĂůƐĨůƵƚƚĞƌƚŽƚŚĞŐƌŽƵŶĚ͘
dŚĞĨůĂƚƉůĂŝŶƌĞĂĐŚĞƐŝŶƚŽƚŚĞĚŝƐƚĂŶĐĞ͕ 
/ǁƌŝƚĞĂƉŽĞŵŽŶƚŚĞĚŽŽƌŽĨĂŶŽůĚƚĞŵƉůĞ͘
DǇŵĞůĂŶĐŚŽůǇŵĞƌŐĞƐǁŝƚŚƚŚĞĐůŽƵĚƐŽŶŚŝŐŚ͕ 
/ƐĞĞĂůĂƌŐĞŐŽŽƐĞĨůǇŝŶŐŚŽŵĞĂůŽŶĞ͕ƐĞƉĂƌĂƚĞĚĨƌŽŵƚŚĞĨůŽĐŬ͘
DǇŚĞĂƌƚŝƐƉƌŽĨŽƵŶĚĂŶĚƚƌĂŶƋƵŝů 
ŶĚ/ĨŽƌŐĞƚƚŚĞĐŽŶǀĞŶƚŝŽŶĂůũƵĚŐĞŵĞŶƚƐŽĨƚŚĞǁŽƌůĚ͘
/ĂŵŽǀĞƌƚŚŝƌƚǇĂŶĚŐƌŽǁŝŶŐŽůĚ͕
dŚĞďĞĂƵƚŝĨƵůƐƉƌŝŶŐůŝŐŚƚƐŽĨƚůǇĞŵďƌĂĐĞƐƚŚĞŵĂŶ͘
DǇŵŝŶĚǁĂŶĚĞƌƐĂůŽŶŐ͕ĐŚĂŶŐŝŶŐǁŝƚŚƚŚĞŵŽŵĞŶƚ͕ 
ƚƉĞĂĐĞ͕/ŐĂǌĞŽŶƚŚĞƐǁĞĞƚ-ƐŵĞůůŝŶŐƐƉƌŝŶŐůĂŶĚƐĐĂƉĞ͘
'ŽŐŽŶ<ŽƐŚŝ
WŽĞŵϲϱĂƉƉĞĂƌƐŝn Chapter 12 of the novel <ƵƐĂŵĂŬƵƌĂ. ^ƃƐĞŬŝ describes how the protagonist felt
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just before he came up with the poem.
The JapŽŶŝĐĂƚŚĂƚŵĞĞƚƐŵǇĞǇĞƐŶŽǁ͕ĂƐƐŽŽŶĂƐ/ůŝĞďĂĐŬ͕ŝƐĂŶŽůĚĂŶĚŝŶƚŝŵĂƚĞ
friend. As I gaze at it, my mind drifts pleasantly, and the impulse to poetry wells up in
me again.
Lying here, I ponder, and as each line of a Chinese poem comes to me, I jot it down in
ŵǇ ƐŬĞƚĐŚďŽŽŬ͘ ĨƚĞƌ Ă ůŝƚƚůĞ ƚŝŵĞ͕ ƚŚĞ ƉŽĞŵ ƐĞĞŵƐ ĐŽŵƉůĞƚĞ͘ / ƌĞƌĞĂĚ ŝƚ ĨƌŽŵ ƚŚĞ
beginning. 70
The japonica waƐŬŶŽǁŶƚŽďĞĂĨĂǀŽƵƌŝƚĞbush of ^ƃƐĞŬŝ’Ɛ͘,ĞůŝŬĞĚƚŚĞƐŝŵƉůŝĐŝƚǇĂŶĚƉƵƌŝƚǇŽĨƚŚĞ
japonica and used it in both his kĂŶƐŚŝand haikucompositions. ^ƃƐĞŬŝ ĞǆƉůĂŝŶƐƚŚĞƌĞĂƐŽŶŚĞůŝŬĞƐ
the japonica a little earlier in the same chapter.
/ƚŚƌŽǁŵǇƐĞůĨďĂĐŬŽŶƚŽƚŚĞŐƌĂƐƐ͘DǇŚĂƚƐůŝƉƐĨƌŽŵŵǇĨŽƌĞŚĞĂĚĂŶĚŚĂůŽĞƐŵǇŚĞĂĚ͘
The grass is studded with little clumps of wild japonica bush one or two feet tall, and
my face has come to rest just in front of one. Japonica is an interesting plant. Its
branches obstinately refuse to bend, yet neither are they straight: each small straight
twig collides with another small straight twig at an angle, so that the whole branch
consists of a series of obliques, tranquilly ornamented with rather pointless scarlet or
ǁŚŝƚĞĨůŽǁĞƌƐ͕ĂŶĚĂĐĂƐƵĂůƐĐĂƚƚĞƌŝŶŐŽĨƐŽĨƚůĞĂǀĞƐƚŽƚŽƉŝƚŽĨĨ͘zŽƵĐŽƵůĚĐŚĂƌĂĐƚĞƌŝǌĞ

70

McKinney, Meredith. Trans. <ƵƐĂŵĂŬƵƌĂ ďǇEĂƚƐƵŵĞ^ŽƐĞŬŝ͘WĞŶŐƵŝŶŽŽŬƐ͕>ŽŶĚŽŶ͕ϮϬϬϴ͕Ɖ͘ϭϯϭ͘
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the japonica as belonging to the type of the enlightened fool. Some in this world
ĚŽŐŐĞĚůǇƌĞƚĂŝŶĂŶĂǁŬǁĂƌĚĂŶĚŝŶŶocent honesty- they will be reborn as japonica.
It’ƐƚŚĞĨůŽǁĞƌƚŚĂƚ/ŵǇƐĞůĨǁŽƵůĚůŝŬĞƚŽďĞĐŽŵĞ͘ 71

^ƃƐĞŬŝ felt sympathy with the japonica, it is unbendable yet not straight in shape, resembling in many
ways ^ƃƐĞŬŝ’ƐĐŚĂƌĂĐƚĞƌ͘ǇƚŚŝŶŬŝŶŐŽĨŚŝŵƐĞůĨĂƐĂjaponica bush, gave poetic inspiration to ^ƃƐĞŬŝ.
^ƃƐĞŬŝ confirms this in the protagonist’s monologue after composing the poem.
That’s it! I’ve done it! I’ve truly captured the feeling of lying here gazing at the japonica,
all worldly thoughts forgotten. It doesn’t matter if the poem doesn’t actually include
the japonica, or the sea, as long as the feeling comes through. 72

Now, let us see what ^ƃƐĞŬŝ was feeling by becoming one with a japonica bush by analysing the poem
in detail.
Line one, ड़ means ‘Going out from the front gate’ ĂŶĚ /ŬŬĂŝ ƐĂǇƐ ƚŚĂƚ ŝƚ ŝƐ often used at the
beginning of old style poems. ॶࢧ in the same lines, meaning ‘Thought’ was also often used in old
ƐƚǇůĞƉŽĞŵƐ͘/ŬŬĂŝĞǆƉůĂŝŶƐƚŚĂƚŝƚŝƐƵƐĞĚŝŶGakufu (ֺැ), and gives an example of a poem by ೯
 ^ŽŶŐŚŝ-wen (Jp, Sƃ Shimon, 656?-712), a poet from the early Tang period. Song used this word

71
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McKinney, Meredith. Trans. <ƵƐĂŵĂŬƵƌĂ ďǇEĂƚƐƵŵĞ^ŽƐĞŬŝ͘WĞŶŐƵŝŶŽŽŬƐ͕>ŽŶĚŽŶ͕ϮϬϬϴ͕Ɖ͘ϭϯϭ͘
Ibid., p. 132.
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in his poem titled “yŝĂƐŚĂŶŐĞ” (ԾࢃՐ), the line reads as follows.
Ծࢃଡॶࢧ ࢃΓΕԾΕͱࢧ͑ॶଡ͢ 73
tŚŝůƐƚ/ĂŵĐŽŵŝŶŐĚŽǁŶĨƌŽŵDŽƵŶƚ^ŽŶŐ͕/ŚĂǀĞŵĂŶǇƚŚŽƵŐŚƚƐ͘
^ƃƐĞŬŝ is familiarizing himself with the long poetic style from the Tang period.
ॡ෫ޙҧ in the second line gives the image of being blown by the spring wind.
๗ in the third line meaning fragrant flower appears in The Blue Cliff Record 36 case followed by
ਫ਼ऄమ, ƚŚĞ ƚƌĂĐĞƐ Žƌ ƚƌĂĐŬƐ ŽĨ ƚŚĞ ǁŚĞĞůƐ on the country road, indicating the breath of spring
manifesting itself on the deserted road. It’s a rich and evocative expression which perfectly captures
the power of nature.
ናಕ in the fourth line depicts the deserted country road, followed by դඏ, stretching far, fading
into the spring haze. ናಕ ‘The deserted country road’ can be interpreted as the expression of the
well-ŬŶŽǁŶĞŶ concepts, Wabi and Sabi, both of which concern the notion of profound loneliness.
It suggests a meditative mind. With this beautiful image of fading into the spring haze, ^ƃƐĞŬŝ is
describing entering into the spiritual world, something which can’t be explained in words. The third
and fourth lines are both a depiction of nature and him entering into that world.
㩝 ŝŶƚŚĞĨŝĨƚŚůŝŶĞŝƐƵƐƵĂůůǇĐůĂƐƐĞĚĂƐĂƚǇƉĞŽĨďĂŵďŽŽĂƐĞǆƉůĂŝŶĞĚďǇdŽǇŽĨƵŬƵ͘>ĂƚĞƌŝŶ:ĂƉĂŶ͕ŝƚ
began to be used as a word to describe ‘A ǁĂůŬŝŶŐƐƚŝĐŬ’. dŽǇŽĨƵŬƵŐŽĞƐŽŶƚŽĞǆƉůĂŝŶƚŚĂƚƚŚŝƐǁŽƌĚ
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ŚƚƚƉ͗ͬͬŬĂŶďƵŶ͘ŝŶĨŽͬƐǇƵďƵͬƚŽƵƐŚŝƐĞŶϬϭϵ͘Śƚŵů
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is not generally used on its own to mean ‘A ǁĂůŬŝŶŐƐƚŝĐŬ’ in Chinese literature. However, it is cited in
a poem by RyƃŬĂŶ ྒྷ( װ1758 – 1831), ĂĞŶŵŽŶŬƉŽĞƚǁŚŽŵ^ƃƐĞŬŝ greatly admired in the final
period of his life.
ʰ۰ࡠʱ
ิླྀਭ᧱ݱચ ิ͢ͱླྀਭͶͮͱݱચΝ᧱ ͳ 
ߨ౺ݱಆ٭ዼષ ߨ͘ͱݱಆͶ౺ͮͱͱͮ٭ዼષ ·͑ͧΞ 
࢟ޝਇߨݱ౺ ࢟ΌͱޝΖਇ͘ߨݱ౺Δ͡ΖΝ
ြ䊇ॴ࿖ᖂᕒ 㩝 ͓ͯ Ͷြ Γ ΕॴͶᖂᕒ ͦΞ͖Ξ Ν࿖ͦΞ
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“^ƉŽŶƚĂŶĞŽƵƐĐŽŵƉŽƐŝƚŝŽŶ”
/ǁĂůŬĞĚĂůŽŶŐƚŚĞƐƚƌĞĂŵƚŽĨŝŶĚĂƐƉƌŝŶŐ͘
tŚĞŶ/ĐĂŵĞƚŽƚŚĞƐŽƵƌĐĞĂŶĚĐŽƵůĚŶ’ƚĨŝŶĚƚŚĞƐƉƌŝŶŐ͘
dŚĞŶ͕/ƌĞĂůŝǌĞĚŝƚŝƐŶŽƵƐĞƚŽƐĞĞŬƚŚĞƐŽƵƌĐĞŽĨƚƌƵƚŚĨĂƌĂǁĂǇ͘
/ŶĨĂĐƚ͕ŽŶĞƐŚŽƵůĚƚƌǇƚŽƐƚŽƉǁĂůŬŝŶŐ͕ůĞĂŶŽŶƚŚĞǁĂůŬŝŶŐƐƚŝĐŬĂŶĚƐĐŽŽƉƵƉƚŚĞǁĂƚĞƌ
ĨƌŽŵƚŚĞƐƚƌĞĂŵǁŚĞƌĞǀĞƌǇŽƵĂƌĞ͘
In RyƃŬĂŶ’ƐƉŽĞŵ͕ƚŚĞƐƚŝĐŬŝƐa guide to ĂǁĂŬĞŶing to the truth one has in front of oneself.
ᛘ ŝŶƚŚĞƐĂŵĞůŝŶĞŵĞĂŶƐƚŽƐĞĞǁŝƚŚǇŽƵƌŵŝŶĚ͘tŚĞŶƚĂŬĞŶƚŽŐĞƚŚĞƌǁŝƚŚƚŚĞŵĞĂŶŝŶŐŝŵƉůŝĞĚ
in ‘A ǁĂůŬŝŶŐƐƚŝĐŬ’, ^ƃƐĞŬŝ is expressing the importance of stopping and seeing what you have in front
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ŚƚƚƉ͗ͬͬƌŝĞŶŵĞŝ͘ďůŽŐϮϬ͘ĨĐϮ͘ĐŽŵͬďůŽŐ-entry-494.html
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of you with your inner vision.
In line six, ^ƃƐĞŬŝ describes what one can see with the heart: ຬেଵᏽ, ‘Everything is shining in
the light’.
^ƃƐĞŬŝ continues to give the image of immediate experiences flowing through an open mind in the
next two lines as well. Line seven, ԭѾ, ‘The bush warbler singing melodically’, and line eight,
Ṏཚӵจᯝ, ‘Flower petals fluttering to the ground’.
จᯝ is cited in Tao zƵĂŶming’s poem, dŚĞƚĂůĞŽĨƚŚĞWĞĂĐŚůŽƐƐŽŵ^ƉƌŝŶŐ,
ࠎ⁌౩ྜྷɼᇆ؝Ꮢඨิɼໃᯓधɼ๗՜ળඔɼཚӵ᠀จɽ
ࠎͬ౩ྜྷͶ⁌͑ɼ؝Νᇆ͞ͳᏒඨิɼͶᯓधໃ͚ɼ๗՜ળඔͶ͢ͱɼ
ཚӵ᠀จͪΕɽ 75
^ƵĚĚĞŶůǇ/ĐĂŵĞĂĐƌŽƐƐĂƉĞĂĐŚďůŽƐƐŽŵĨŽƌĞƐƚ͘ůŽŶŐďŽƚŚďĂŶŬƐŽĨƚŚĞƌŝǀĞƌĨŽƌĂ
ĐŽƵƉůĞŽĨŚƵŶĚƌĞĚƐŽĨƐƚĞƉƐ͕ƚŚĞƌĞŝƐŶŽƚƌĞĞĞǆĐĞƉƚƉĞĂĐŚƚƌĞĞƐĨůŽǁĞƌŝŶŐ͕ƐƉƌĞĂĚŝŶŐ
ƚŚĞŝƌďĞĂƵƚŝĨƵůĨƌĂŐƌĂŶĐĞ͘/ƚǁĂƐƐŽďĞĂƵƚŝĨƵůƚŽƐĞĞƚŚĞƉĞƚĂůƐĨůƵƚƚĞƌŝŶŐĚŽǁŶ͘  
Lines seven and eight emphasise the mood of spring by providing us with powerful visual images of
exuberant nature.
ᖹⷚ in the ninth line gives an image of a flat plain, and it is cited in a poem by Gao Shi (߶న 702705)
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Matsueda͕dĂŬĞŽ͘ΘtĂĚĂ͕dĂŬĞƐŚŝ͘dƌĂŶƐ͘dƃŶŵĞŝĞŶƐŚƻsŽů͘Ϯ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϯ͘p. 152.

174

ड़Ձॶ ݡΝड़ͲͱՁݡΖॶͩ
ॡ৯ᕟฑ෧ ॡ৯ฑ෧Ͷຮͯ 76
ŽŵŝŶŐŽƵƚŽĨƚŚĞŐĂƚĞĂŶĚůŽŽŬŝŶŐĂƌŽƵŶĚ͕ƚŚĞƌĞŝƐŶŽƚŚŝŶŐƚŽƐĞĞ͘
/ŶĨƌŽŶƚŽĨŵĞƚŚĞƐƉƌŝŶŐŐƌĂƐƐĞƐŐƌŽǁŝŶŐŽŶĂǀĂƐƚĨůĂƚƉůĂŝŶ͘
ĨƚĞƌǁĂůŬŝŶŐĂŶĚůŽŽŬŝŶŐĂĐƌŽƐƐ the vast flat plain ahead in line nine, an old temple is reached. Line
ten explains the next action, ୌࢽ࣋ݻ൸, ‘Writing a poem on the door of an old temple’. In his first
recorded poem which ǁĞůŽŽŬĞĚĂƚŝŶ Chapter One, ^ƃƐĞŬŝ came across an old deserted temple, at
that timĞ Ăůů ŚĞ ĐŽƵůĚ ĚŽ ǁĂƐ ŬŶŽĐŬ ĂŶĚ ƉƵƐŚ Ăƚ ƚŚĞ ƚĞŵƉůĞ ĚŽŽƌ but now his sensitivity has
heightened, he is able to compose a poem on the spot.
ݿऱ in the eleventh line expresses the feeling of melancholy which we examined in chapter one,
followed by ߶Ӥࡏ, ‘CůŽƵĚƐĨůŽĂƚŝŶŐŚŝŐŚŝŶƚŚĞƐŬǇ’.
>ŝŶĞƚǁĞůǀĞĞǆƉůĂŝŶƐǁŚĂƚŝƐƐĞĞŶŝŶƚŚĞƐŬǇ͕ ۯஇ߷ؾ, ‘A stray goose returning home alone’. In
these two lines, SŽƐĞŬŝŝƐƌĞĨůĞĐƚŝŶŐand depicting himself as a stray goose in the clouds which are
inside his mind. It gives us a profound impression of loneliness inside a meditative state of mind.
ৼ in the thirteenth line means ‘Heart’ which appeared in a poem earlier in this chapter, followed
by ᜭᜯ ‘Wrofound’ which rhyme-matches with dĂŽ zƵĂŶŵŝŶŐ’s poem in 'ƵŝƋƵůĂŝ Đŝ (ᖐཤ᮶㎡).
Let’s refer to the poem.
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/ƐŚŝŬĂǁĂ͕dĂĚĂŚŝƐĂ͘Ě͘<ĂŶƐŚŝ<ĂŶƐŚƃ:ŝƚĞŶ. Kodansha, 2009, p. 256.
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᪤❀❈௨ᑜቴ ᪤❀❈ࡋ࡚௨࡚ቴࢆᑜࡡࠊ
ᓮᔮ⪋⥂ୣ ࡓᓮᔮࡋ࡚ୣࢆ⥂ࠋ 77
ŶƚĞƌŝŶŐƚŚĞĚĞĞƉĂŶĚƋƵŝĞƚofƚŚĞǀĂůůĞǇ͕


ŶĚŐŽŝŶŐĂĐƌŽƐƐƚŚĞŝŶĂĐĐĞƐƐŝďůĞŚŝůů͘

ᕜ in the fourteenth line is vast and far, ੍ඉ means ‘Beyond what is right and wrong’. This
ůŝŶĞƌĞĨĞƌƐƚŽŚƵĂngzi’s text, Chapter Two, “ŝƐĐƵƐƐŝŽŶŽŶDĂŬŝŶŐĂůůthings equal”.
Everything has its “that,” everything has its “this.” From the point of view of “that”
ǇŽƵĐĂŶŶŽƚƐĞĞŝƚ͕ďƵƚƚŚƌŽƵŐŚƵŶĚĞƌƐƚĂŶĚŝŶŐǇŽƵĐĂŶŬŶŽǁŝƚ͘^Ž/ƐĂǇ͕“that” comes
out of “this” and “this” depends on “that” – which is to say that “this” and “that” give
birth to each other. But where there is birth there must be death; where there is death
there must be birth. Where there is acceptability there must be unacceptability;
where there is unacceptability there must be acceptability. Where there is recognition
of right there must be recognition of wrong; where there is recognition of wrong there
must be recognition of right. Therefore the sage does not proceed in such a way, but
illuminates all in the light of Heaven. 78
Lines thirteen and fourteen describe losing oneself in nature which is to lose oneself in the
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Matsueda͕dĂŬĞŽ. ΘtĂĚĂ͕dĂŬĞƐŚŝ. Trans. dƃŶŵĞŝĞŶƐŚƻVol. 2. Iwanami Shoten, dŽŬǇŽ͕ϮϬϭϯ͕Ɖ͘ϭϰϲ-147.
Watson, Burton. Trans. dŚĞĐŽŵƉůĞƚĞǁŽƌŬƐŽĨŚƵĂŶŐdǌƵ͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ, p. 39-40.
Note: Watson gives an interpretation of “the light of Heaven” as “Nature or the Way” in the footnote 6.
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Way.
ࢀॉըཋ in the fifteenth line, ^ƃƐĞŬŝ describes himself as he was at thirty two years of age and
the feeling of ageing that accompanied him.
ᰋޭ༝ғғ in the sixteenth line gives an image of the spring light enveloping him in a comforting
way. ౫౫ ‘Gentle’ ŝƐĐŝƚĞĚŝŶdĂŽzƵĂŶming’s poem, ᓦԄీ ڋZĞƚƵƌŶŝŶŐƚŽDǇ&Ăƌŵ part 1.
᭕᭕㐲ேᮧ ᭕᭕ࡓࡾ 㐲ேࡢᮧ
౫౫ቕ㔛↮ ౫౫ࡓࡾ ቕ㔛ࡢ↮ 79
dŚĞĨĂŝŶƚŝŵĂŐĞŽĨĂǀŝůůĂŐĞĨĂƌĂǁĂǇ
'ĞŶƚůĞƐŵŽŬĞŝƐĐŽŵŝŶŐŽƵƚŽĨƚŚĞŚŽƵƐĞƐŝŶƚŚĞŚŽŵĞƚŽǁŶ͘ 
^ƃƐĞŬŝ is attempting to create a feeling of comfort and security in this line indicating he is entering
into his spiritual land.
ཆԿ ŝŶƚŚĞĨŝĨƚĞĞŶƚŚůŝŶĞƐŚŽǁƐĂĐůĞĂƌŝŶĨůƵĞŶĐĞĨƌŽŵŚƵĂŶŐǌŝ’s text, as ཆ “Free and
Easy Wandering” appears as a part of the title of Chapter One, and Կ “Transformation of things”
is cited in the final part of Chapter Two, ‘ŝƐĐƵƐƐŝŽŶŽŶDĂŬŝŶŐůůdŚŝŶŐƐEqual’. It is the scene where
ŚĂƵŶŐǌŝĚƌĞĂŵƐŽĨďĞŝŶŐa ďƵƚƚĞƌĨůǇ͕ďƵƚǁŚĞŶŚĞǁĂŬĞƐƵƉ͕ŚĞŝƐŶŽƚƐƵƌĞwhether he dreamt of
being a butterfly or if he is a ďƵƚƚĞƌĨůǇĚƌĞĂŵŝŶŐŽĨďĞŝŶŐŚƵĂŶŐǌŝ.
Here, ^ƃƐĞŬŝ is in his spiritual land and presents the image of being in a carefree state of mind where
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Matsueda͕dĂŬĞŽ͘ΘtĂĚĂ͕dĂŬĞƐŚŝ͘drans. dƃŶŵĞŝĞŶƐŚƻVol. 1. IwanĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϮ.p. 96.
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one forgets oneself in a selfless world.
༖ષ in the last line means a ‘Relaxed feeling’ which rhyme-matches ǁŝƚŚ dĂŽ zƵĂŶŵŝŶŐ’s poem
which we discussed in Chapter one, followed by ଲ ‘Gaze’. The line ends with ᢻ ‘Scent of
fragrant flower’, a peaceful image. We can see here ^ƃƐĞŬŝ is a butterfly gazing at a flower with a
lovely scent.
This long poem shows the essence of sŽŬƵƚĞŶkǇŽƐŚŝ͘/ŶƚŚĞƉŽĞŵ͕^ŽƐĞŬŝis in a profound lonely place,
which suggests he is in a meditative state of mind. He enters into his spiritual land by being one with
nature and forgetting himself, in this case by being transformed into a butterfly.
Uzan admired this poem highly saying it is a noble old-style poem with composure which has the
flavour of the atmosphere of a poem from the Six Dynasties, 80 which means dĂŽzƵĂŶŵŝŶŐ.

March 1898
WŽĞŵϲϳ
“ŚƵŶŐƌŝ:ŝŶŐǌƵŽ” (jp. ^ŚƵŶũŝƚƐƵ^ĞŝǌĂ: Sitting quietly on a spring day)
ॡೖ੫࠳ 
੪ॡ್ࢀ݆ ੪ॡ ್ࢀ݆
ऱ๗ௗ ऱ͏ͺ๗Ͷͮͱௗ͢
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^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p. 198.
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ؕཚۯఋ ؕ ۯఋͶཚͬ
ોۑԥڑಌ ોڑ ۑಌͶԥͪ͑
䣈䊔፵ಊ 䣈䊔 ፵͖Εͱಊ͖ͥ
ᝲᖺ៶ྌ ᝲᖺ ྌΝ៶Ζ
ಢ࠳ໃ੯ ޢಢ࠳ ੯ޢໃ͚
๏ඏޭ ๏ ඏޭΝ
ਕؔైଡࣆ ਕؔ ైΔͶଡࣆ
ࠓڧሊՆ ࠓ ڧሊ͖ΗΖՆ͜Ξ
ճಚҲೖ੫ ճͪΉҲೖ੫Νಚͱ
ਜ਼எඨ೧ ਜ਼ͶஎΖ ඨ೧
ᬁսرՁॴ ᬁս ՁΗॴͶ͖ͦرΞ
໙㭚പӤ ڹ໙㭚ͪΕ പӤ ڹ81
^ƉƌŝŶŐ͕&ĞďƌƵĂƌǇĂŶĚDĂƌĐŚ
DǇŵĞůĂŶĐŚŽůǇůŝŶŐĞƌƐůŝŬĞƚŚĞƐĐĞŶƚŽĨĨƌĂŐƌĂŶƚĨůŽǁĞƌƐ͘
WĞƚĂůƐĨĂůůĨƌŽŵƚŚĞĐĂƌĞĨƌĞĞĨůŽǁĞƌƐŐƌŽǁŝŶŐŝŶƚŚĞƋƵŝĞƚŐĂƌĚĞŶ͘
YŝŶǁŝƚŚŽƵƚƐƚƌŝŶŐƐŝƐůǇŝŶŐŝŶĂŶĞŵƉƚǇƌŽŽŵ͘
ŵŽƚŝŽŶůĞƐƐƐƉŝĚĞƌŚĂŶŐƐĨƌŽŵĂǁĞď͘
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^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 201-202.
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^ŵŽŬĞƌŝƐĞƐĂŶĚƚǁŝƐƚƐĂƌŽƵŶĚƚŚĞďĞĂŵƐŝŶƚŚĞŚŽƵƐĞůŝŬĞĂŶĐŝĞŶƚĐĂůůŝŐƌĂƉŚǇ͘ 
^ŝƚƚŝŶŐĂůŽŶĞǁŝƚŚŽƵƚĂǁŽƌĚ͕
dŚĞƌĞŝƐĂĨĂŝŶƚůŝŐŚƚŝŶŵǇŚĞĂƌƚ͘
dŚĞŚƵŵĂŶǁŽƌůĚŝƐĨƵůůŽĨŵƵŶĚĂŶĞŵĂƚƚĞƌƐ͘
Ƶƚ/ĐĂŶ’ƚůĞƚŐŽŽĨƚŚŝƐƐƚŝůůƐƚĂƚĞŽĨŵŝŶĚ
/ŚĂĚĂĐŚĂŶĐĞƚŽďĞĂƚƉĞĂĐĞĨŽƌĂǁŚŽůĞĚĂǇ͘
/ƵŶĚĞƌƐƚĂŶĚŚŽǁďƵƐǇƚŚĞŚƵŵĂŶǁŽƌůĚŝƐ͘ 
tŚĞƌĞĐĂŶ/ŬĞĞƉƚŚŝƐĐĂƌĞĨƌĞĞŽƵƚƐŝĚĞŽĨƚŚŝƐǁŽƌůĚĨĞĞůŝŶŐ͍
/ĂŵŐŽŝŶŐƚŽŬĞĞƉƚŚŝƐĨĞĞůŝŶŐŝŶƚŚĞŚŽŵĞŝŶŵǇŚĞĂƌƚǁŚĞƌĞƚŚĞǁŚŝƚĞĐůŽƵĚƐƌĞƐŝĚĞ͘
'ŽŐŽŶ<ŽƐŚŝ
This is poem appears in <ƵƐĂŵĂŬƵƌĂ Chapter Six.
੪ॡ in the first line means the Spring, ್ࢀ݆ is the period between January and March in the
Chinese calendar.
๗ in the second line, which appeared in the previous poem in line three, refers to a fragrant flower,
and is cited in the ĞŶtext Blue Cliff Record, 36 case.
࠭Ӣɼ࢟๗ڊɼཚյɽ
࠭Ӣ͚ɼʰ࢟Όͺ๗Ͷͮͱ͘ڊɼͪཚΝͮͱյΖɽʱ 82
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/ƌŝǇĂ͕zŽƐŚŝƚĂŬĂ͕͘DŝǌŽŐƵĐŚŝ͕zƻǌŽ͕͘^ƵĞŬŝ͕&ƵŵŝŚŝŬŽ͕͘/ƚƃ͕&ƵŵŝŽ͘Ŷ͘,ĞŬŝŐĂŶZŽŬƵ͘sŽů͘Ϯ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕
2005 (9th edition), p. 57.
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^ŚĂƐĂŝĚ“&ŝƌƐƚ/ǁĞŶƚƉƵƌƐƵŝŶŐƚŚĞĨƌĂŐƌĂŶƚŐƌĂƐƐĞƐ͕ƚŚĞŶ-ƐŵĞůůŝŶŐƌĞƚƵƌŶĞĚĨŽůůŽǁŝŶŐ
ƚŚĞĨĂůůŝŶŐĨůŽǁĞƌƐ.” 83
EĂŬĂŵƵƌĂŵĞŶƚŝŽŶĞĚƚŚĂƚ^ƃƐĞŬŝ was fond of this line from a ĞŶƚĞǆƚ in the last period of his life and
often enjoyed writing it out in calligraphy. 84 Here, ^ƃƐĞŬŝ demonstrates his interest in reading ĞŶ
texts. In lines one and two, ^ŽƐĞŬŝbegins the poem with an impression of the melancholy of spring.
The third and fourth lines suggest a meditative atmosphere. ؕ in the third line is a tranquil flower
followed by ۯఋ ‘The empty garden’ meaning profound loneliness which suggests a meditative
state of mind.
ો ۑin the fourth line refers to a simple QiŶ͕ĂŶĚŝƐĐŝƚĞĚǁŚĞŶdĂŽzƵĂŶming is mentioned in ƚŚĞ
ŽŽŬŽĨ^ŽŶŐ. It depicts a Qin without strings. The Qin is strongly associated with the composition of
poems. ڑಌ means a quiet chamber, implying a quiet heart. This line gives the idea of composing
a poem in tranquillity. ڑಌ ‘Quiet chamber’ rhyme-matches with RyƃŬĂŶ’s poem.
ᐊᐇ⏕ⓑ ᐊ ᐇⓑࡁࢆ⏕ࡌࠊ
ᐮ⅔㛗↓ⅼ ᐮ⅔ 㛗ࡃⅼ࡞ࡋࠋ
/Ĩ ŽŶĞ’s ŵŝŶĚŝƐ ƉƌŽƚĞĐƚĞĚ͕ ƚŚĞ ĞŵƉƚǇĐŚĂŵďĞƌ ůŝŐŚƚs ƵƉ ǁŝƚŚ a ǁŚŝƚĞ ůŝŐŚƚ ǁŚŝĐŚ ŝŶǀŝƚĞs
ĂƵƐƉŝĐŝŽƵƐƐƉŝƌŝƚs͕
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ůĞĂƌǇ͕dŚŽŵĂƐΘůĞĂƌǇ͕:͘d͘dƌĂŶƐ͘dŚĞůƵĞůŝĨĨ ZĞĐŽƌĚ͘^ŚĂŵďŚĂůĂWƵďůŝĐĂƚŝŽŶƐ͕/ŶĐ͘ŽƐƚŽŶ͕DĂƐƐĂĐŚƵƐĞƚƚƐ͕
1977, p. 221.
84 EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďŽ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϭϭϬ.
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Ƶƚ/ŚĂǀĞŶ’ƚƵƐĞĚƚŚĞĐŽŽŬŝŶŐƐƚŽǀĞĨŽƌĂůŽŶŐƚŝŵĞ͘

The annotator, Tƃgƃ notes that ⏕ⓑ ‘To be lit up with a white light’ is ƚĂŬĞŶĨƌŽŵŚƵĂŶŐǌŝĐŚĂƉƚĞƌ
four, “In the World of Men”.
>ŽŽŬŝŶƚŽƚŚĂƚĐůŽƐĞĚƌŽŽŵ͕ƚŚĞĞŵƉƚǇĐŚĂŵďĞƌǁŚĞƌĞďƌŝŐŚƚŶĞƐƐŝƐďŽƌŶ͊&ŽƌƚƵŶĞ
ĂŶĚďůĞƐƐŝŶŐŐĂƚŚĞƌǁŚĞƌĞƚŚĞƌĞŝƐƐƚŝůůŶĞƐƐ. 85
ᐊ⏕ⓑࠋྜྷ⚈ṆṆࠋ 86

We can read this line as meaning that if one has an empty mind and stays still, fortune gathers and
comes to help in the composition of the poems. The important point about the third and fourth line
is that both have a character meaning emptiness,  ۯin the third line and  ڑin the fourth, to
emphasise stillness of mind.
䣈䊔 in the fifth line is a spider, followed by ፵, hanging. The final characters are ಊ, non-action.
This line is a powerful and impressive image of stillness in nature.
ᝲᖺ ŝŶƚŚĞƐŝǆƚŚůŝŶĞĚĞƐĐƌŝďĞƐƚǁŝƐƚŝŶŐƐŵŽŬĞ͘ ྌ is a bamboo beam. In this line we can visualise
incense ƐŵŽŬĞ rising up into the beams.
ಢ࠳ in the seventh line means ‘Sitting in solitude’, followed by ໃ੯‘ ޢWithout any words’. This
line gives us the image of ^ƃƐĞŬŝ practicing meditation.
๏ in the eighth line, ‘Heart’, together with the following words, ඏޭ, describe a dim light
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Watson, Burton. Trans. dŚĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdǌƵ͘ŽůŽŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͕ p. 58.
&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝ͘sŽů͘ϭ͕ƐĂŚŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϲ, p. 148.
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growing inside the heart during meditation.
ଡࣆ in the ninth line denotes worldly affairs, and is cited in ŚƵĂŶgzi, Chapter Thirty-one, ‘The Old
Fisherman’. The following paragraph explains what ^ƃƐĞŬŝ meant by the mundane matters of the
human world. It is a reply from an old man, whom Confucius regards as a sage to Confucius’ request
to teach him something.
   “ƌĞĂƚƵƌĞƐĨŽůůŽǁƚŚĞŝƌŽǁŶŬŝŶĚ͕ĂǀŽŝĐĞǁŝůůĂŶƐǁĞƌƚŽƚŚĞǀŽŝĐĞƚŚĂƚŝƐůŝŬĞŝƚƐĞůĨ͕”
said the stranger, “this has been the rule of Heaven since time began. With your
permission, therefore, I will set aside for the moment my own ways and try applying
myself to the things that you are concerned about. What you are concerned about
are the affairs of men. The Son of Heaven, the feudal lords, the high ministers, the
common people – when these four are of themselves upright, this is the most
admirable state of order. But if they depart from their proper stations, there is no
greater disorder. When officials attend to their duties and men worry about their
ƵŶĚĞƌƚĂŬŝŶŐƐ͕ƚŚĞƌĞŝƐŶŽŽǀĞƌƐƚĞƉƉŝŶŐŽĨƚŚĞŵĂƌŬ͘
“Fields gone to waste, rooms unroofed, clothing and food that are not enough,
taxes and labor services that you can’ƚŬĞĞƉƵƉǁŝƚŚ͕ǁŝǀĞƐĂŶĚĐŽŶĐƵďŝŶĞƐŶĞǀĞƌŝŶ
harmony, senior and junior out of order – these are the worries of the common man.
ďŝůŝƚǇƚŚĂƚĚŽĞƐŶŽƚƐƵĨĨŝĐĞĨŽƌƚŚĞƚĂƐŬ͕ŽĨĨŝĐŝĂůďƵƐŝŶĞƐƐ that doesn’t go right, conduct

183

that is not spotless and pure, underlings who are lazy and slipshod, success and praise
that never come your way, titles and stipends that you can’t hold on to - these are the
ǁŽƌƌŝĞƐŽĨƚŚĞŚŝŐŚŵŝŶŝƐƚĞƌ͘ĐŽƵƌƚůĂĐŬŝŶŐŝŶ loyal ministers, a state and its great
ĨĂŵŝůŝĞƐŝŶĚĂƌŬŶĞƐƐĂŶĚĚŝƐŽƌĚĞƌ͕ĐƌĂĨƚƐŵĞŶĂŶĚĂƌƚŝƐĂŶƐǁŚŽŚĂǀĞŶŽƐŬŝůů͕ĂƌƚŝĐůĞƐŽĨ
tribute that won’ƚƉĂƐƐƚŚĞƚĞƐƚ͕ŝŶĨĞƌŝŽƌƌĂŶŬŝŶŐĂƚƚŚĞƐƉƌŝŶŐĂŶĚĂƵƚƵŵŶůĞǀĞĞƐĂƚ
court, failure to ingratiate himself with the Son of Heaven – these are the worries of
a feudal lord. The yin and yang out of harmony, cold and heat so untimely that they
ďƌŝŶŐ ŝŶũƵƌǇ ƚŽ Ăůů ƚŚŝŶŐƐ͕ ĨĞƵĚĂů ůŽƌĚƐ ǀŝŽůĞŶƚ ĂŶĚ ƵŶƌƵůǇ͕ ǁĂŶƚŽŶůǇ ĂƚƚĂĐŬŝŶŐ ŽŶĞ
another till they all but destroy the common people, rites and music improperly
performed, funds and resources that are forever giving out, human relationships that
are not ordered as they should be, the hundred clans contumacious and depraved –
these are the worries of the Son of Heaven and his chancellors. Now on the higher
level you do not hold the position of a ruler, a feudal lord, or a chancellor, and on the
ůŽǁĞƌůĞǀĞůǇŽƵŚĂǀĞŶŽƚďĞĞŶĂƐƐŝŐŶĞĚƚŽƚŚĞŽĨĨŝĐĞŽĨĂŚŝŐŚŵŝŶŝƐƚĞƌǁŝƚŚŝƚƐƚĂƐŬƐ
ĂŶĚĚƵƚŝĞƐ͘zĞƚǇŽƵƉƌĞƐƵŵĞƚŽ‘bring a beautiful order to rites and music, to select
what is proper in human relationships,’ and in this way to ‘transform the ordinary
people.’ dŚŝƐŝƐƵŶĚĞƌƚĂŬŝŶŐƌĂƚŚĞƌĂůŽƚ͕ŝƐŶ’t it?” 87
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Watson, Burton. Tran. dŚĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdǌƵ. ŽůŽŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͕Ɖ͘ 346-347.

184

HĞƌĞ͕ ŚƵĂŶŐǌŝ ŐŽĞƐ ŽŶ ĞŶĚůĞƐƐůǇ about unnecessary points in order to demonstrate that people
often do unnecessary pointless things. ^ƃƐĞŬŝ ďǇƌĞĨĞƌƌŝŶŐƚŽŚƵĂŶŐǌŝ’s text implies that people are
inclined to waste their lives in unnecessary and superficial matters.
ࠓ ڧin the tenth line means the quiet state of mind ^ƃƐĞŬŝ is experiencing, followed by ሊՆ
meaning ‘How can I forget.’ ^ƃƐĞŬŝ is showing his determination to carry on meditating to arrive at a
tranquil state of mind. In line nine and ten͕ŚĞůŽŽŬs at the human world and finds it too busy with
unnecessary things. He appreciates the fact that he has found a quiet moment in his busy life.
ճಚҲೖ੫ in the eleventh line, ^ƃƐĞŬŝ explains how he appreciated the opportunity to have a quiet
day, and be able to meditate and find peace of mind.
In the twelfth line ਜ਼எඨ೧, ^ƃƐĞŬŝ is saying how he came to understand the hectic nature of
human life through having a quiet period of meditation. Lines nine and ten, and eleven and twelve,
both couplets have very similar meanings. ^ƃƐĞŬŝ repeats himself to emphasise the point.
ᬁս ‘Carefree remote place away from this world’ in the thirteenth line, refers to the metaphysical
home in ^ƃƐĞŬŝ’s heart. In this line, ^ƃƐĞŬŝ ŝƐƚŚŝŶŬŝŶŐof the spiritual land inside his mind.
^ƃƐĞŬŝ is confirming in the final line ໙㭚പӤ ڹthat ‘The home where white clouds reside far away
from the human world’, the place where the white clouds and immortals reside, is in fact the home
in his mind.
പӤ ‘White clouds’ ĂƌĞĐŝƚĞĚŝŶŚƵĂŶŐǌŝ͕hapter Twelve, ‘Heaven and Earth’. ŚƵĂŶŐǌŝĞǆƉůĂŝŶƐƚŚĞ
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location of white clouds.
The true sage is a quail at rest, a little fledgling at its meal, a bird in flight who leaves
no trail behind. When the world has the Way, he joins in the chorus with all other
things. When the world is without the Way, he nurses his Virtue and retires in leisure.
And after a thousand years, should he weary of the world, he will leave it and ascend
to the immortals, riding on those white clouds all the way up the village of God. The
three worries you have cited never touch him, his body is forever free of peril. How
can he suffer any shame?” 88
So, for ^ƃƐĞŬŝ the white clouds where the immortals reside is his destination and the spiritual land
inside his mind. It is clear that phrases such as ‘Quiet mind', ‘Empty heart’, ‘Stay still’, ‘White light
inside empty heart’ and ‘White clouds’ are all important expressions ĨŽƌ^ŽƐĞŬŝ as they all refer to
returning to his spiritual home.
hǌĂŶƐĂŝĚƚŚĂƚƚŚĞƉŽŝŶƚďĞŚŝŶĚƚŚĞƉŽĞŵŝƐƚŽƐĞĞŬĐĂůŵŶĞƐƐĂŶĚƉƌŽĨƵŶĚŝƚǇ͘,ĞĂůƐŽĐŽŵŵĞŶƚĞĚ
that the poem is full of poetic sensitivity and good taste, and dĞŵŽŶƐƚƌĂƚĞƐƚŚĞƐŬŝůůĂŶĚƉƌŽĨƵŶĚŝƚǇ
of ^ƃƐĞŬŝ’s poetry. Uzan considered the eleventh and twelfth lines to be the most refined of all. 89
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Watson, Burton. Tran. dŚĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdǌƵ͘ŽůŽŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͕ p. 130.
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵ5, p. 204.
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WŽĞŵϳϱ
“No Title”
ໃୌ
܇බ෫ླྀःจ ܇බΞͲ ෫ླྀ จΝः͢
۬ޙཚࣨ߷͖۬ޙ ܊Ͷ͢ͱ ཚ ߷܊Νࣨ͑
ຑᙈາబݻਕۡ ᙈΝຑ͘ͱ າͫబͦͥ ݻਕۡ
ᅇ݄࢟ࢢช ݄Νᅇ͘ͱ ࢟ΌͱΖ ࢢช
᮶༆ӫҧқಊ ᮶༆ ҧͶӫͣͱ қಊ͘
ؙলᱽٮऱ ؙ ᱽΝলΔ͢ͱ ٮऱ͖Ζ
ࢽ౦ජ᪫ً ࢽΕ ජΝ౦ͣͱ ᪫ͳ͢ͱًͯ
ࠓڊళଡപӤ ࠓ ڊళ പӤଡ͖ΔΞ 90
tŚŝůĞĂǁĂǇĨƌŽŵƚŚĞŵƵŶĚĂŶĞǁŽƌůĚĚƵƌŝŶŐǇŽƵƌŝůůŶĞƐƐǇŽƵŚĂǀĞƐŚŽǁŶƐŽŵƵĐŚƉŽĞƚŝĐ
ƐĞŶƐŝƚŝǀŝƚǇ͘
/ĂŵůŽŶĞůǇůŝŬĞĂƐƚƌĂǇŐŽŽƐĞƐĞƉĂƌĂƚĞĚĨƌŽŵƚŚĞĨůŽĐŬ͘
/ĂŵƐƚŝůůŶŽƚĞŶůŝŐŚƚĞŶĞĚ͕ƚŚĂƚŝƐƐŽŵĞƚŚŝŶŐƐŝŵŝůĂƌƚŽƚŚĞŝŵƉŽƐƐŝďůĞƚĂƐŬŽĨƉŽůŝƐŚŝŶŐĂƌŽŽĨ
ƚŝůĞƚŽďĞĐŽŵĞĂŵŝƌƌŽƌ͘
zŽƵĂƌĞŐŝĨƚĞĚǁŝƚŚĂŐƌĞĂƚůŝƚĞƌĂƌǇƚĂůĞŶƚĚĞƐƉŝƚĞǀŽŵŝƚŝŶŐďůŽŽĚ͘
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^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘Ϯϯϭ-232.
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dŚĞ ǁŝůůŽǁ ƚƌĞĞ ŽŶ ƚŚĞ ƐƚƌĞĞƚ ŵĂŬĞƐ ŵĞ ĞŵŽƚŝŽŶĂů ĂƐ ŝƚ ƌĞŵŝŶĚƐ ŵĞ ŽĨ ƚŚĞ ƚŚŽƵŐŚƚ ŽĨ
ĚĞƉĂƌƚƵƌĞ͘
dŚĞůŝŐŚƚĨƌŽŵƚŚĞŝŶŶƐŚŝŶĞƐŽŶŵǇŵŽƵƐƚĂĐŚĞĂŶĚƌĞǀĞĂůƐƚŚĞŵĞůĂŶĐŚŽůǇŽĨƚŚĞŐƵĞƐƚ͘
ĨƚĞƌĐŽŵƉŽƐŝŶŐĂƉŽĞŵ͕/ƌĞƐƚŵǇƉĞŶ͕ĂŶĚƐƚĂŐŐĞƌŽŶƚŽŵǇĨĞĞƚ͘
/ĂŵůĞĂǀŝŶŐĨŽƌƚŚĞtĞƐƚ͕ǁŚŝƚĞĐůŽƵĚƐĂƌĞŽǀĞƌǁŚĞůŵŝŶŐme͘
^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ
After composing this poem, ^ƃƐĞŬŝ left Japan for London and did not compose any more <ĂŶƐŚŝuntil
ϭϵϭϬ͘ƵƌŝŶŐŚŝƐƐƚĂǇŝŶ>ŽŶĚŽŶ͕ŚĞůŽƐƚŚŝƐďĞƐƚĨƌŝĞŶĚ^ŚŝŬŝ͕ǁŚŽŚĂĚŚĞůƉĞĚŚŝŵŝŶƵŶĚĞƌƐƚĂŶĚŝŶŐ
how to compose kanshi. Indeed, ^ƃƐĞŬŝ often addressed his poems to him. This poem was to be the
final poem ^ƃƐĞŬŝ ĐŽŵƉŽƐĞĚĨŽƌ^ŚŝŬŝ͘
^ŚŝŬŝǁĂƐĂŵĂũŽr inspiration for ^ƃƐĞŬŝ’s kanshi composition ĂƐǁĞŬŶŽǁ. He had revived ^ƃƐĞŬŝ’s
childhood enthusiasm for the world of kanshi. In fact, until ^ƃƐĞŬŝ ŵĞƚ ^ŚŝŬŝ ŚĞ ŚĂĚ ĂďĂŶĚŽŶĞĚ
Chinese Studies altogether for English literature.
 ܇in the first line is addreƐƐĞĚƚŽ^ŚŝŬŝ͘/ƚŝƐĨŽůůŽǁĞĚďǇ ෫ླྀ, poetic sensitivity and ends with ः
จ, cut off from the mundane world. In the opening line, ^ƃƐĞŬŝ is ĚĞƐĐƌŝďŝŶŐ^ŚŝŬŝǁŚŽĚĞǀŽƚĞƐŚŝƐ
life to poetry and is far away from the ordinary world.
ཚ in the second line means ‘Lonely’, and the following words, ࣨ߷܊, ‘A stray goose separated
ĨƌŽŵƚŚĞĨůŽĐŬ’. ^ƃƐĞŬŝ is describing himself in this line. SƃƐĞŬŝƐŚŽǁƐŚŝƐůŽŶĞůŝŶĞƐƐƚŽŚŝƐďĞƐƚĨƌŝĞŶĚ͕
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^ŚŝŬŝ͘
ຑᙈ ŝŶƚŚĞƚŚŝƌĚůŝŶĞŵĞĂŶƉŽůŝƐŚŝŶŐĂƌŽŽĨƚŝůĞ͘dŚŝƐǁŽƌĚŝƐƚĂŬĞŶĨƌŽŵĂŚŝƐƚŽƌŝĐĂůĞǀĞŶƚŝŶĂĞŶ
text, ܢಛఽ  ޔתzŝŶŐĚĞŚƵĂŶĚĞŶŐůƵ, Volume 5
In the Kaiyuan reign period (713-41 CE) there was a _ramaźĂŶĂŵĞĚĂŽǇŝ who was
ůŝǀŝŶŐŝŶƚŚĞYƵĂŶĨĂdĞŵƉůĞĂŶĚĨŽƌĞǀĞƌƉƌĂĐƚŝƐŝŶŐŵĞĚŝƚĂƚŝŽŶ͘DĂƐƚĞƌ,ƵĂŝƌĂŶŐŬŶĞǁ
ƚŚĂƚ ŚĞ ǁĂƐ Ă ǀĞƐƐĞů ŽĨ ƚŚĞ ŚĂƌŵĂ͕ ƐŽ ŚĞ ǁĞŶƚ ƚŽ Śŝŵ ĂŶĚ ĂƐŬĞĚ͕ ‘What is the
venerable one after in sitting meditation?’
‘The desire to become a Buddha,’ was the reply.
dŚĞŵĂƐƚĞƌƚŚĞŶƚŽŽŬĂƚŝůĞĂŶĚƌŝŐŚƚƚŚĞƌĞŝŶĨƌŽŶƚŽĨƚŚĞŚĞƌŵŝƚĂŐĞ͕ďĞŐĂŶŐƌŝŶĚŝŶŐ
it on a stone.
‘What is the master doing?’ ĂƐŬĞĚƚŚĞ_ramaźĂ Daoyi.
‘'ƌŝŶĚŝŶŐŝƚĚŽǁŶƚŽŵĂŬĞĂŵŝƌƌŽƌ͕’ answered Master Huairang.
‘,ŽǁŝƐŝƚƉŽƐƐŝďůĞƚŽŵĂŬĞ a mirror by grinding down a tile?’ ĂƐŬĞĚĂŽǇŝ͘
‘,Žǁ ŝƐ ŝƚ ƉŽƐƐŝďůĞ ƚŽ ŵĂŬĞ Ă ƵĚĚŚĂ ĨƌŽŵ ƐŝƚƚŝŶŐ ŝŶ ŵĞĚŝƚĂƚŝŽŶ͍’ countered the
master.
‘What to do then?’ ĂƐŬĞĚĂŽǇŝ͘
‘/ƚŝƐůŝŬĞĂŵĂŶĚƌŝǀŝŶŐĂĐĂƌƚ͖ŝĨƚŚĞĐĂƌƚŐĞƚƐƐƚƵĐŬ͕ĚŽĞƐŚĞďĞĂt the cart or does he
ďĞĂƚƚŚĞŽǆ͍ƐŬĞĚƚŚĞŵĂƐƚĞƌ͘ĂŽǇŝǁĂƐƐŝůĞŶƚ͘dŚĞŵĂƐƚĞƌĐŽŶƚŝŶƵĞĚ͕‘When you
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ƉƌĂĐƚŝĐĞŵĞĚŝƚĂƚŝŽŶŝƐŝƚƚŽƉƌĂĐƚŝƐĞƐŝƚƚŝŶŐůŝŬĞĂƵĚĚŚĂ͍/ĨǇŽƵĂƌĞƉƌĂĐƚŝƐŝŶŐƐŝƚƚŝŶŐ
ůŝŬĞĂƵĚĚŚĂ͕ƵĚĚŚĂŝƐŶŽƚƌŝŐŝĚĨŽƌŵ͘/ŶƚŚĞŚĂƌŵĂŽĨEŽŶ-Abiding you must not
ƚƌǇƚŽŐƌĂƐƉŽƌƌĞũĞĐƚĂŶǇƚŚŝŶŐ͘/ĨǇŽƵĂƌĞƐŝƚƚŝŶŐƚŽďĞĐŽŵĞĂƵĚĚŚĂ͕ƚŚĂƚŝƐŬŝůůŝŶŐ
Buddha. Clinging to the form of sitting is not penetrating the principle,’ 91
^ƃƐĞŬŝ is explaining he is at the stage of polishing a roof tile, which means that he is just practising
sitting and hasn’t reached an enlightened state.
ᅇ݄ in the fourth line mean ’To vomit blood’, ࢟ࢢช ‘Gifted with literary talent’. ^ƃƐĞŬŝ is
ĂĚŵŝƌŝŶŐ^ŚŝŬŝ’ƐĂďŝůŝƚǇƚŽƉƌŽĚƵĐĞŐƌĞĂƚůŝƚĞƌĂƌǇǁŽƌŬƐďǇǁŽƌŬŝŶŐŚĂƌĚĚĞƐƉŝƚĞƚŚĞĨĂĐƚƚŚat he is
extremely unwell and vomiting blood. /ŶƚŚŝƐůŝŶĞ͕^ŽƐĞŬŝƐŚŽǁƐŚŝƐĚĞĞƉĐŽŶĐĞƌŶĨŽƌ^ŚŝŬŝǁŚŽis
ĨĂƚĂůůǇŝůůĂůƚŚŽƵŐŚŚĞŝƐǁŽƌŬŝŶŐŚĂƌĚƚŽĐŽŶƚƌŝďƵƚĞƚŽthe literary world.
᮶༆ in the fifth line depicts a ‘Weeping willow on the street’. /ŬŬĂŝŶŽƚĞƐƚŚĂƚƚŚĞǁĞĞƉŝŶŐǁŝůůŽǁŝŶ
Chinese tradition symbolises a parting and here ^ƃƐĞŬŝ is of course referring to his separation from
^ŚŝŬŝ͘It is a perfect example of how an image from Chinese classical literature illuminates the moment
in question. қ ‘The feeling of departure’, followed by ಊ ‘Move’ express ^ƃƐĞŬŝ’s emotion at
parting from his best friend who was suffering from a serious illness. ^ƃƐĞŬŝ must have feared that
ƚŚŝƐŵŝŐŚƚďĞƚŚĞůĂƐƚƚŝŵĞŚĞƐĂǁ^ŚŝŬŝĂůŝǀĞ͘
The following line visually depicts ^ƃƐĞŬŝ’s sad feeling. ؙ ‘The light from the inn’, লᱽٮऱ
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ŽŽŬŽŶĞŵĂŶĚ͕'ĞƌŵĂŶǇ͕ϮϬϭϱ͘W͘ϭϭϮ-113.

190

‘The melancholy in the traveller’s moustache’, symbolise the sorrow on the face of ^ƃƐĞŬŝ.
౦ජ in the seventh line means ‘Resting a pen’ followed by ᪫ ‘Stagger’. This line shows that
^ŽƐĞŬŝŝƐĞŵŽƚŝŽŶĂůůǇĚŝƐƚƌĞƐƐĞĚin having to say farewell to his best friend for possibly the last time.
ࠓ  ڊin the final line ‘Leaving here’ can be ࠓ ߨ ‘Going somewhere’ ĂĐĐŽƌĚŝŶŐ ƚŽ /ŬŬĂŝ ĂŶĚ
zŽƐŚŝŬĂǁĂ͘/ŬŬĂŝŶŽƚĞƐƚŚĂƚƚŚĞƐĞƉŚƌĂƐĞƐĐĂŶďĞŝŶƚĞƌĐŚĂŶŐĞĂďůĞŝŶdĂŶŐƉŽĞŵƐŝŶŽƌĚĞƌƚŽĨƵůĨŝůƚŚĞ
phonemic rules of kanshi. This study chose ‘Leaving here’ as ^ƃƐĞŬŝ’s feeling is very much about where
he is rather than his destination. ^ƃƐĞŬŝ finds it ĚŝĨĨŝĐƵůƚƚŽƐĂǇŐŽŽĚďǇĞƚŽ^ŚŝŬŝ͘
ళ in the same line ‘The West’ indicating the destination of his travels, England. Followed by ଡ
പӤ ‘Many white clouds’ which represent emotions piling up on him and the difficulty he has in
leaving.
The last poem ĨŽƌ^ŚŝŬŝclearly shows SƃƐĞŬŝ’s great sorrow on leaving his best friend who is seriously
ill for a land far away from his country. It was SƃƐĞŬŝ’s farewell to ^ŚŝŬi͘ 92 He didn’t compose any
more for another ten years, amongst many things ^ŚŝŬŝ’s death has a devastating effect on his
creation of kanshi.

CONCLUSION
Although it ran over five years, ^ƃƐĞŬŝ’s second period of kĂŶƐŚŝwriting only consisted of twenty-one
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poems. Despite the relatively small output, it was an extremely important time in the development
of his kanshi͘,ĞǁĂƐĂďůĞƚŽƌĞĨŝŶĞĂŶĚĞǆƉůŽƌĞŚŝƐĐŽŵƉŽƐŝƚŝŽŶĂůƚĂůĞŶƚƐĂŶĚǁŝƚŚƚŚĞĂĚǀŝĐĞŽĨ^ŚŝŬŝ
by letter and during his stay in Matsuyama and another expert in ŬĂŶƐŚŝhe met in Kumamoto, Nagoa
Uzan, his writing continued to increase in quality and scope. ^ƃƐĞŬŝgot down to composing poems
seriously during this period in Matsuyama and Kumamoto and ƉƌŽĚƵĐĞĚ Ă ůĂƌŐĞ ďŽĚǇ ŽĨ ǁŽƌŬ
although the majority of his creations were haiku compositions
It was a time in which ^ƃƐĞŬŝpracticed sitting quietly allowing his mind the freedom to wander in the
meditative calm and emptiness which became the spiritual base of his poetry.
In his Kumamoto period, ^ƃƐĞŬŝ developed his kĂŶƐŚŝcomposition technique ƐŚŽǁŝŶŐŚŝƐŬŶŽǁůĞĚŐĞ
of ĞŶĂŶĚĂŽŝƐƚƉŚŝůŽƐŽƉŚŝĞƐ, quoting from a number of texts and using them to underline spiritual
insights. Under Uzan’s supervision, ^ƃƐĞŬŝ began to experiment composing a longer poem, Koshi,
which gives the freedom to express one’s emotion without the restriction of a limited number of
lines.
^ƃƐĞŬŝcomposed poems about the process of meditation using visual images. He repeatedly used
the image of emptiness; quietness; profound loneliness; white clouds; bright light; forgetting oneself;
to describe his meditative state of mind in order to enter into his spiritual land. His poems from this
time are rich and vivid in emotion and imagery. His honesty and vigour shine through as he searches
for the form and words often rooted in Chinese spiritual literature which will fully express his
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thoughts.
As far as his career was concerned, remaining a teacher of English wasn’t ^ƃƐĞŬŝ’s lifelong plan. ^ƃƐĞŬŝ
needed to go further away to the West before returning ƚŽdŽŬǇŽ͘
During his Kumamoto days, ^ƃƐĞŬŝ was told by the Ministry of Culture to go to Britain to study English
further, so that he could replace native English literature teachers after he returned home. He left for
ŶŐůĂŶĚŝŶϭϵϬϬ͕ŶŽƚŬŶŽǁŝŶŐǁŚĞƌĞŚĞǁĂƐŐŽŝŶŐƚŽƐƚĂǇĂŶĚƐƚƵĚǇ͘^ƃƐĞŬŝ stopped composing kĂŶƐŚŝ
for a long time after leaving Japan ĂŶĚĚŝĚŶŽƚƚĂŬĞŝƚƵƉĂŐĂŝŶƵŶƚŝůŚĞďĞĐĂŵĞƐĞƌŝŽƵƐůǇŝůůat Shuzenji in 1910.
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Chapter Three

Serious Illness at Shuzen-ji Period

INTRODUCTION
The starting point for ^ƃƐĞŬŝ’s third kanshi period was his stay in Shuzen-ji where he went to
recuperate from illness. Whilst there he became even more seriously ill which led to a further spell of
recuperation in both Shuzen-ji and a ŚŽƐƉŝƚĂůŝŶdŽŬǇŽ. ^ƃƐĞŬŝwas 43 years old at the time in question:
from August to October 1910.
He had been living an intense and stressful life up until this period. IƚŝƐƵƐĞĨƵůƚŽƚĂŬĞĂ brief ůŽŽŬĂƚ
what he had been through and how he came ďĂĐŬĂĨƚĞƌ a long absence to write kanshi in Shuzen-ji.
After returning from London, ^ƃƐĞŬŝ in order to support his family went ďĂĐŬƚŽa busy life of teaching
literature at a number of universities. He was still feeling the loss of ŚŝƐďĞƐƚĨƌŝĞŶĚ^ŚŝŬŝ͕ĂŶĚ was now
experiencing a strong urge to be a literary artist rather than go on teaching English as a living. ^ƃƐĞŬŝ
became increasingly mentally fragile during this period and was obliged to live separately from his
family. dĂŬĂŚĂŵĂ<ǇŽƐŚŝǁŚŽǁĂƐ^ŚŝŬŝ͛ƐĚŝƐĐŝƉůĞ, and who carried on editing Hototogisu ĂĨƚĞƌ^ŚŝŬŝ͛Ɛ
death, suggested to ^ƃƐĞŬŝthat he write something.

^ƃƐĞŬŝresponded by writing the first part of a ŶŽǀĞůůĂƚĞƌŬŶŽǁŶĂƐI am a cat (at the beginning, it had
a different title) which was read at a number of literary circle gatherings which <ǇŽƐŚŝ attended. It was
so popular that the story was published in Hototogisu. ^ƃƐĞŬŝ’s inner urge to be a creative literary artist
became stronger and stronger. He continued to suffer from the sporadic symptoms of nervous
exhaustion and was still sandwiched between the dilemma of teaching English and being a literary
artist.
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At this point he received an offer from the Asahi Newspaper to be a dedicated literary artist for the
newspaper. The negotiations went favourably for ^ƃƐĞŬŝ and he accepted the position. 1 At last, he

managed to become a full-time literary artist and was able to leave his teaching job at the universities.
^ƃƐĞŬŝ ǁŽƌŬĞĚŚĂƌĚǁƌŝƚŝŶŐĂstory each day for the serialisation of a novel. He was far happier being a
literary artist than he had been as an English teacher. He gave speeches in public lectures and his
admirers began to visit his home for regular discussions. ^ƃƐĞŬŝ’s health, however, began to
deteriorate and he suffered from stomach ulcers. He received treatment and went to Shuzen-zi to
recuperate from the illness. 2

^ƃƐĞŬŝ’s condition worsened while he was recuperating at Shuzen-ji, and he became critically ill, at one
point vomiting a large amount of blood. 3 ^ƃƐĞŬŝ revived but he was so extremely weaŬŚĞŚĂĚƚŽůŝĞ
down in bed for a few months unable to do anything.
During his recovery from illness ^ƃƐĞŬŝƐƉĞŶƚĚĂǇƐjust lying in bed, watching the ĐůŽƵĚƐŝŶƚŚĞƐŬǇ. As
the days went by he began to find poetic inspiration from this experience and his present
circumstances which had given him time and respite ƚŽůŽŽŬŝŶƐŝĚĞŚŝŵƐĞůĨ ĂŶĚƐĞĞŬƉĞĂĐĞŽĨŵŝŶĚĂŶĚ
spiritual illumination. When he was well enough ŚĞ ďĞŐĂŶ ƚŽ ŵĂŬĞ notes for poems in his diary and
eventually started to write kanshi. 4 On his return to a hospital in dŽŬǇŽto continue his recuperation
from serious illness SƃƐĞŬŝ continued to compose kanshi. ^ƃƐĞŬŝ also began to write Omoidasu
kotonado which is a series of essays about his life published in the Asahi. ^ƃƐĞŬŝincluded all the kanshi
he composed during and after his serious illness in some of the essays in Omoidasu kotonado.

1
2
3
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EĂƚƐƵŵĞ͕<ǇƃŬŽ͘SƃƐĞki no KŵŽŝĚĞ. Iwanami Shoten, 2003, p. 175-176.
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Many of kanshi from this period reveal the feeling of relief to be alive, the joy of having a quiet time,
and the gratitude to the people who cared and gave support to him during his recovery. 5 The style he
chose is mainly ǌĞŬŬƵ, whose short form didn’t put too much of a strain on him physically and which
was a beautifully simple form in which to express his sentiments.

LONDON, LONELINESS, PUBLICATION OF I AM A CAT
^ƃƐĞŬŝ left Japan on 8 September 1900, travelling to Europe by ship via China and India. He stayed
ĂďŽƵƚĂǁĞĞŬŝŶWĂƌŝƐďĞĨŽƌĞŚĞŚĞĂĚĞĚŽĨĨƚŽ>ŽŶĚŽŶ͘ƵƌŝŶŐŚŝƐƐŚŽƌƚƐƚĂǇŝŶWĂƌŝƐ͕^ƃƐĞŬŝ, according
ƚŽ ŚŝƐ ĚŝĂƌǇ ǀŝƐŝƚĞĚ ƚŚĞ WĂƌŝƐ ǆƉŽƐŝƚŝŽŶ ;Ɖƌŝů ϭϱ – November 12) three times. The exhibition also
happened to ĨĞĂƚƵƌĞĐŽŶƚƌŝďƵƚŝŽŶƐĨƌŽŵ:ĂƉĂŶ͘tĞĚŽŶŽƚŬŶŽǁǁŚĂƚŝƚǁĂƐƚŚĂƚƐŽĨĂƐĐŝŶĂƚĞĚ ^ƃƐĞŬŝ
but it is clear that he was certainly interested in the exhibition.
It was during his stay in London between 1900 to 1902 that he began to doubt his future as an English
Literature specialist. He said that the way he had been taught English literature was to follow what
others said without examining his own opinion. The student of English literature in Japan at that time
had no choice but to slavishly follow the opinions of the Western literature specialists. In this respect
he felt he was inferior to Western Scholars. At the same time, ironically, English literature was not
established as a subject in ƚŚĞ h< during ƚŚŝƐ ƉĞƌŝŽĚ͘ hŶůŝŬĞ >ĂƚŝŶ Žƌ ƚŚĞ 'ƌĞĞŬ ĐůĂƐƐŝĐƐ͕ ŶŐůŝƐŚ
literature was regarded as a subject unworthy of serious study.
^ƃƐĞŬŝ decided to study English literature on his own terms. A perspective and attitude which on his
return to Japan became the founĚĂƚŝŽŶĨŽƌŚŝƐƌĞƐĞĂƌĐŚǁƌŝƚŝŶŐ͘,ĞĂůƐŽ͕ŵĞƚƵƉǁŝƚŚ/ŬĞĚĂ<ŝŬƵŶĂĞ (ஓ
ీ٢ම, 1864-ϭϵϯϲͿ͕ Ă ƐĐŝĞŶƚŝƐƚ ƐƚƵĚǇŝŶŐ ŝŶ 'ĞƌŵĂŶǇ ǁŚŽ ǀŝƐŝƚĞĚ >ŽŶĚŽŶ ŽŶ ŚŝƐ ǁĂǇ ďĂĐŬ ŚŽŵĞ͘
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ŝƐĐƵƐƐŝŶŐ ƉŚŝůŽƐŽƉŚǇ ĂŶĚ ŽƚŚĞƌ ƐƵďũĞĐƚƐ ǁŝƚŚ /ŬĞĚĂ ǁĂƐ Ă ƚƵƌŶŝŶŐ ƉŽŝŶƚ ĨŽƌ ^ƃƐĞŬŝ. 6 However, it is
ĂƉƉĂƌĞŶƚ ƚŚĂƚ ĚƵĞ ƚŽ Ă ǀĂƌŝĞƚǇ ŽĨ ĨĂĐƚŽƌƐ͕ ŝƐŽůĂƚŝŽŶ͕ ŚŝƐ ĨƌĂŐŝůĞ ƐƚĂƚĞ͕ ůĂĐŬ ŽĨ ŶĞǁƐ ĨƌŽŵ ŚŽŵĞ͕ ƚŚĂƚ
^ƃƐĞŬŝ’s time in London was not a happy one. Although the majority of scholars agree that it seems
ůŝŬĞůǇ ŚĞ ƐƵĨĨĞƌĞĚ ƐŽŵĞ ƚǇƉĞ ŽĨ ŶĞƌǀŽƵƐ ďƌĞĂŬĚŽǁŶ 7, there is still some dispute over this question.
^ĂƐĂŬŝ for example claims SƃƐĞŬŝ didn’t ƐƵĨĨĞƌĨƌŽŵĂŶǇŬŝŶĚŽĨ ďƌĞĂŬĚŽǁŶ. 8
tŝƚŚůŝŵŝƚĞĚĨŝŶĂŶĐŝĂůƐƵƉƉŽƌƚĨƌŽŵƚŚĞ:ĂƉĂŶĞƐĞ'ŽǀĞƌŶŵĞŶƚŚĞƐƚƵĚŝĞĚŝŶƚĞŶƐŝǀĞůǇ͕ƐƉĞŶĚŝŶŐŵŽƐƚŽĨ
his time reading and writing in his room. 9 ŐĂŝŶ͕ ^ĂƐĂŬŝ contradicts some accounts mentioning that
there were some Japanese living where SƃƐĞŬŝ ƐƚĂǇĞĚ ĂŶĚ that SƃƐĞŬŝ ĚŝĚŶ͛ƚ ŚĂǀĞ ĂŶǇ ƉƌŽďůĞŵ ŝŶ
ƐŽĐŝĂůŝƐŝŶŐ ǁŝƚŚ ƚŚĞŵ͘ ^ĂƐĂŬŝ ƐĂǇƐ ƚŚĂƚ ŝƚ ŝƐ Ă ŵǇƚŚ ƚŽ ƚŚŝŶŬ ^ƃƐĞŬŝ ǁĂƐ ůŽŶĞůǇ ĂŶĚ ůŝǀĞĚ ŝn poor
conditions ŝŶŽƌĚĞƌƚŽďƵǇďŽŽŬƐ͘ 10
SƃsĞŬŝ was consciously searching hard for a new direction. Without family support to offer mental
consolation and security he felt alone and inferior in a country which was highly advanced in Western
technology. He was lonely but he said later that he was grateful for this sensation of loneliness for it
was through this that he discovered the idea of his own individualism, the term he called ‘ũiko hon’I’ (ࣙ
ހຌҒ ‘On My Own Terms’). >ĂƚĞƌ ŝŶ ůŝĨĞ͕ ŝŶ ϭϵϭϰ͕ ǁŚĞŶ ŵĂŬŝŶŐ a speech at the 'ĂŬƵƐŚƻin school
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which educated the Japanese elite to become important figures in the operating and running of Japan,
^ƃƐĞŬŝ said that it was the idea, ‘ũiko hon’I’ (‘On my own terms’) which gave him the strength to carry
on with what he believed in no matter what others said. The expression was first noted in the
publication of his lecture, titled DǇŝŶĚŝǀŝĚƵĂůŝƐŵ (ࢴݺਕकٝ, tĂƚĂŬƵƐŚŝŶŽ<ŽũŝŶƐŚƵŐŝ). ^ƃƐĞŬŝ also
stressed the importaŶĐĞŽĨƚĂŬŝŶŐƌĞƐƉŽŶƐŝďŝůŝƚǇŝĨǇŽƵĂĐƚĞĚ‘On your own terms’. 11 ^ƃseŬŝ explained
that power and money are very convenient but dangerous tools when it comes to imposing one’s
opinion upon others. ^ƃƐĞŬŝ summarised the message he wanted to send out to the elite who would be
governing Japan in the future into three points: “First, that if you want to carry out the development of
your individuality, you must respect the individuality of others. Second, that if you intend to utilize the
power in your possession, you must be fully cognizant of the duty that accompanies it. Third, that if you
wish to demonstrate your financial power, you must respect its concomitant responsibilities.” 12 This
was an especially significant ĐŽŵŵĞŶƚƚĂŬŝŶŐŝŶƚŽĐŽŶƐŝĚĞƌĂƚŝŽŶƚŚĞĨĂĐƚƚŚat during this period Japan
was increasingly aggressive, promoting nationalism and oppressing individualism. ^ƃƐĞŬŝ wrote that
ĂůƚŚŽƵŐŚŚĞĚŝƐůŝŬĞĚ>ŽŶĚŽŶ͕ŚĞǁĂƐŝŵƉƌĞƐƐĞĚďǇƚŚĞƐƚƌŽŶŐůŝďĞƌĂůĂŶĚfree-ƚŚŝŶŬŝŶŐ qualities evident
in British culture. 13
Other elements of British society, however, did not impress him. ^ƃƐĞŬŝ was witness to the negative
ƐŝĚĞŽĨŵŽĚĞƌŶŝƐĂƚŝŽŶŝŶ>ŽŶĚŽŶ͕ƐƵĐŚĂƐƉŽůůƵƚŝŽŶĂŶĚƉŽǀĞƌƚǇĂŵŽŶŐƐƚƚŚĞǁŽƌŬŝŶŐĐůĂƐƐ͘,ĞƌĞĂůŝƐĞĚ
that modernisation did not eradicate poverty from human society. He also began to see Japan and
Japanese people objectively 14, a thought which was later expressed in a speech, 'ĞŶĚĂŝEŝŚŽŶŶŽ<ĂŝĂ
ݳେೖຌ (ŝǀŝůŝsĂƚŝŽŶŽĨMŽĚĞƌn :ĂƉĂŶ) ŚĞŵĂĚĞŝŶƵŐƵƐƚϭϵϭϭŝŶtĂŬĂǇĂŵĂ 15.
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^ƃƐĞŬŝĞŶƐŚƻVol.16, Iwanami ShoteŶ͕dŽŬǇŽ͕ϭϵϵϱ, ͞tĂƚĂŬƵƐŚŝ ŶŽ<Žjin Shugi”, p. 606-605.
Rubin, Jay. Trans. “tĂƚĂŬƵƐŚŝŶŽ<ŽũŝŶƐŚƵŐŝ”. (^ƃƐĞŬŝ no Individualism) in MonuŵĞŶƚĂEŝƉƉŽŶica, Vol. 34, No. 1,
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15 ^ƃƐĞŬŝĞŶshƻsŽů͘ϭϲ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, ͞'ĞŶĚĂŝEŝŚŽŶŶŽ<ĂŝĂ͕͟p. 415-440.
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^ƃƐĞŬŝ was suffering from loneliness and a poor quality of life. On top of that, he had had no
communicatioŶƐĨƌŽŵŚŝƐǁŝĨĞ͕<ǇƃŬŽ, which added to his anxiety. In reality, whilst SƃƐĞŬŝ was away in
London, <ǇƃŬŽ’s father who had once been a powerful politician, failed in business, and <ǇƃŬŽ with
limited ĨŝŶĂŶĐŝĂů ŵĞĂŶƐ ǁĂƐ ƚŽŽ ďƵƐǇ ůŽŽŬŝŶŐ after her family. Whilst ^ƃƐĞŬŝ was coping with life in
London, on 19 September 1902, his closĞĂŶĚďĞƐƚĨƌŝĞŶĚ͕^ŚŝŬŝ͕ƉĂƐƐĞĚĂǁĂǇ͘^ƃƐĞŬŝ was informed of
his death by ŽŶĞ ŽĨ ^ŚŝŬŝ͛Ɛ ĨŽůůŽǁĞƌƐ dĂŬĂŚĂŵĂ <ǇŽƐŚŝ (߶ශ ࢢڑ1874-1959). He ŚĂĚ ƐĞĞŶ ^ŚŝŬŝ ĨŽƌ
the last time on 26 August 1900, just before he left for London. He ŚĂĚǀŝƐŝƚĞĚ^ŚŝŬŝ͕ǁŚŽǁĂƐƐƵĨĨĞring
badly from tuberculosis of the spine, at his home in Negishi. ^ŚŝŬŝhad composed a farewell poem for
his friend, ^ƃƐĞŬŝ. This poem is cited in ^ƃƐĞŬŝ’s wife, <ǇƃŬŽ’s DĞŵŽƌǇ ŽĨ^ƃƐĞki. 16
ണͤͤ͘ པ೧͍ͺ ͠Ε͵͗Δ

BƵƐŚĐůŽǀĞƌĂŶĚ:ĂƉĂŶĞƐĞƉĂŵƉĂƐŐƌĂƐƐ͕
tĞǁon’t ďĞƐĞĞing ĞĂĐŚŽƚŚĞƌŶĞǆƚǇĞĂƌ͕
zŽƵĂƌĞůĞĂǀŝŶŐ͘
tŚŝůĞ^ŚŝŬŝǁĂƐĂůŝǀĞ͕^ƃƐĞŬŝ sent him several letters from London. ^ŚŝŬŝǁĂƐĚĞůŝŐŚƚĞĚƚŽŚĞĂƌĨƌŽŵhis
friend and put ^ƃƐĞŬŝ’s letter in his journal, Hototogisu, under the title of London shƃsoku (EĞǁƐĨƌŽm
London). ^ƃƐĞŬŝ͛ƐůĞƚƚĞƌĚĞƐĐƌŝďŝŶŐůŝĨĞŝŶ>ŽŶĚŽŶǁĂƐƐŽĂŵƵƐŝŶŐƚŚĂƚ^ŚŝŬŝŵĂĚĞĂƌĞƋƵĞƐƚĨŽƌ^ƃƐĞŬŝ to
write him another letter. Unfortunately, ^ƃƐĞŬŝ was unable to fulfil his best friend’s request. He later
expressed his regret at not responding to ShŝŬŝ͛Ɛ ƐŝŶĐĞƌĞ ƌĞƋƵĞƐƚ ŝŶ ĂŶ ĞƐƐĂǇ͘ 17 Later in life, ^ƃƐĞŬŝ
made a memorial scroll for his friend, gathering together a collection of his friend’s letters and
drawings. This scroll incůƵĚĞĚƚŚĞůĂƐƚůĞƚƚĞƌĨƌŽŵ^ŚŝŬŝƚŽ^ƃƐĞŬŝ dated 6 November 1901.
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Around ƚŚĞ ƚŝŵĞ ŽĨ ^ŚŝŬŝ͛Ɛ ĚĞĂƚŚ͕ ^ƃƐĞŬŝ was worn out by the stress caused by money worries,
struggling to find an objective for his research and loneliness. It ďĞĐĂŵĞŬŶŽǁŶƚŚĂƚŚŝƐŵental state
was worsening. His medical condition was reported to Japan, and he was ordered to return to his
homeland by the Ministry of Culture. ^ƃƐĞŬŝ did not immediately follow the order, he waited until the
following month, and set off for Japan on 5 December 1902. In fact, ^ƃƐĞŬŝ wanted to remain in Europe
and made a request to go ƚŽ WĂƌŝƐ ƚŽ ƐƚƵĚǇ ƚŚĞƌĞ͘ 18 His request was turned down by the Japanese
government.

RETURNS HOME, LEAVES TEACHING, BECOMES A LITERARY ARTIST FOR A NEWSPAPER
Let us now discuss ^ƃƐĞŬi’s circumstances after his return from London in 1902͘tŚĞŶŚĞĐĂŵĞďĂĐŬ
home he became aware of the financial hardships his family had been experiencing whilst away in
London due to <ǇƃŬŽ’s ĨĂƚŚĞƌ͕EĂŬĂŶĞ^ŚŝŐĞŬĂǌƵ, who once had an important position in the Japanese
'ŽǀĞƌŶŵĞŶƚ͕ĨĂŝůŝŶŐŝŶďƵƐŝŶĞƐƐ͘^ƃƐĞŬŝ’s life after returning from London was unstable, as shown by a
letter he wrote to Watanabe 19
,Ğ ƚŽŽŬ ƌĞƐŝĚĞŶĐĞ ŝŶ ^ĞŶĚĂŐŝ ŝŶ dŽŬǇŽ ŽŶ ϯ DĂrch 1903 and in April 1903 began to teach English
literature at The dŽŬǇŽ /ŵƉĞƌŝĂů hŶŝǀĞƌƐŝƚǇ ĂŶĚ dŚĞ &ŝƌƐƚ ,ŝŐŚ ^ĐŚŽŽů͘ ^ƃƐĞŬŝ’s lectures Ăƚ dŽŬǇŽ
Imperial School, replacing Lafcadio Hearn (1850-1904), were not popular at the beginning, as many
students supported Lafcadio HeĂƌŶĂŶĚĚŝƐůŝŬĞĚ^ƃƐĞŬŝ’s lectures because his logical teaching method
which used ideas from Herbert Spencer (1820-1903) and William James (1842-1910) 20, was so different
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^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϮϮ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ, p. 222. (letter addressed to <ĂŶƃ, QƚƐƵŬĂ͕^ƵŐĂ͕ĂŶĚzĂŵĂŬĂǁa
on the 09/02/1901)
19 ^ƃƐĞŬŝĞŶƐŚƻVol.22, Iwanami Shoten, dŽŬyo, 1996, p. 268. (letter addressed to Watanabe on 09/02/1903)
20
Senuma, ShigeŬŝ͘<ŝŶĚĂŝEŝŚŽŶŶŽ^ŚŝƐƃŬĂ 5 EĂƚƐƵŵĞ^ƃƐĞŬŝ͘dŽŬǇŽĂŝŐĂŬƵ^ŚƵƉƉĂŶƐŚĂ͕dŽŬǇŽ͕
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from Hearn’s emotional approach to literature. However, later, his ůĞĐƚƵƌĞƐ ŝŶ ^ŚĂŬĞƐƉĞĂƌĞ ďĞĐĂŵĞ
popular and a large number of stuĚĞŶƚƐĨŝůůĞĚƚŚĞůĞĐƚƵƌĞƌŽŽŵǁŚĞŶŚĞŐĂǀĞĂƚĂůŬŽŶDĂĐďĞƚŚ͘ 21
Despite his growing popularity as a lecturer, ^ƃƐĞŬŝ was not happy teaching. He preferred spending his
time in the library researching his interests. He was still suffering from psychological instability and the
stress he was under also undermined his mental condition. He was once again on the verge of a
ŶĞƌǀŽƵƐ ďƌĞĂŬĚŽǁŶ͘ tĞ ĐĂŶ ƐĞĞ ƚŚŝƐ ĨƌŽŵ ƚŚĞ ůĞƚƚĞƌ ĂĚĚƌĞƐƐĞĚ ƚŽ ^ƵŐĂ ŽŶ 2 July 1903 in which he
comments that the doctor would soon be giving up on him as he was suffering from so many ailments:
stomach ulcers, mental stress, a nervous condition. In an effort to calm his troubled mind he started to
learn how to paint with water colours. 22 Due to his unstable temper and frequent mood swings ^ƃƐĞŬŝ
now had to live separately from his family.
<ǇƃŬŽ ǁĞŶƚ ďĂĐŬ ƚŽ ŚĞƌ ƉĂƌĞŶƚƐ͛ ŚŽŵĞ ǁŝƚŚ ƚŚĞ ĐŚŝůĚƌĞŶ ĨŽƌ ĂďŽƵƚ ƚǁŽ ŵŽŶƚŚƐ͘ ^ŚĞ ǁĞŶƚ ƚŽ ƐĞĞ
^ƃƐĞŬŝ’s doctor who told her that ^ƃƐĞŬŝ’s bad temper was caused by his illness which was permanent
and would never be cured. After hearing this news, <ǇƃŬŽ decided to live her life with ^ƃƐĞŬŝ, and
returned to ^ƃƐĞŬŝ’s side. 23 In October 1903 she ŐĂǀĞ ďŝƌƚŚ ƚŽ ƚŚĞŝƌ ƚŚŝƌĚ ĐŚŝůĚ͕ ŝŬŽ͘ ^ƃƐĞŬŝ and his
family moved home to Hongƃ on 27 December 1903.
^ƃƐĞŬŝ was suffoĐĂƚĞĚďǇŚŝƐƚĞĂĐŚŝŶŐǁŽƌŬ͘,ĞŶĞĞĚĞĚĂƌĞůĞĂƐĞĨŽƌŚŝƐĐƌĞĂƚŝǀĞĞŶĞƌŐǇ͘&ƌŽŵƚŚĞĞŶĚ
of November to the beginning of ĞĐĞŵďĞƌ ϭϵϬϰ͕ ŝŶƐƉŝƌĞĚ ďǇ <ǇŽƐŚŝ’s suggestion that ^ƃƐĞŬŝ write
something to put in the journal, Hototogisu, ^ƃƐĞŬŝ began to write a story employing a cat as the
protagonist. He first recited it at the haiku ŐĂƚŚĞƌŝŶŐǁŚŝĐŚŚĂĚďĞĞŶƐƚĂƌƚĞĚƵƉďǇ^ŚŝŬŝ͘/ƚǁĂƐvery
well received and was published in the journal under the title I am a cat (ޙഒͺͲ͍Ζ . It was
originally called dŚĞƐƚŽƌǇŽĨĂĐĂt, however, <ǇŽƐŚŝƐƵŐŐĞƐƚĞĚ using the beginning sentence of the tale,
“I am a cat, and I have no name”. Hence, we have the famous novel I am a cat.
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SasĂŬŝ͕,ŝĚĞĂŬŝ͘NatsumĞ^ƃƐĞŬŝ-EŝŶŐĞŶǁĂĞŶƐŚĂũĂĂƌŝŵĂƐĞŶŬĂƌĂ-. Minerva Shobƃ, 2016, p. 238.
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^ƃƐĞŬŝ ďĞŐĂŶƚŽƚŚŝŶŬƐĞƌŝŽƵƐůǇĂďŽƵƚŚŝƐĐĂƌeer and whether to continue lecturing or become a literary
specialist. By this time, he had a number of followers who sought his advice. They began to visit
^ƃƐĞŬŝ’s house where they discussed literature, art, culture and anything they considered intellectually
stimulating. The gathering later became a regular Thursday meeting called DŽŬƵǇƃ-kai (༷ճ). 24
^ƃƐĞŬŝ ǁĂƐŬĞĞŶƚŽŚĞůƉĂŶĚŶƵƌƚƵƌĞĂŶǇďŽĚǇǁŚŽĐĂŵĞƚŽŐĞƚĂĚǀŝĐĞĨƌŽŵŚŝŵ͘
His mental state continued to be unstable and his health was deteriorating. In 1906, his friend, <ĂŶƃ
<ƃŬŝĐŚŝ (छژ٤ 1865-1942) who was head of <Ǉƃto University approached ^ƃƐĞŬŝ ƚŽ ǁŽƌŬ ĂƐ a
lecturer at <ǇƃƚŽ University but ^ƃƐĞŬŝ turned him down. ^ƃƐĞŬŝ wanted to stay in his home town,
dŽŬǇŽ and be creative in the literary field. In July ^ƃƐĞŬŝ finished the last chapter of I am a cat. His
mentaůŚĞĂůƚŚǁĂƐǁĞĂŬ͕ďƵƚŚe was bursting with artistic creativity. Immediately after finishing I am a
cat he began to write <ƵƐĂŵĂŬƵƌĂ ຝ).

In October 1906, the Thursday meeting group officially set up, and they began to meet regularly. The
main members were Morita Sƃhei (ਁీฑ 1881-1949 ͕ <ŽŵŝǇĂ dŽǇŽƚĂŬĂ (ঘٸཾ 1884-1966),
^ƵǌƵŬŝDŝĞŬŝĐŚŝ (ྵࢀ॑٤ 1882-1936), dĞƌĂĚĂdŽƌĂŚŝŬŽ (࣋ీಬඛ 1878-1935), ďĞzŽƐŚŝƐŚŝŐĞ (҈
ഔ 1883-1966) and others. ŬƵƚĂŐĂǁĂZǇƻŶŽƐƵŬĞ (։ઔྀ೯ղ 1892-1927) ĂŶĚ<ƵŵĞ Masao (ٳ
ธਜ਼༦ 1891-1952) joined later. Their meetings continued until near the time of ^ƃƐĞŬi’s death, the
ĨŝŶĂůŵĞĞƚŝŶŐƚĂŬŝŶŐƉůĂĐĞŽŶ 16 November 1916. Even after ^ƃƐĞŬŝ’s death they got together regularly
on the ninth of each month to pass on their mentor’s legacy, so that ^ƃƐĞŬŝ’s idea could spread and be
understood by many people.
Around this time, ^ƃƐĞŬŝ was approached by the zŽŵŝƵƌŝ Newspaper to be a writer for their periodical.
He was also approached by the Asahi͘/ŬĞďĞ^Ănzan (ஓวࢀࢃ, 1864-1912 was the person in charge
24
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of negotiating with ^ƃƐĞŬŝ for Asahi͘/ŬĞďĞ͕ǁŚŽǁĂƐĨƌŽŵ<ƵŵĂŵŽƚŽĂŶĚ went to learn Chinese studies
at NishƃgĂŬƵƐŚĂ at the same time as ^ƃƐĞŬŝ͕ ŚĂĚ ƐƉĞŶƚ ƚŝŵĞ ŝŶ WĂƌŝƐ ĂƐ ĂŶĂĚǀŝƐĞƌ ƚŽƚŚĞ ŚĞŝƌŽĨ ƚŚĞ
,ŽƐŽŬĂǁĂ &ĂŵŝůǇ ǁŚŝĐŚ ǁĂƐ Ă ƌĞŶŽǁŶĞĚ ^ĂŵƵƌĂŝ ĐůĂŶ ĨƌŽŵ <ƵŵĂŵŽƚo in the feudal period. He
captured ^ƃƐĞŬŝ’s heart. Serious negotiatiŽŶƐƚŽŽŬƉůace as ^ƃƐĞŬŝ was intent on becoming a full-time
writer. Fortunately for ^ƃƐĞŬŝ, Asahi offered conditions that ^ƃƐĞŬŝ felt to be good enough to support
him and his growing family.
^ƃƐĞŬŝ had now gone for a career in newspapers leaving his lecturer’s position behind. The first article
he wrote, ऀࣛ (EǇƻƐŚĂŶŽũŝ), in which he introduced himself as a writer, was published in the
dŽŬǇŽAsahi Newspaper on 3 May 1907. Wada says that ^ƃƐĞŬŝ might be ƌĞĨĞƌƌŝŶŐƚŽdĂŽzƵanming’s
Gui-qu-ůĂŝ ci ڊؾཔࣛ when he wrote this article. 25 In his article he writes of his desire to be a
professional literary writer. It was a ĚĞĐŝƐŝŽŶƚŚĂƚŵĂƌŬĞĚĂƚƵƌŶŝŶŐƉŽŝŶƚŝŶ^ƃƐĞŬŝ’s life. The following
are his words.
EǇƻƐŚĂŶŽũŝ: On starting ƚŽǁŽƌŬĂƚ the Asahi Newspaper
I have ƋƵŝƚƚĞĚǁŽƌŬŝŶŐĂƚhŶŝǀĞƌƐŝƚǇĂŶĚhave beguŶƚŽǁŽƌŬat the Asahi Newspaper. I
have found that many people wĞƌĞƐƵƌƉƌŝƐĞĚďǇŵǇĚĞĐŝƐŝŽŶ͘^ŽŵĞŽĨƚŚĞŵĂƐŬĞĚŵĞ
why I had left the University. Some people praised me. I did not imagine that leaving
UniversitǇ ƚŽ ǁŽƌŬ ĨŽƌ Ă ŶĞǁƐƉĂƉĞƌ ǁĂƐ ƐƵĐŚ Ă ƐƚƌĂŶŐĞ ƉŚĞŶŽŵĞŶŽŶ͘ / am not sure
whether I can ďĞ ƐƵĐĐĞƐƐĨƵů ǁŽƌŬŝŶŐ ŝŶ ĂEĞǁƐƉĂƉĞƌ͘ ^ŽŵĞ ŵĂǇ ďĞƌŝŐŚƚ ƚŽ ƚŚŝŶŬŝƚ ŝƐ
rather recŬůĞƐƐ ƚŽ ŐŝǀĞ ƵƉ onĞ͛Ɛ ĐŚŽƐĞŶ ĐĂƌĞĞƌ ĨŽƌ Ă ŶĞǁ ũŽď ŬŶŽǁŝŶŐ ŝƚ ŵĂǇ ĞŶĚ ƵƉ
unsuccessful. I surprised myself with my decision.
However, if some were surprised because I have left my respectable University job and
become a newspaper man then they are wrong. The University may be the place where
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honourable scholars gather. It is a cave where many respectable professors and
lecturers retreat to. If they persevere it may be possible to be promoted to the position
of Imperial Appointer. There may be other benefits too. It is the ideal place if you want
ƚŽƚĂŬĞĂĚǀĂŶƚĂŐĞŽĨƚŚĞƐĞďĞŶĞĨŝƚƐ͘/ĂŵƐƵre there are many people who want to enter
dŽŬǇŽhŶŝǀĞƌƐŝƚǇ͘/ĂŐƌĞĞƚŚĂƚhŶŝǀĞƌƐŝƚǇŝƐĂŐŽŽĚƉůĂĐĞƚŽďĞ͘,ŽǁĞǀĞƌ͕ I only agree to
the point that University is a good place to be, but I don’t agree with the opinion that
ǁŽƌŬŝŶŐĨŽƌĂŶĞǁƐƉĂƉĞƌŝƐŝŶĨĞƌŝŽr to woƌŬŝŶŐĨŽƌĂhŶŝǀĞƌƐŝƚǇ͘
&ŽƌŵĞ͕ǁŽƌŬŝŶŐĨŽƌĂŶĞǁƐƉĂƉĞƌŝƐŽŶĞďƵƐŝŶĞƐƐ͘^ŝŵŝůĂƌůǇ͕ǁŽƌŬŝŶŐĨŽƌƚŚĞƵŶŝǀĞƌƐŝty is
another activity͘/ĨǇŽƵĂƌĞŶŽƚĐŽŶƐŝĚĞƌŝŶŐƚĂŬŝŶŐ up teaching as a professional activity,
you don’t need to be a lecturer or a profeƐƐŽƌ͘ zou don’t need to become an officer
employed by the imperial house. Newspapers are one activity. Similarly, university is
another type of business. If you say Newspapers are a coarse activity, then, university is
a coarse activity as well. Only the difference is that one is run by a private company
whereas the other is run by the government.
I spent four years lecturing at University. My intention was to remain at the University
but I got offered a position at the Asahi Newspaper. I enquired about the nature of my
responsibilities. They said that my duty was to provide literary writings for a specific
amount when requested. I felt so grateful for this offer. For a persoŶ ůŝŬĞ ŵǇƐĞůĨ ǁŚŽ
longed to be a literary writer as a profession, these were excellent conditions and the
occupation is honourable. I no longer have to be bothered about whether I can be
successful in what I am doing or not. Also, I need no longer have to concern myself with
the world of professors and lecturers…
…The newspaper company told me ƚŚĂƚ / ĚŝĚŶ͛ƚ ŶĞĞĚ ƚŽ ǁŽƌŬ ĨƌŽŵ ƚŚĞ ŽĨĨŝĐĞ͘ / ĐŽƵůĚ
write from my study at home. Unfortunately, many dogs live near my house. I believe

204
there were some who started to ŵĂŬĞĂĨƵƐƐ ůŝŬĞ the librarians. But it has nothing to do
with Asahi. At times I become unhappy or annoyed but I get ŵǇ ǁŽƌŬ ĚŽŶĞ ŚĂƉƉŝůǇ
enough. It truly is an ideal situation when an employee can ǁŽƌŬ ŚĂƉƉŝůǇ ĨŽƌ ŚŝƐ
employer.
I received eight hundred yen as a yearly salary from the University. I have many children
and it was not enough to sƵƉƉŽƌƚŵǇĨĂŵŝůǇ͘^Ž͕ƚŽŵĂŬĞĞŶĚƐŵĞĞƚ/ƚĂƵŐŚƚĂƚƐĞǀĞƌĂů
ƐĐŚŽŽůƐ͘ /ƚ ŝƐ ŶŽ ǁŽŶĚĞƌ ƚŚĂƚ / ŚĂĚ ŶĞƌǀŽƵƐ ďƌĞĂŬĚŽǁŶ ĂƐ / ǁĂƐ ǁŽƌŬŝŶŐ ŝŶŽƌĚŝŶĂƚĞůǇ
hard just to scrape by. Whilst I am busy I have to write something creative. Some may
say that it is my fault, fŝŶĚŝŶŐƚŝŵĞŝŶŵǇďƵƐǇĂŐĞŶĚĂĨŽƌŵǇƉĂƐƚŝŵĞ͘dŽďĞĨƌĂŶŬǁŝƚŚ
you, I have to write something, otherwise I don’t feel that I am living. On top of that, I
need to read in order to teach ĂŶĚĞǆƉĂŶĚŵǇŬŶŽǁůĞĚŐĞ͘ƐĂƌĞƐƵůƚ͕/ŚĂĚĂŶĞƌǀŽƵƐ
ďƌĞĂŬĚŽǁŶ͘
The Asahi Newspaper have prohibited me from teaching. Instead, they have provided
me with salary enough to live and support my family. I don’t see there is any need for
teaching English if you can survive without it. I quit because of these conditions, even
though there were those who told me not to quit. I felt a weight off my shoulder the
day after I quit, the air began to circulate through my lungs.
I went to <ǇƃƚŽ after I left my teaching post. I met an old friend and visited the
mountains, fields, temples and shrines. It was such fun compared with teaching.
ƵĐŬŽŽƐůĞƚĨŽƌƚŚƚŚĞŝƌĨŝƌƐƚĐƌŝĞƐŝŶƚŚĞupside-down position. I made my heart empty,
and coughed out from my chest all the dust, accumulated over the last four years. This
ŝƐĂďĞŶĞĨŝƚ/ƌĞĐĞŝǀĞĚĚƵĞƚŽďĞĐŽŵŝŶŐĂŶĞǁƐƉĂƉĞƌǁŽƌŬĞƌ…
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…I feel I have an honourable duty to do my best for Asahi who have offered appropriate
ǁŽƌŬŝŶŐĐŽŶĚŝƚŝŽŶƐĨŽƌĂn eccentric individual lŝŬĞŵĞ͘ 26
From this time onwards, he was a serious newspaper writer and became extremely busy writing for the
dŽŬǇŽAsahi. ƐǁĞŚĂǀĞƐĞĞŶ͕ĞǆƉůĂŝŶŝŶŐƚŚĞƌĞĂƐŽŶŚĞůĞĨƚƚĞĂĐŚŝŶŐĂŶĚďĞĐĂŵĞĂŶĞǁƐƉĂƉĞƌǁŽƌŬĞƌ
he wrote about the frustration he had felt during his teaching period. He satirised people who believed
ďĞŝŶŐĂƚĞĂĐŚĞƌĂƚĂhŶŝǀĞƌƐŝƚǇǁĂƐĂŐƌĞĂƚĞƌŽĐĐƵƉĂƚŝŽŶƚŚĂŶǁŽƌŬŝŶŐĂƐĂǁƌŝƚĞƌŝŶĂEĞǁƐƉĂƉĞƌ͘ He
considered both occupations to be equal. These were some of the subjects featured in his first
introductory writings for the readers of the Asahi. ^ƃƐĞŬŝ received a 200-yen monthly salary, with the
condition of writing two novels a year in a series of around a hundred episodes each. ^ƃƐĞŬŝ also
requested a guarantee of job security and copyright. The relationship between the Asahi and ^ƃƐĞŬŝ
was both professional and correct.
^ƃƐĞŬŝ’s first novel for the Asahi was 'ƵďŝũŝŶƐƃ (ۭඔਕ), which first appeared on 23 June 1907 and
ended on 29 October of the same year. ^ƃƐĞŬŝ was excited about the idea of writing and poured all his
time and energy into it. Around this time, ^ƃƐĞŬŝ was invited to a poetic gathering organised by the
ŵŝŶŝƐƚĞƌ͕^ĂŝŽŶũŝ<ŝŵŝŵŽĐŚŝ (Ԅ࣋ޮ 1849-1940), called UƐĞŝŬĂŝ (ӏճ). ^ƃƐĞŬŝ turned down the
invitation sending his excuse in a poem he composed, “ĐƵĐŬŽo can’t attend, as he is in the middle of
doing private thing”. It was a gesture that showed what little ŝŶƚĞƌĞƐƚ ^ƃƐĞŬŝ ŚĂĚ ŝŶ ƉƌŝǀŝůĞŐĞ ĂŶĚ
superficial affairs. Asahi promoted 'ƵďŝũŝŶƐƃ, and it was so popular that a department store began to
produce some merchandise such as ǇƵŬĂƚĂ (suŵŵĞƌŬŝŵŽŶŽs) inspired by 'ƵďŝũŝŶƐƃ.
It was not only writing that excited ^ƃƐĞŬŝ but also the fact that he was being read by a great amount of
readers who were waiting for the next story to be published. He got great inspiration from writing a
novel in a newspaper on a daily basis. He could express his opinions and he could almost immediately
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ƌĞĐĞŝǀĞ ĨĞĞĚďĂĐŬ ĂŶĚ ŽƉŝŶŝŽŶƐ ĨƌŽŵ ŚŝƐ ƌĞĂĚĞƌƐ͘ Writing in a daily newspaper was a great way to
communicate with the masses and disseminate his ideas to the readers.
^ƃƐĞŬŝ moved house again in September 1907. He established himself in Waseda, in a house that used
to belong to a doctor and which contained a room where the doctor had examined his patients. This
space was used as ^ƃƐĞŬŝ’s study and became a meeting place for ^ƃƐĞŬŝ and his followers. This room
was later named ^ƃƐĞŬŝ Sanbƃ (ᕺ੶ࢃ), ‘^ƃƐĞŬŝ’s Mountain Hut’. There, every Thursday, until ^ƃƐĞŬŝ
became critically ill in December 2016, he and his followers would ŐĂƚŚĞƌƚŽƚĂůŬĂŶĚĞǆĐŚĂŶŐĞŝĚĞĂƐ͘
Another art form ^ƃƐĞŬŝ ƚŽŽŬƚŽŝŶŽƌĚĞƌƚŽĐŽŵďĂƚŚŝƐŵĞŶƚĂůƐƚƌĞƐƐǁĂƐNoh singing. ^ƃƐĞŬŝ was fond
of Noh singing, Utai. He started in the <umamoto period, but was distracted by his stay in London.
^ƃƐĞŬŝ began to ƚĂŬĞ up Noh singing again in 1907, learning from a teacher at the Hƃshƃ school (็ਫ਼
ླྀ who had been ŝŶƚƌŽĚƵĐĞĚ ƚŽ Śŝŵ ďǇ <ǇŽƐŚŝ͘ 27 In the same year, ^ƃƐĞŬŝ started to suffer from
stomach ulcers.
In 1907, he had his first son, and the following year, his second son was born. He had seven children in
all and loved theŵĚĞĞƉůǇ͘,ĞǁŽƌŬĞĚŚĂƌĚǁƌŝƚŝŶŐŶŽǀĞůƐŽŶĂĚĂŝůǇďĂƐŝƐĐŽŶƐŽůŝĚĂƚŝŶŐŚŝƐƉŽƐŝƚŝŽŶĂƐ
a novelist. At the same time his stomach ulcers were not getting better. Around this time, he began to
read a Zen idiom dictionary.
In 1909, He was given a literary prize in the form of a golden tablet, but once again he showed no
interest in matters of prestige and turned it down. /Ŷ^ĞƉƚĞŵďĞƌŚĞŚĂĚĂďƌĞĂŬĨƌŽŵǁŽƌŬĂŶĚ went to
travel in Manchuria, as his friend from his university period, EĂŬĂŵƵƌĂ ĞŬƃ, was head of the
Manchurian railway. On his return, he stayed in <ǇƃƚŽ. In November the Asahi set up a literary column
and ^ƃƐĞŬŝ became its editor.
27
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In 1910, his fifth daughter, ,ŝŶĂŬŽ͕ ǁĂƐ ďŽƌŶ͘ ^ƃƐĞŬŝ went into hospital in June for treatment on his
stomach ulcers. In July, he came out of hospital. In August, he went to Shuzen-ji for rehabilitation from
his illness, while there he became seriously ill.

CRITICAL ILLNESS AT SHUZEN-JI
RETURN TO POETIC AESTHETICISM
/ŶƵŐƵƐƚϭϵϭϬ͕^ƃƐĞŬŝǁĞŶƚƚŽShuzen-ji in order to recover from the stomach ulcers that he had been
treated for. However, his health deteriorated shortly after his arrival. He became critically ill and
vomited a large amount of blood, a symptom of his chronic physical state. At one point, his condition
ŐŽƚǁŽƌƐĞĂŶĚĂůŵŽƐƚůĞĚƚŽŚŝƐĚĞĂƚŚ͘/Ŷ^ƃƐĞŬŝ͛ƐƌĞĐŽƌĚŽĨŚŝƐůŝĨĞŚŝƐƚŽƌǇ͕ƚŚŝƐŝƐŬŶŽǁŶĂƐ͚dŚĞ^ĞǀĞƌĞ
Illness at Shuzen-ji’.
^ƃƐĞŬŝƐƚĂǇĞĚĂƚShuzen-ji ĨŽƌƚǁŽŵŽŶƚŚƐƐŽĂƐƚŽŐĞƚŚŝƐƐƚƌĞŶŐƚŚďĂĐŬĂŶĚĚĞƉĂƌƚĞĚĨŽƌdŽŬǇŽƚŽďĞ
treated at a hospital there on 11 October 1910. During his stay in the hospital, he began to write a
series of short essays entitled Omoidasu kotonado (Recollections ᛮ࠸ฟࡍࡇ࡞) for the Asahi. 28
^ƃƐĞŬŝ ĞǆƉůĂŝŶƐ ŝŶ Omoidasu kotonado that the reason for his writing the essays was to recall the
ƌĞŵĂƌŬĂďůĞŵŽŵĞŶƚƐƚŚĂƚŚĞŚĂĚĞǆƉĞƌŝĞŶĐĞĚĚƵƌŝŶŐŚŝƐƌĞĐŽǀĞƌǇŝŶShuzen-ji because he did not wish
ƚŽůŽƐĞƚŚĂƚƐƉĞĐŝĂůŵĞŵŽƌǇ͘^ƃƐĞŬŝƚĞůůƐƌĞĂĚĞƌƐƚŚĂƚŚĞǁŝůůďĞƵƐŝŶŐĂĨĂŝƌĂŵŽƵŶƚŽĨƚŚĞŽůĚƚƌĂĚŝƚŝŽŶƐ
of Chinese poetry (kanshi) tŽĞǆƉƌĞƐƐŚŝƐĨĞĞůŝŶŐƐŽĨƚŚĂƚƚŝŵĞ͘,ĞŝƐǀĞƌǇŬĞĞŶƚŽƐŚĂƌĞƚŚŝƐŽůĚƚƌĂĚŝƚŝŽŶ
with the reader, as he had rediscovered his old pastime of composing Chinese poems, an activity he had
abandoned ever since his departure to London in 1900.
He found writing about his inner development during his illness very exciting. Some people were
ƉůĞĂƐĞĚƚŽŚĞĂƌƚŚĂƚŚĞŚĂĚďĞĐŽŵĞǁĞůůĞŶŽƵŐŚƚŽǁŽƌŬĂŐĂŝŶďƵƚƚŚĞƌĞǁĞƌĞƚŚŽƐĞǁŚŽǁĞƌĞǁŽƌƌŝĞĚ
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for him and the possibility of his condition worsening again. One of the people who was most worried
was /ŬĞďĞ, a chief editor at the Asahi Newspaper 29 whose ƉĞŶŶĂŵĞǁĂƐ/ƌŽŶŽĨDƚ͘<ƵŶ-lun (㕲ᓰᓷ).
tĞĂůƌĞĂĚǇŬŶŽǁƚŚĂƚ^ƃƐĞŬŝƌĞƐƉĞĐƚĞĚŚŝŵŚŝŐŚůǇďŽƚŚĨŽƌŚŝƐǁŽƌŬĂŶĚĂƐĂƉĞƌƐŽŶ͘/ŬĞďĞ͕ǁŚŽǁĂƐ
ƌĞĂůůǇĐŽŶĐĞƌŶĞĚĂďŽƵƚ^ƃƐĞŬŝ͛ƐŚĞĂlth͕ĚŝĚŶŽƚůŝŬĞƚŚĞŝĚĞĂŽĨ^ƃƐĞŬŝǁŽƌŬŝŶŐĂƚƚŚŝƐƐƚĂŐĞĂƚĂůůĂŶĚ
opposed the idea. After discussion with a specialist doctor in the field, /ŬĞďĞ finally agreed to the idea
ŽĨ^ƃƐĞŬŝƌĞƚƵƌŶŝŶŐƚŽǁƌŝƚŝŶŐ͘
All of the kanshi ^ŽƐĞŬŝ composed during the period of recovery in Shuzen-ji and at hospital were
ŝŶƐĞƌƚĞĚŝŶ^ŽƐĞŬŝ͛ƐĞƐƐĂǇ͕Omoidasu kotonado, published in both the dŽŬǇŽĂŶĚKƐĂŬĂAsahi newspaper.
The dates of publication are shown below in the table.

Series
1
2
3
4
5
6
7A
7B
8
9
10
11
12
13
14
15
16
17
18
29

dK<zK^,/
29/10/1910
30/10/1910
08/11/1910
13/11/1910
18/11/1910
20/11/1910
27/11/1910
28/11/1910
02/12/1910
05/12/1910
10/12/1910
11/12/1910
14/12/1910
15/12/1910
16/12/1910
17/12/1910
21/12/1910
24/12/1910
28/12/1910

K^<^,/
29/10/1910
31/10/1910
08/11/1910
14/11/1910
18/11/1910
20/11/1910
01/12/1910
02/12/1910
04/12/1910
08/12/1910
24/12/1910
25/12/1910
26/12/1910
27/12/1910
28/12/1910
30/12/1910
31/12/1910
05/01/1911
10/01/1910

WKDϵϬ
WKDϴϬ

WKDϳϵ

WKDϴϰ
WKDϵϭ

^ĞĞ^ƃƐĞŬŝ͛ǁƌŝƚŝŶŐƐŽŶ/ŬĞďĞŝŶ^ƃƐĞŬŝĞŶƐŚƻvol.12. ͞/ŬĞďĞŬƵŶno Shoron ni tsuite”. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕1994,
p. 498-503., & ^ƃƐĞŬŝĞŶƐŚƻ vol. 16. “^ĂŶǌĂŶ<Žũi”. IǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕1995, p. 497-500.
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19
20
21
22
23
24
25
26
27
28
29
30
31
32
30

29/12/1910
05/01/1911
10/01/1911
12/01/1911
16/01/1911
18/01/1911
21/01/1911
24/01/1911
28/01/1911
02/02/1911
04/02/1911
06/02/1911
15/02/1911
20/02/1911

02/02/1911
13/02/1911
19/02/1911
20/02/1911
21/02/1911
22/02/1911
23/02/1911
24/02/1911
27/02/1911
28/02/1911
01/03/1911
02/03/1911
04/03/1911
05/03/1911

WKDϵϯ
WKDϴϭ
WKM78
WKDϴϲ
WKDϴϴ
WKDϴϳ

WKDϴϵ
WKDϴϯ
WKDϴ2
WKDϵϮ
WKDϴϱ

Omoidasu kotonado: publishing dates in Asahi

THE RETURN OF FnRYn, THE POETIC SENSITIVITY
In the following kanshi, ĚĞĚŝĐĂƚĞĚƚŽ/ŬĞďĞ͕^ƃƐĞŬŝ ĞǀŽŬĞƐ his inner world 31. This composition expresses
ƚŚĞŚĂƉƉŝŶĞƐƐƚŚĂƚŚĞŚĂĚŐĂŝŶĞĚƚŚƌŽƵŐŚĂƚƌĂŶƋƵŝůŵŽŵĞŶƚ͕͞^Ž͕ĨŽƌƚŚĞƐĂŬĞŽĨƚŚĞŝƌŽǁŶǁĞůůďĞŝŶŐ͕
ŚƵŵĂŶƐŵƵƐƚƉĂƌƚĂŬĞ͕in some measure at least, of tranquillity. My joy at being able to indulge in this
ƚƌĂŶƋƵŝůůŝƚǇ͕ĞǀĞŶŝĨĨŽƌũƵƐƚĂƐŚŽƌƚƚŝŵĞ͕ŚĂƐƚĂŬĞŶƚŚĞĨŽƌŵŽĨƚŚĞƐĞĨŝĨƚǇ-six characters.” 32

11 October 1910

“No Title” ໃୌ

WŽĞŵϵϬ;ĨĞĂƚƵƌĞĚŝŶOmoidasu kotonado 4, published in dŽŬǇŽAsahi on 13 November, 1910)
㑇༷᪂リ↓ฎᑜ

30
31
32

᪂リࢆ㑇༷ࡋ࡚ ฎࡋ࡚ᑜࡠࡿ↓ࡃ

SƃƐĞŬŝĞŶƐŚƻvol.12. Iwanami Shoten, dŽŬǇŽ͕/ϭϵϵϰ͕Ɖ͘ϳϴϲ.
Ibid., p. 366-367.
Flutsch, Maria. Trans. ZĞĐŽůůĞĐƚŝŽŶƐ͘ ^ƃƐĞŬŝ Museum in London, 1997, p. 36.
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Ⴍ↛㝸∰ᑐ㐶ᯘ

Ⴍ↛ ∰ࢆ㝸࡚࡚ 㐶ᯘᑐࡍ

ᩳ㝧‶ᚄ↷ൔ㐲

ᩳ㝧 ᚄ‶ࡕ࡚ ൔࢆ↷ࡽࡍࡇ㐲ࡃ

㯤ⴥ୍ᮧⶶᑎ῝

㯤ⴥࡢ୍ᮧ ᑎࢆⶶࡍࡿࡇ῝ࡋ

ᠱ೦ቨ㛫ព

೦ࢆቨ㛫ᠱࡃࡿࡣ ࢆࡃࡢព

ぢ㞼ኳୖᢪ⍆ᚰ

㞼ࢆኳୖぢࡿࡣ ⍆ࢆᢪࡃࡢᚰ

ே㛫⮳ᴦỤ†⪁

ே㛫ࡢ⮳ᴦ Ụ†⪁࠸

≟ྭ㭜㬆ඹዲ㡢

≟ྭ 㭜㬆 ඹዲ㡢

33

I am ůŽƐƚŝŶ ĂŶĞǁ ƉŽĞm ĂŶĚŶŽǁ/ĚŽŶ͛ƚŬŶŽǁǁŚĞƌĞ/Ăŵ͘
I am in ƚŚĞŽƚŚĞƌǁŽƌůĚůǇƐƚĂƚĞŽĨŵŝŶĚ͕ǁĂŶĚĞƌŝŶŐŝŶƚŚĞǁŽŽĚƐ, ůŽŽŬŝŶŐƚŚƌŽƵŐŚƚŚĞǁŝŶĚŽǁ͘
dŚĞƐĞƚƚŝŶŐƐƵŶĨŝůůƐƚŚĞŐŽůĚĞŶƉĂƐƐĂŐĞ͕ƐŚŝŶŝŶŐŽŶĂĨĂƌĂǁĂǇŵŽŶŬ͘
dŚĞǀŝůůĂŐĞŝƐĐŽǀĞƌĞĚǁŝƚŚǇĞůůŽǁůĞĂǀĞƐ͕ŚŝĚŝŶŐƚŚĞƚĞŵƉůĞ ǁŝƚŚŝŶ͘
dŚĞ ŚĂŶŐŝŶŐ ƐĐƌŽůů ŝŶ ƚŚĞ ĂůĐŽǀĞ Žƌ ďƵƌŶŝŶŐ ƵĚĚŚĂ ĂƌĞ Ă ŵĂŶŝĨĞƐƚĂƚŝŽŶ ŽĨ ƵĚĚŚĂ͛Ɛ
ĐŽŵƉĂƐƐŝŽŶ͘
Looking at ƚŚĞ ĐůŽƵĚs ŝŶƚŚĞƐŬǇĨŽƌŐĞƚƚŝŶŐŽŶĞƐĞůĨŝƐůŝŬĞŚŽůĚŝŶŐĂƋŝŶŝŶƐŝĚĞǇŽƵƌŚĞĂƌƚ͘
dŚĞŚĂƉƉŝĞƐƚƚŝŵĞŝƐǁŚĞŶǇŽƵŐƌŽǁŽůĚĂŵŽŶŐƐƚƉĞŽƉůĞŽĨƐiŵŝůĂƌŵŝŶĚĂŶĚŝŶƚĞƌĞƐƚ͘
tŚĞŶǇŽƵůŝǀĞĂŵŽŶŐƐƚƉĞŽƉůĞǁŝƚŚǀŝƐŝŽŶ͕ƚŚĞůŝǀĞůǇƐŽƵŶĚƐŽĨƚŚĞĚŽŐƐ͛ďĂƌŬĂŶĚƚŚĞĐŽĐŬƐ͛
ĐƌŽǁŝŶƚŚĞŶĞŝŐŚďŽƵƌŚŽŽĚďĞĐŽŵĞƚŚĞĨĂǀŽƵƌĂďůĞƐǇŵďŽůŽĨƉĞĂĐĞ͘
Shichigon Risshi
The first words, 㑇༷ mean forgetting everything. In Daoist practice, it is important to forget and let
things be released from the mind. ᛀᡃ, the notion of selfless mind often appears in the text of

33

^ƃƐĞŬŝĞŶƐŚƻ vol. ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ. 259.
SƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϮ. IwanĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕1994, ͞KŵŽŝĚĂƐƵ<ŽƚŽŶĂĚŽ͕͟p. 367.
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Zhuangzi. We have already discussed the idea of ‘The piping of Heaven’. dŽǇŽĨƵŬƵƐĂǇƐƚŚĂƚƚŚĞŶŽƚŝŽŶ
of forgetting self in the first line has a reference to TĂŽzƵĂŶŵŝŶŐ͛ƐƉŽĞŵ͕/ŶũŝƵ poem 5 (㣧㓇 ). 34
Let’s refer to the poem.
ḧ㎩ᕬᛀゝ ᘚࡐࢇḧࡋ࡚ ᕬゝࢆᛀࡿࠋ 35
tŚĞŶ/ƚƌŝĞĚƚŽĞǆƉůĂŝŶ͕/ĨŽƌŐŽƚĂďŽƵƚƚŚĞǁŽƌĚƐ͘
The following words ᪂リ represents both a new poem and new poetry. ^ƃƐĞŬi explains what new
poetry means in chapter 4 of Omoidasu kotonado.
͞/ƚŝƐĂŶŽůĚƚĂƐƚĞ͘dŚĞƌĞŝƐŶŽĞĐĐĞŶƚƌŝĐŝƚǇŽƌŝŶŶŽǀĂƚŝǀĞŶĞƐƐŝŶŝƚ͘/ŶƌĞĂůŝƚǇ͕ŝƚŝƐŶŽƚƚŚĞƐƚǇůĞŽĨ'ŽƌŬǇ͕
nor Andreyev, Ibsen or Shaw. Instead, this taste belongs to a territory which none of these artists ever
encounter”. ,ĞŝƐǀĞƌǇŬĞĞŶƚŽƐŚĂƌĞƚŚŝƐŽůĚƚƌĂĚŝƚŝŽŶǁŝƚŚƚŚĞƌĞĂĚĞƌ͕ƐŝŶĐĞŚĞƐĂǇƐƚŚĂƚŝƚŝƐƌĂƚŚĞƌĚƵůů
to evaluate things from the Westernised view point all the time. In this respect, this old tradition may
give a new insight into our spiritual values, he explains. He says that to re-encounter kanshi was a
ŶŽƐƚĂůŐŝĐ ĞǆƉĞƌŝĞŶĐĞ ƚŚĂƚ ǁĂƐ ƚŚĞ ĞƋƵŝǀĂůĞŶƚ ŽĨ ĐŽŵŝŶŐ ďĂĐŬ ŚŽŵĞ ĂĨƚĞƌ his journey to the West. 36
^ƃƐĞŬŝ says the sensation he got through this reencounter with kanshi was similar to being served a
meal with ƌŝĐĞĨŽƌƚŚĞĨŝƌƐƚƚŝŵĞĂĨƚĞƌĐŽŵŝŶŐďĂĐŬfrom Europe.
In line one, ^ƃƐĞŬŝsays that he has become absorbed in his kanshi and has completely lost himself in
the process. In the second line, he explains further. The important word Ⴍ↛ appears at the beginning
of line two, describing the expression of a selfless state of mind of a man who has ‘lost oneself’. The
characters are used by Su Shi in his poem about an artist forgetting his existence when drawing
bamboo 37, which we examine in Chapter Four. The first character Ⴍ appears in Chapter Two of the

34

ToǇŽĨƵŬƵ͕<ĞŶũŝ͘ FuƌŽĚĞǇŽmu SƃƐĞŬŝŶŽ<ĂŶƐŚŝ͘^ĞŬĂŝ^ŚŝƐƃƐŚĂ͕ϭϵϵϲ͕Ɖ͘ 72.
Matsueda͕dĂŬĞŽ͘ΘtĂĚĂ͕dĂŬĞƐŚŝ͘drans. Tƃ EnmĞŝĞŶshƻ Vol. 1. Iwanami Shoten, ToŬǇŽ͕ϮϬϭ2, 208-209.
36
^ƃƐĞŬŝĞŶƐŚƻ vol.12. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕1994, ͞KŵŽŝĚĂƐƵ<ŽƚŽŶĂĚŽ͟, p. 368.
37
^ƃƐĞŬŝĞŶƐŚƻvol. ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p. 260-261.
Iida, Rigyƃ. ^ƃƐĞŬŝ Shi-shƻ Yaku͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϮϭϬ͘
35
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Zhuangzi.
Let us refer to Zhuangzi’s text, the opening story of Chapter Two, “ŝƐĐƵƐƐŝŽŶ ŽŶ DĂŬŝŶŐ ůů dŚŝngs
Equal”. In this chapter, Zhuangzi teaches that subjectivity creates conflict and attachment. The only way
to free oneself from this condition is to merge with the One. 38 In the opening of the Chapter the text
shows that it is necessary to forget the existence of oneself first, in order to merge with the One where
everything is equal. The passage depicts the dialogue between Tzu-Ch’i [Zi Qi] of South Wall, who is a
sage, and his disciple, zĞŶŚ͛ĞŶŐdǌƵ-ǇƵzĂŶŚĞŶŐŝ-you]. The disciple questions his master when he
sees him sitting at his deƐŬŝŶĂƐĞůĨůĞƐƐƐƚĂƚĞŽĨŵind.
Tzu-Ch’i [Zi Qi] of South Wall sat leaning ŽŶ ŚŝƐ ĂƌŵƌĞƐƚ͕ ƐƚĂƌŝŶŐ ƵƉ Ăƚ ƚŚĞ ƐŬǇ ĂŶĚ
breathing- ǀĂĐĂŶƚ ĂŶĚ ĨĂƌ ĂǁĂǇ͕ ĂƐ ƚŚŽƵŐŚ ŚĞ͛Ě ůŽƐƚ ŚŝƐ ĐŽŵƉĂŶŝŽŶ͘ zĞŶ Ś͛ĞŶŐ dǌƵ-yu
zĂŶ ŚĞŶŐ i-you], who was standing by his side in attendance, said, “What is this?”
ĂŶ ǇŽƵ ƌĞĂůůǇ ŵĂŬĞ ƚŚĞ ďŽĚǇ ůŝŬĞ a withereĚ ƚƌĞĞ ĂŶĚ ƚŚĞ ŵŝŶĚ ůŝŬĞ ĚĞĂĚ ĂƐŚĞƐ͍ dŚĞ
man leaning on the armrest now is not the one who leaned on it before!”
Tzu-ch’i [Zi Qi] saŝĚ͕͞zŽƵĚŽǁĞůůƚŽĂƐŬƚŚĞƋƵĞƐƚŝŽŶ͕zĞŶzĂŶ͘EŽǁ/ŚĂǀĞ
lost myself. 39
༡㒌Ꮚ⥏㞃ช⪋ᆘࠋ௮ኳ⪋ბࠋႭ↉ఝ႙⪠ࠋ…
⪅࿃႙ᡃ 40
In the second line, ^ƃƐĞŬŝ uses the image of one forgetting oneself and merging the mind in an
imagined forest. Also, he uses the characters 㐶ᯘ to describe the forest. The character, 㐶 means far
away and is part of the title used in the first chapter in the text of Zhuangzi, ㏯㐭㐟⠍, ‘Free and Easy

(FN. 37, cont.) EĂŬĂŵƵƌa, Hiroshi. ^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^Ğkai. Dai /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ, 164-165.
zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ Shi Chƻ. Iwanami ShotĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϭϯϴ͘
38
39
40

&ƵŬƵŶaga, Mitsuji. Trans. ^ƃƐŚŝ. Vol.1, Asahi ShiŶďƵŶ^ŚĂ͕dŽŬǇŽ, 1966, p. 31-33.
Watson, Burton. Trans. dŚĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdǌƵ. Colombia University WƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͕Ɖ͘ 36.
&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝ. Vol.1, AsĂŚŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϲ, p. 31-32.
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Wandering’ signifying releasing the mind in a free and careless state unattached to the ordinary world.
^ƃƐĞŬŝ is in a state where he is able to forget himself and wander freely inside his mind.
Lines three and four show that ^ƃƐĞŬŝ is in a poetic world. ^ƃƐĞŬŝ mentioned in Omoidasu kotonaddo
that when he was in the hospital there was in fact no temple to be seen and there was no musical
instrument, qin, 41 which he mentions in line six. The qin ⍆ represents the poetic sentiment of
forgetting oneself. ^ƃƐĞŬŝ says that these expressions ideally suited the feeling he had at the time.
͚zĞůůŽǁůĞĂǀĞƐ͛ŝŶƚŚĞĨŽƵƌƚŚůŝŶĞalƐŽƌĞĨĞƌƐďĂĐŬƚŽSu Shi’s poem noted by Iida. Let’s refer to the line.

ἹऺҲᑭᓦՁ႖ ἹऺҲᑭ Ձ႖Ͷ͖ᓦΖɼ
Պࡑߒೈ㐍ཁଞ Պͺߒೈ㐍ཁଞͶࡑΕɽ
tŚĞƌĞĂƌĞǇŽƵƌĞƚƵƌŶŝŶŐƚŽ ǁŝƚŚďŽĂƚĂŶĚƉŽůĞ͍
DǇŚŽŵĞŝƐĂǀŝůůĂŐĞĐŽǀĞƌĞĚǁŝƚŚǇĞůůŽǁůĞĂǀĞs to ƚŚĞƐŽƵƚŚŽĨƚŚĞƌŝǀĞƌ͘
Su Shi composed this poem in response ƚŽ Ă ďƌƵƐŚ ĂŶĚ ŝŶŬ ƉĂŝŶƚŝŶŐ͘ /Ŷ ůŝŶĞ ƚŚƌĞĞ and fouƌ͕ ^ŽƐĞŬŝ ŝƐ
giving a visual image of the inside of his mind.
^ƃƐĞŬŝ uses images from a story about a ĞŶŵŽŶŬŝŶůŝŶĞĨŝǀĞĂŶĚpoems about a Daoist recluse in line
six, as examples of the ultimate goal of Zen and Daoist teaching. Line five refers to the practice of the
Dharma by the ĞŶŵŽŶŬ from Tang China͕dĂŶ͛ŬĂ (㟘⚙ᖌ 739-824) who burnt the statue of Buddha
made out of wood in order to get warmth offered by the compassion of Buddha, suggesting that real
teaching does not exist in material things. ᢪ⍆ ‘Holding a qin’ in line six refers to Li Bai’s poem,
suggesting poetic aestheticism in an unworldly place. The poem is about a meeting with a hermit deep
in the mountain.
᫂ᮅ᭷ពᢪ⍆ ᫂ᮅ ព᭷ࡽࡤ ⍆ࢆᢪ࠸࡚ࡓࢀࠋ 42

41
42

SƃƐĞŬŝĞŶƐŚƻvol.12. Iwanami ShoteŶ͕dŽŬǇŽ͕1994, p. 367.
Matsuura, Tomohisa. Trans. & Ed. ZŝŚĂŬƵ^ŚŝƐĞŶ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϮ(17th edition), p. 94.
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WůĞĂƐĞĐŽŵĞďĂĐŬĂŐĂŝŶƚŽŵŽƌƌŽǁŚŽůĚŝŶŐĂƋŝŶŝŶǇŽƵƌ ŚĞĂƌƚ.
In respect to ぢ㞼ኳ ‘The clouds ĂŶĚƐŬǇ’ in line six, ^ƃƐĞŬŝ mentions in 24 of Omoidasu kotonado that
ŚĞƐŽŵĞƚŝŵĞƐŐĞƚƐĨůĂƐŚďĂĐŬƐĨƌŽŵƚŚĞƐĐĞŶĞƌǇĚĞƉŝĐƚĞĚŝŶnanga ƉĂŝŶƚŝŶŐ͘^ƃƐĞŬŝ says that he often
had the image of ďĞĂƵƚŝĨƵůĐůŽƵĚƐĂŶĚƐŬǇŝŶŚis mind especially after he fell ill. 43 ^ƃƐĞŬŝŝƐƐĂǇŝŶŐƚŚĂƚ
the clouds ĂŶĚƐŬǇƚŚĂƚŚĞƉŝĐƚƵƌĞƐŝŶŚŝƐŵŝŶĚĂƌĞŝŵĂŐĞƐŐůĞĂŶĞĚĨƌŽŵnanga painting.
The word, koto (Qin) in the same line can also ďĞ ƚƌĂĐĞĚ ďĂĐŬ ƚŽ ƚŚĞ >iezi (ิᏊ), another Daoist
teaching. The qin player had a friend who understood his playing very well. However, after losing this
friend who understood his music so well, the qin player destroys his qin and never plays again, since he
ƚŚŝŶŬƐƚŚĞƌĞŝƐŶŽůŽŶŐĞƌĂŶǇŽŶĞǁŚŽĐĂŶƵŶĚĞƌƐƚĂŶĚŚŝƐŵƵƐic. 44 In ^ƃƐĞŬŝ’s case, ^ƃƐĞŬŝ, during his
ƐƚĂǇŝŶ>ŽŶĚŽŶ͕ůŽƐƚŚŝƐďĞƐƚĨƌŝĞŶĚ͕^ŚŝŬŝwho shared ĨƻƌǇƻ, the poetic sentiment and understood him
best. After his separation from ^ŚŝŬŝ͕^ƃƐĞŬŝ stopped composing Chinese poems for a long time and did
ŶŽƚƚĂŬĞŝƚƵƉĂŐĂin until he fell seriously ill. ,ĞƌĞ͕ŝŶůŝŶĞƐŝǆ͕^ŽƐĞŬŝŝƐsaying how he has found a friend
who understands poetic sensitivity. That friend is /ŬĞďĞ͕ƉƌĞĐŝƐĞůǇƚŚĞƉĞƌƐŽŶ^ŽƐĞŬŝŝƐ addressing this
poem to.
In Chinese poetry, the word, Qin (⍆), can represent an important friendship and at the same time it
can represent poetic aestheticism in an unworldly space. In the case of this poem, ^ƃƐĞŬŝ uses it to
express both meanings. Here again, ^ƃƐĞŬŝ is referring to a poem by Li Bai. Li Bai composed a poem
which tells of how after gĞƚƚŝŶŐĚƌƵŶŬǁŝƚŚĂŐƵĞƐƚŚĞďĞŐŝŶƐƚŽĨĞĞůƐůĞĞƉǇ͘,ĞĂƐŬƐƚŚĞŐƵĞƐƚƚŽĐŽŵĞ
ďĂĐŬƚŚĞĨŽůůŽǁŝŶŐŵŽƌŶŝŶŐǁŝƚŚŚŝs qin. Li Bai ŝƐƌĞĨĞƌƌŝŶŐďĂĐŬƚŽdĂŽzƵĂŶŵing’s poem for this scene.
The important image that the qin presents here is the notion of detachment from the ordinary world.
One point to mention in here is that ^ƃƐĞŬŝ was very fond of Tao’s poems as shown in line seven and
eight. Indeed, at one point, ^ƃƐĞŬŝ copied out, in Chinese calligraphy, the Tao poem, Gui-qu-ůĂŝĐŝ (ᖐཤ
᮶㎡), ǁŚŝĐŚŝƐĐŽŵƉŝůĞĚĂŶĚŬĞƉƚƚŽĚĂǇ.
43
44

^ƃƐĞki ĞŶƐŚƻ vol.12. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕1994, p. 426-427.
<ĂŶĚĂ͕,ŝĚĞŽ͘SƃƐŚi no SoƐĞŝ. Meiji Shoin, dŽŬǇŽ͕1988, p. 198.
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Lines seven and eight conjure up a small peaceful community, and by using the words, ‘DŽŐƐĂŶĚĐŽĐŬƐ’
refers to dĂŽzƵĂŶming’s dŚĞƚĂůĞ ŽĨ ƚŚĞWĞĂĐŚ-BůŽƐƐŽŵ^ƉƌŝŶŐ and Chapter Eighty from the Laozi. The
space Tao depicts in his story, TŚĞƚĂůĞ ŽĨ ƚŚĞ WĞĂĐŚ-ůŽƐƐŽŵ^ƉƌŝŶŐ is the imaginary space inside the
mind where people feel calm and comfortable. >Ğƚ͛ƐƌĞĨĞƌďĂĐŬƚŽ>ĂŽǌŝ͛ƐƉĞĂĐĞĨƵůĐŽŵŵƵŶŝƚǇ͘
Let the county be small and people fewBring it about that there are weapons for “tens” and “hundreds,”
zĞƚůĞƚŶŽŽŶĞƵƐĞƚŚĞŵ͗
Have the people regard death gravely and put migrating far from their minds.
Though they might have boats and carriages, no one will ride them;
Though they might have armor and spears, no one will display them.
,ĂǀĞƚŚĞƉĞŽƉůĞƌĞƚƵƌŶƚŽŬŶŽƚƚŝŶŐĐŽrds and using them.
They will relish their food,
Regard their clothing as beautiful,
Delight in their customs,
And feel safe and secure in their homes.
EĞŝŐŚďŽƵƌŝŶŐƐƚĂƚĞƐŵŝŐŚƚŽǀĞƌůŽŽŬŽŶĞĂŶŽƚŚĞƌ͕
ŶĚƚŚĞƐŽƵŶĚƐŽĨĐŚŝĐŬĞŶƐĂŶĚĚŽŐƐŵŝŐŚƚďĞŽǀĞƌŚĞĂƌĚ͕
zĞƚ ƚŚĞ ƉĞŽƉůĞ ǁŝůů ĂƌƌŝǀĞ Ăƚ ŽůĚ ĂŐe and death with no comings and goings between
them. 45

45

,ĞŶƌŝĐŬƐ͕ZŽďĞƌƚ'͘Trans. Lao-ƚǌƵdĞ-Tao Ching. Rider, London, 1991, p. 36.
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In Laozi’s text the last three lines of the English translation from the original Chinese rhyme-match with
Tao and ^ƃƐĞŬŝalthough there are slight variations, listed as follows,
ᬢᅵ૮ɽ᳦ݚ೯ᡐ૮ซɽࢺࢰɽ૮ԡုɽ

ྣࠅ૮Ίɼܴݚ૮ซ͓͞ͱɼɼࢰͶࢺΖΉͲɼ૮͏ԡཔͦͥɽ 46

Now, we compare with Tao’s version of the poem.
༙ྒྷీɼඔஓɼ܄೯ሳɽ᮱᮶ި௪ɼ᳦ݚ૮ซɽ

ଘԡုझࡠɼঃҧஸɼ࣫ਕɽ

ԭേਪᱳɼดዋષࣙᒞɽ

ྒྷీɼඔஓɼ܄ሳ༙Εɽ᮱᮶ިΕ௪ͣɼ᳦ݚ૮ซ͞Αɽ

ଘͶԡု͢झࡠͤΖঃҧஸͺɼ͚࣫ਕ͢ɽ

ԭേʀਪᱳɼด;Ͷዋષͳ͢ͱࣙΔᒞ͢ΌΕɽ 47

dŚĞƌĞĂƌĞgŽŽĚůĂŶĚƐ͕ďĞĂƵƚŝĨƵůƉŽnds, ŵƵůďĞƌƌǇĂŶĚďĂŵďŽŽ͘dŚĞƌĞŝƐĂĐƌŽƐƐƌŽĂĚs
ĂŶĚǇŽƵĐĂŶŚĞĂƌƚŚĞƐŽƵŶĚŽĨĐŽĐŬƐĐƌŽǁing ĂŶĚĚŽŐƐďĂƌŬing at ĞĂĐŚŽƚŚĞƌ.
dŚĞĐůŽƚŚŝŶŐŽĨƚŚĞŵĞŶĂŶĚǁŽŵĞŶŝŶƚŚĞĨŝĞůĚƐƉůĂŶƚŝŶŐƐĞĞĚƐŵĂŬĞƚŚĞŵůŽŽŬĂƐƚŚŽƵŐŚ  
ƚŚĞǇĂƌĞĨƌŽŵ a ĨŽƌĞŝŐŶĐŽƵŶƚƌǇ͘
KůĚmĞŶĂŶĚĐŚŝůĚƌĞŶĂƌĞƐŵŝůŝŶŐ͕ĞǀĞƌǇŽŶĞ ůŽŽŬƐŚĂƉƉǇ͘

46

47

&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘ZƃƐŚŝ. ChŝŬƵŵĂ^ŚŽďƃ͕dŽŬǇŽ͕ϮϬϭϯ͕Ɖ͘ 302-303.
Matsueda͕dĂŬĞŽ. ΘtĂĚĂ͕dĂŬĞƐhi. Trans. Tƃ EnmĞŝĞŶƐŚƻ Vol. 2. Iwanami Shoten, 2013, dŽŬǇŽ͕p. 153.
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Here we can see clear rhyme-ŵĂƚĐŚŝŶŐďĞƚǁĞĞŶ>ĂŽǌŝ͕dĂŽzƵĂŶŵŝŶŐĂŶĚ^ŽƐĞŬŝ. Let us see now what
^ƃƐĞŬŝ found so fascinating in the ideas of >ĂŽǌŝĂŶĚdĂŽzƵĂŶŵŝŶŐ.
&ƵŬƵŶĂŐĂĞǆƉůĂŝŶƐƚŚĂƚĂĐŽŵŵƵŶŝƚǇǁŝƚŚ a very small number of people is the core of Laozi’s political
system of non-action. It is an enclosed community and is very similar to dŚĞƚĂůĞ ŽĨ ƚŚĞWĞĂĐŚ ůŽƐƐŽŵ
^ƉƌŝŶŐ ǁƌŝƚƚĞŶ ďǇ dĂŽ zƵĂŶŵŝŶŐ͘ /ŶƐŝĚĞ ƚŚŝƐ ƵƚŽƉŝĂ-ůŝŬĞ ƐŽĐŝĞƚǇ͕ ƉĞŽƉůĞ ĚŽŶ͛ƚ ŐĞƚ ground down by
civilisation and live their lives simply and peacefully. 48
The idea of dŚĞ ƚĂůĞ ŽĨ ƚŚĞ WĞĂĐŚ-ůŽƐƐŽŵ ^ƉƌŝŶŐ, written by TaŽ zƵĂŶming, has fascinated many
ƉĞŽƉůĞŽǀĞƌƚŚĞŐĞŶĞƌĂƚŝŽŶƐ͕ĂƐŽďƐĞƌǀĞĚďǇ,ĂŐĂdƃƌƵ͘ 49 He explains that, Li Bai, Wang Wei, Su Shi,
and ^ƃƐĞŬŝ, refer to the story in their poems, suggesting the scenes or adopting the phrases, ‘'rove of
peach trees’(ṳ㣡᷇), ‘A small opening from which a light seemed to come’(儓儤㤕ᴹ)ݹ, ‘CŽĐŬƐ
crowing and dogs ďĂƌŬŝŶŐĂƚ each other’(县⣜㚎), ‘This inaccessible spot’(㎦ຳ). 50
The story is simple and short. It is about a peaceful small community hidden from the outer world,
discovered by a fisherman who gets lost ŝŶƚŚĞŵŽƵŶƚĂŝŶǁŚŝůĞŵĂŬŝŶŐŚŝƐǁĂǇƚŚƌŽƵŐŚŶĂƌƌŽǁƉĂƚŚƐ
ĂŶĚŐƌŽǀĞƐ͘,ĞƐƚĂǇƐƚŚĞƌĞĨŽƌĂĨĞǁďůŝƐƐĨƵůĚĂǇƐ͘ĨƚĞƌŚĞƌĞƚƵƌŶƐƚŽŚŝƐƚŽǁŶŚĞƚƌŝĞƐƚŽŐŽďĂĐŬĂŐĂŝŶ͕
however, he fails to find it. Haga says that the Western equivalents would be similar to TŚĞ'ĂƌĚĞŶŽĨ
ĚĞŶ or ƌĐĂĚŝĂ. It is a place where one feels comfortable and at peace. Haga says that it is a topos that
exists in the space created by literature. However, it is not merely a utopia or a land inhabited by
hermits.
Ɛ ǁĞ ŬŶŽǁ ^ƃƐĞŬŝ was fond of nanga painting and that images and scenery from nanga were
ŝŶĞǆƚƌŝĐĂďůǇ ůŝŶŬĞĚ ǁŝƚŚ kanshi. His best friend, ^ŚŝŬŝ͕ ǁŚŽŵ ǁĞ ŬŶŽǁ ǀĞƌǇ ǁĞůů ďǇ ŶŽǁ͕ ƐƚƌŽŶŐůǇ
promoted poems and paintings by Buson a ŚĂŝŬƵ poet and nanga artist from the Edo period. Buson

48
49

50

&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘ZƃƐŚŝ. ŚŝŬƵŵĂ^ŚŽďƃ͕dŽŬyo, 2013, p. 304.
,ĂŐĂ͕dƃƌƵ. zŽƐĂƵƐŽŶŶŽŚŝŝƐĂŶĂ^ĞŬĂŝ͘ ŚƻŬƃƵŶŬŽ, TŽŬǇŽ͕ϭϵϴϴ͕Ɖ͘ϭϰϱ-150.
Davis, A.R. Trans. dĂŽzƾĂŶ-ming (AD 365-427). Vol 1 Cambridge University Wƌess, Cambridge, 1983, p. 193-197.
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painted many different types of scenery. Haga states that Buson is one of the pioneers who rediscovered dŚĞƚĂůĞ ŽĨ ƚŚĞWĞĂĐŚ ůŽƐƐŽŵ^ƉƌŝŶŐ in mid-eighteenth century Japan.
In the last two lines, ^ƃƐĞŬŝ promotes the idea of the ideal peaceful community that Laozi had written
about, later depicted as a detaiůĞĚ ƐƚŽƌǇ ĂŶĚ ƉŽĞŵ ďǇ dĂŽ zƵĂŶŵing and visualised by the nanga
painter, Buson. dŚĞŬĞǇpath to getting into the poetic land inside the mind is by ‘forgetting oneself’, so
Zhuangzi explained.
^ƃƐĞŬŝĚĞĚŝĐĂƚĞĚƚŚŝƐƉŽĞŵƚŽ/ŬĞďĞ͕who had studied at the same Chinese Academy with ^ƃƐĞŬŝ when
they were in their teens. He ŝƐƚĞůůŝŶŐ/ŬĞďĞ, who had been his best friend during illness and was well
acquainted with his poetical aestheticism, that he has recovered well enough to be able to compose a
longer poem now. According to TucŬ’s account͕/ŬĞďĞĂŶƐǁĞƌĞĚŽŶĞŽĨ^ŽƐĞŬŝ͛ƐƉŽĞŵs from this period,
and this may well be the ƉŽĞŵ /ŬĞďĞ responded to. ĨƚĞƌ ůŽƐŝŶŐ ^ŚŝŬŝ͕ ^ŽƐĞŬŝ ĐŽŵƉŽƐĞĚ ƌŚǇŵĞmatching poems with no one but the ancient historical poets except on one occasion with /ŬĞďĞ. This
was noted by TuĐŬ who observed, “A partial ĞǆĐĞƉƚŝŽŶƚŽƚŚŝƐŝƐ/ŬĞďĞ^ĂŶǌĂŶ ụ㎶୕ᒣ (1864-1912),
who was something of a mentor and confidante to SƃƐĞŬŝĂƚƚŚĞdŽŬǇŽAsahi Shinbun, and who in 1910
produced a ũŝŝŶ piece based on one of SƃƐĞŬŝ͛Ɛkanshi that had appeared as part of the latter’s Omoidasu
kotonado ᛮ࠸ฟࡍࡇ࡞, which was being serialized in the Asahi at the time. The poem to which
Sanzan was responding seems to have been addressed to him anyway, composed on the occasion of his
calling to visit SƃƐĞŬŝ ĚƵƌŝŶŐ ŝůůŶĞƐƐ͘ ^ƃƐĞŬŝ ĚŝĚ ŶŽƚ ŝŶŝƚŝĂƚĞ ƚŚĞ exchange or reply to Sanzan’s verse in
ŬŝŶĚ͘” 51 Up until now Sanzan’s kanshi ƌĞƉůǇƚŽ^ŽƐĞŬŝhasn’t been found. It would be helpful to see it. It
would be further proof of the close nature of their relationship.
^ƃƐĞŬŝ had recovered his poetic inspiration, ĨƻƌǇƻ, which gave him a peaceful state of mind and
provided him with the strength to recover from illness and find consolation for the loss of his best
ĨƌŝĞŶĚ͕^ŚŝŬŝ͘
51

dƵĐŬ͕ZŽďĞƌƚ:ĂŵĞƐ͘dŚĞ WŽĞƚƌǇŽĨŝĂůŽŐƵĞ͗<Ănshi, Haiku anĚDĞĚŝĂŝŶDĞŝũŝ:ĂƉĂŶϭϴϳϬ-ϭϵϬϬ. Columbia University,
New zŽƌŬ͕ϮϬϭϮ͕Ɖ͘ϭϮϴ͕ footnote 41.
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BECOME ONE WITH NATURE
tĞŚĂǀĞůŽŽŬĞĚat a poem he composed when he was recovering at a hospital ŝŶdŽŬǇŽĂĨƚĞƌ his serious
illness at Shuzen-ji. Now, we turn to the poem he composed just after vomiting blood and recovering in
bed at Shuzen-ji. This poem was placed in chapter 20 of Omoidasu kotonado, 52 as noted in ^ƃƐĞŬŝ͛Ɛ
diary on 29 September.
dŚĞŽŶůǇƚŚŝŶŐŚĞĐŽƵůĚĚŽ͕ǁŚŝůƐƚůǇŝŶŐŝŶďĞĚďĂƌĞůǇĂďůĞƚŽŵŽǀĞ͕ǁĂƐƚŽǁĂƚĐŚƚŚĞƐŬǇ͘dŚĞƐŬǇĂŶĚ
white clouds were important themes for ^ƃƐĞŬŝ as we discussed earlier. White Clouds can represent the
poetic sentiment. At the beginning ^ƃƐĞŬŝ couldn’t compose a long poem. So, he started with Gogon
ĞŬŬƵ, four lines of five characters. This is the poem he composed during his recovery whilst he was
ůǇŝŶŐĚŽǁŶůŽŽŬŝŶŐĂƚƚŚĞƐŬǇ. As ever his language is simple and precise, the images crisp and clear.

29 September 1910
WŽĞŵϴϭ;ĨĞĂƚƵƌĞĚŝŶOmoidasu kotonado Chapter 20, published in dŽŬǇŽAsahi on 5 January, 1911)
“No Title” ໃୌ
௮⮩ேዴ။ ௮⮩ ே ။ࡢࡈࡃ
㯲↛ぢ✵ 㯲↛ࡋ࡚ ✵ࢆぢࡿ
✵㞼ື ✵ 㞼ືࡎ
⤊᪥ᯀ┦ྠ ⤊᪥ ᯀࡋ࡚┦࠸ྠࡌ 53
/ůŝĞ ĚŽǁŶŽŶƚŚĞďĞĚĂŶĚŬĞĞƉƐŝůĞŶƚĂƐƚŚŽƵŐŚ/ĐĂŶ͛ƚƐƉĞĂŬ͘

52

^ƃƐĞŬŝĞŶƐŚƻvol.12. Iwanami Shoten͕dŽŬǇŽ͕ϭϵϵϰ͕“Omoidasu <Žƚonado”, p. 417.
^ƃƐĞŬŝĞŶƐŚƻ vol. 18. Iwanami Shoten, ToŬǇŽ͕ϭϵϵϱ͕ p. 243.
^ƃƐĞŬŝĞnƐŚƻvol.12. Iwanami ShoteŶ͕dŽŬǇŽ͕ϭϵϵϰ͕͞KŵŽŝĚĂƐƵ<ŽƚŽŶĂĚŽ͕͟ p. 417.
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DǇĚĂŝůǇĚƵƚǇ is ƚŽůŽŽŬĂƚƚŚĞĐůĞĂƌďůƵĞƐŬǇ.
dŚĞ ĐůŽƵĚƐ ŝŶƚŚĞƐŬǇ ĂƌĞŶŽƚ moving.
dŚĞǁŚŽůĞĚĂǇǁĞĂƌĞƚŽŐĞƚŚĞƌĂŶĚƉaƌƚŽĨĞĂĐŚŽƚŚĞƌ.
'ŽŐŽŶĞŬŬƵ
In line one, Ԡ㠕Ӫྲ, ^ƃƐĞŬŝ explains the condition of not being able to speĂŬ in the Omoidasu
kotonado, he says that during ƚŚŝƐƉĞƌŝŽĚŽĨƌĞĐƵƉĞƌĂƚŝŽŶŚĞĨĞůƚƵŶĐŽŵĨŽƌƚĂďůĞǁŚĞŶŚĞŚĂĚƚŽƚĂůŬƚŽ
visitors for more than ten minutes at a time. He says that the experience disturbed his inner peace, the
vibration of the visitor’s voŝĐĞĞŶƚĞƌŝŶŐŚŝƐĞĂƌƐůŝŬĞĂǁĂǀĞŽĨĂŝƌƌƵƐŚŝŶŐŝŶƚŽŚŝƐŚĞĂƌƚ͘^ƃƐĞŬŝ recalls he
bore in mind the old saying ‘Silence is golden’ and saying nothing lay face up in bed.
In line two, 唉❦㾻བྷオ, ^ƃƐĞŬŝ ƐĂǇƐ ƚŚĂƚ ŚĞ ǁĂƐ ŐƌĂƚĞĨƵů ƚŚĂƚ ŚĞ ĐŽƵůĚ ƐĞĞ ƚŚĞ ďůƵĞ ƐŬǇ ŝŶ ƚŚĞ ŐĂƉ
between his window and the roof of the building opposite͘/ƚǁĂƐƚŚĞƐĞĂƐŽŶǁŚĞŶƚŚĞƐŬǇis limitless.
^ƃƐĞŬŝ describes his daily routine of watching the clouds in silence.
In the third line, བྷオ䴢нअ, ^ƃƐĞŬŝ explains that tŚĞůĂƌŐĞƐŬǇ͕ǁŚŝĐŚ was empty within, proffered its
silent shadow which reflected in his heart. ^ƃƐĞŬŝ goes on to describe this inner feeling of emptiness in
his heart which he identified with the stillness, simplicity and transparency of clouds. tŚĞŶ ^ŽƐĞŬŝ
ƚŚŝŶŬs of clouds, he is in a peaceful state of mind. In other words, white clouds repreƐĞŶƚ ^ŽƐĞŬŝ͛Ɛ
spiritual land.
In the final line, ⤊᪥ᯀ┦ྠ, ^ƃƐĞŬŝ expresses how he is with the clouds, referring to how his poetic
sensitivity is present and remains with him. He is indulging in a poetic world, merging with the clouds
and forgetting himself. This experience develops to the state of mind which ^ŽƐĞŬŝ, at the final stage of
his life called sŽŬƵƚĞŶkǇŽƐŚŝ (๎ኳཤ⚾).
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By mentioning silence in the first line ^ŽƐĞŬŝis referring to meditation in quietness. In the second line,
he states that his world is in emptiness. ^ƃƐĞŬŝexplains in the third line that the mind in emptiness is
not moving, and confirms in the fourth line that he is in a meditative state of mind every day. It is a
simple and direct expression of this state of being.
This simple and pure piece of writing, which shows ^ƃƐĞŬŝ immersing himself in his poetic sentiment,
ĨƻƌǇƻ, is regarded as a quintessential poem from his Shuzen-ji period 54, and ^ƃƐĞŬŝ,’s own calligraphy of
this poem has been enlarged and is engraved on a stone and placed at Shuzen-ji as a memorial.
Let’s refer to another example of a simple and pure poem ^ƃƐeŬŝ composed during his period of
recuperation at Shuzen-ji. This poem was written slightly before the previous poem and was noted in
his diary entry for 25 September, a day before he was told that he had been close to death.

25 September 1910
WŽĞŵϴϬ;Ĩeatured in Omoidasu kotonado Chapter 5, published in dŽŬǇŽAsahi on 18 November 1910)
“No Title” ໃୌ
㢼ὶேᮍṚ 㢼ὶ ேᮍࡔṚ࡞ࡎ
⿹㡿Ύ㛩 ⿹ Ύ㛩ࢆ㡿ࡍ
᪥᪥ᒣ୰ ᪥᪥ ᒣ୰ࡢࡇ
ᮅᮅぢ☐ᒣ ᮅᮅ ☐ᒣࢆぢࡿ 55
/ƐƵƌǀŝvĞĚĂĐƌŝƚŝĐĂůĞƉŝƐŽĚĞĂŶĚĨŝŶĚŝŶŐŵǇƐĞůĨƐƚŝůů ĂůŝǀĞam ĞŶƚĞƌŝŶŐ into a ƉŽĞƚŝĐ stĂƚĞ.
ƵĞ ƚŽŝůůŶĞƐƐ/ĂŵůŝǀŝŶŐŝŶĂĐĂůŵĂŶĚƚƌĂŶƋƵŝůĞŶǀŝƌŽŶŵĞŶƚĂǁĂǇĨƌŽŵƚŚĞďƵƐǇǁŽƌůĚ͘
54
55

DĂƚƐƵŽŬĂ͕zƵǌƵru. SƃƐĞŬŝ ^ĞŶƐĞŝ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ, 1934, p. 166-167.
^ƃƐĞŬŝĞŶƐŚƻ vol. 18. Iwanami SŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 242.
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ǀĞƌǇĚĂǇ͕/ƐƉĞŶĚƚŝŵĞŝŶƚŚĞ ŵŽƵŶƚĂŝŶƐĨĂƌ ĂǁĂǇĨƌŽŵǁŽƌůĚůǇĂĨĨĂŝƌƐ.
ǀĞƌǇŵŽƌnŝŶŐǁŚĞŶ/ǁĂŬĞƵƉ͕/ ŐĂǌĞŽŶ ƚŚĞďĞĂƵƚŝĨƵůŐƌĞĞŶŵŽƵŶƚĂŝŶ͘
'ŽŐŽŶĞŬŬƵ
The third line, ᒣ୰, ‘The mountains far away from worldly affairs’, rhyme-matches with a poem
ĨƌŽŵƚŚĞdĂŶŐƉĞƌŝŽĚ͕dĂŝƐŚĂŶŐzŝŶǌŚĞ (ኴୖ㞃⪅) compiled in Tang Shi Xuan (၈リ㑅). It is a line from
his poem, “RĞŶĚĂ” (ே⟅).
ᒣ୰↓ᬺ᪥

ᒣ୰ ᬺ᪥↓ࡋ

ᐮ┗▱ᖺ

ᐮᑾࡃࢀࡶᖺࢆ▱ࡽࡎ 56

dŚĞƌĞŝƐŶŽĐĂůĞŶdaƌǁŚĞŶǇŽƵĂƌĞƚƌĂŝŶŝŶŐŝŶƚŚĞŵŽƵŶƚĂŝŶs.
EŽǁƚŚĞǁŝŶƚĞƌŚĂƐƉĂƐƐĞĚĂŶĚǁĞĂƌĞŝŶĂŶĞǁǇĞĂƌ͕ĂůƚŚŽƵŐŚ/ĚŽŶ͛ƚŬŶŽǁǁŚĂƚǇĞĂƌŝƚŝƐ.
‘TŚĞƌĞŝƐŶŽĐĂůĞŶĚĂƌŝŶŵŽƵŶƚĂŝŶ ůŝĨĞ’ (ᒣ
ᒣ୰↓ᬺ᪥㸧iŶdĂŝƐŚĂŶŐzŝŶǌŚĞ͛Ɛ poem is well-ŬŶŽǁŶŝŶĞŶ
vocabulary. Here, SoseŬŝŝs also rhyme-matching with Zen teachings.
In the fourth line, ☐ᒣ, ‘The green mountain’͕ ŚĂƌŬƐ ďĂĐŬ ƚŽ Ă ƉŽĞŵ ďǇ >ŝ ai, “Dialogue in the
mountain” (ᒣ୰ၥ⟅), ^ŽƐĞŬŝŝƐƌŚǇŵe matching with the first line of Li Bai’s poem.
ၥవఱព᳇☐ᒣ వၥࡩ ఱࡢព☐ᒣ᳇ࡴ
➗⪋⟅ᚰ⮬㛩 ➗ࡗ࡚⟅࠼ࡎ ᚰ ⮬ࡎࡽ㛩࡞ࡾ 57
WĞŽƉůĞĂƐŬŵĞǁŚǇ/ŐŽŽĨĨŝŶƚŽƚŚĞŐƌĞĞŶŵŽƵŶƚĂŝŶ͘
/ƐŵŝůĞĂŶĚĚŽŶŽƚĂŶƐǁĞƌ. DǇŵŝŶĚŝƐƉĞĂĐĞĨƵůĂƐŝƚŝƐ͘
/ƐŚŝŬĂǁĂ ĞǆƉůĂŝŶƐ ƚŚĂƚ >ŝ ai got the idea from a ĐŽůůĞĐƚŝŽŶ ŽĨ ƉŽĞŵƐ ŽŶ ĚƌŝŶŬŝŶŐ ;㣧㓇) by Tao
56
57

DĂĞŶŽ͕EĂŽĂŬŝ͘Annot. dƃ^ŚŝƐĞŶ. Vol. 2. Iwanami Shoten, dŽŬǇŽ͕ϮϬϬϵ͘ p.443-444.
Matsuura Tomohisa Ed. <ĂŶƐŚŝŶŽ:ŝƚĞŶ͘dĂŝƐŚƵŬĂn Shoten͕dŽŬǇŽ͕ 2007, p. 622.
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zƵĂŶming, although the style differs. 58 The important point is that the person’s smile is beyond
explanation.
^ƃƐĞŬŝ made the following comments in his diary entry for this day. “Mystical speechless state of mind,
rest in self-immersion, effortless painless imagination, (similar to a cloud drifting out of a painting scroll,
emerging and disappearing spontaneously,) liberated non-action, lying down in silence without
purpose, resting in inactivity, composed spirituality, action without obstacle, brain function without
objective”. 59 These notes describe how thoughts sprang up whilst he lay on his bed in silence merging
with nature.
In Omoidau kotonado, he explained how he achieved a state of poetic inspiration. “When I am away
from the mundane world and my mind is clear and not disturbed, the words sprout spontaneously and
become poems coming from many directions depending on the feeling of the time. I realise afterwards
that those moments are the most precious moments in my life.” 60
^ƃƐĞŬŝ returns furiously to composing Chinese poems during his convalescence. He had definitely
recovered his ĨƻƌǇƻ, the poetic sentiment, and composing poems gave him the energy he needed to
recuperate. From this period onwards, composing poetry became a form of meditation bringing him a
calm state of mind. It is Important to note as /ŬŬĂŝ ŵĞŶƚŝŽŶĞĚ that the third and fourth lines of this
poem were evaluated highly by a Chinese researcher who specialises in Japanese Classic Literature Xie
Liuyi (ㅰභ㐓) in the literary magazine, <ĂŝǌŽ in 1926. Xie commented that the two lines (third and
ĨŽƵƌƚŚͿ ĨƌŽŵ ƚŚĞ ƉŽĞŵ ĐŽŵƉŽƐĞĚ ďǇ Dƌ͘ EĂƚƐƵŵĞ ^ŽƐĞŬŝ͛Ɛ ƉŽem in Omoidasu kotonado are
exceptionally good. 61
At this point, after a month in a critical condition he is simply pleased that he is getting his strength
ďĂĐŬĂŶĚĞŶũŽǇƐthe serene state he has achieved after going through a serious illness. He has had time
58

59
60
61

Matsuura Tomohisa Ed. <ĂŶƐŚŝŶŽ:ŝƚĞŶ. TĂŝƐŚƵŬĂn Shoten, TŽŬǇŽ͕ 2007, p. 240.
^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϮϬ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕1996, p. 215.
^ƃƐĞŬŝĞŶƐŚƻ vol.12. ͞KŵŽŝĚĂƐƵ<ŽƚŽŶĂĚŽ͘͟Iwanami ShoƚĞŶ͕dŽŬǇŽ͕ϭϵϵϰ͕Ɖ͘369-373.
SƃƐĞŬŝĞŶƐŚƻvol. 18. Iwanami Shoten͕dŽŬǇŽ͕ϭϵϵϱ, p. 262.
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and opportunity to once more enter the timeless world of kanshi. He was not aware that he had been
unconscious for thirty minutes and on the verge of death. Now, we move on to a poem he composed
expressing the feeling he had after he became aware that he had nearly died.

EQUALITY OF LIFE AND DEATH
It was important for ^ƃƐĞŬŝ to have a calm mind, so as not to aggravate his stomach condition. He began
to compose kanshi during his recovery from a serious illness in Shuzen-ji.
EŽǁ͕ǁĞĚŝƐĐƵƐƐƚŚĞĂƉƉƌŽĂĐŚŚĞƚŽŽŬŝŶŽƌĚĞƌƚŽŵĂŝŶƚĂŝŶŚŝƐƉĞĂĐĞĨƵůƐƚĂƚĞŽĨŵŝŶĚŝŶƚŚĞĞǀĞƌǇĚĂǇ
world by examining a poem composed on 16 October. He placed this poem just after the section in
Omoidasu kotonado where he expresses his feelings on discovering he had been critically ill. 62
He only found out about having a near-death unconscious period of thirty minutes through reading the
notes his wife ƚŽŽŬĂƚƚŚĞƚŝŵĞŽĨƚŚŝƐĞǆƚƌĞŵĞůǇĐƌŝƚŝĐĂůĞƉŝƐŽĚĞ. 63 He expresses the feeling he had on
finding out the fact that he had been completely unaware of his proximity to death as follows, “It is
terrifying indeed to be told by soŵĞŽŶĞĞůƐĞƚŚĂƚŽŶĞŝƐĂďŽƵƚƚŽƚĂŬĞƚŚĂƚůĞĂƉ͕from death to life, or
worse still to be tŽůĚƚŚĂƚŽŶĞŚĂƐƚĂŬĞŶƚŚĂƚůĞĂƉĂŶĚƌĞƚƵƌŶĞĚƚŽůŝĨĞ͘͟ 64
He composed the first version on 16 October, and made a second version the next day and then a final
version the day after. After composing the second version he notes in his diary on the 17 October that
“This is a real poem, not a poem for poetry͛ƐƐĂŬĞ͟ 65 One Japanese scholar made a comment on this
poem, “This poem is not the expression of a momentary feeling but of a deeper feeling about human
life which came through his experience of coming so close to death.” 66
/ƚ ŝƐ ƚŚĞ ĨŝƌƐƚ ƉŽĞŵ ŚĞ ǁƌŽƚĞ ŽŶ ŚŝƐ ƌĞƚƵƌŶ ƚŽ dŽŬǇŽ͘ ,Ğ ĐŽŵƉŽƐĞĚ ŝƚ ĚƵƌŝŶŐ ŚŝƐ ƐƚĂǇ Ăƚ ƚŚĞ EĂŐĂǇŽ
62
63
64
65
66

^ƃƐĞŬŝ ĞŶƐŚƻ vol.12. Iwanami Shoten. dŽŬǇŽ͕1994, p. 397-403.
^ƃƐĞŬŝĞŶƐŚƻ vol.20. Iwanami Shoten, dŽŬǇŽ͕1996, p. 195.
Flutsch, Maria. ZĞĐŽůůĞĐƚŝŽŶƐ, ^ƃƐĞŬi Museum in London, 1997, p. 59.
^ƃƐĞŬŝĞŶƐŚƻ vol.20. Iwanami ShotĞŶ͕dŽŬǇŽ͕1996, p. 233.
Shimizu, Shigeru. “'ĞƉƉƃEŽ͘ϳ”, ^ƃƐĞki ĞŶƐŚƻ, /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕1994, p.4-7.
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Hospital. It is a longer poem than the poems composed in Shuzen-ji, consisting of sixteen lines of five
characters and it shows that ^ƃƐĞŬi is getting healthier and stronger.

16 October 1910
WŽĞŵϵϭ;featured in Omoidasu kotonado Chapter 15, published in dŽŬǇŽAsahi on 17 December, 1910)

“No Title” ໃୌ

⦸⦍⋞㯤እ

⦸ࡓࡿ⋞㯤ࡢእ

Ṛ⏕ㅰ

Ṛ⏕ ࡈࡶㅰࡍࡿ

ᐤクෞ↛ཤ

ᐤク ෞ↛ࡋ࡚ཤࡾ

ᡃᚰఱᡤஅ

ᡃࡀᚰ ఱࡢஅࡃᡤࡒ

ᖐ᮶て᰿

ᖐ᮶ ᰿ࢆてࡴࡿࡶ

ᯀ✾❵㞴▱

ᯀ✾ࡋ࡚ ❵▱ࡾ㞴ࡋ

Ꮩឋ✵㑃ክ

Ꮩឋ ✵ࡋࡃክࢆ㑃ࡾ

ᐄືⷜ⍟ᝒ

ᐄࡋ࡚ⷜ⍟ࡢᝒࡋࡳࢆືࡍࠋ

Ụᒣ⛅ᕬ⪁

Ụᒣ ⛅ᕬ⪁࠸

⢛⸆㧤ᑗ⾶

⢛⸆ 㧤ᑗ⾶࠼ࢇࡍ

ᗷᐾኳᑦᅾ

ᗷᐾࡋ࡚ ኳᑦ࠾ᅾࡾ

㧗ᶞ⊂వᯞ

㧗ᶞ ⊂ࡾᯞࢆవࡍ

ᬌዴṈ⃪

ᬌ Ṉࡃࡢዴࡃ⃪
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㢼㟢ධリ㐜

㢼㟢 リධࡿࡇ㐜ࡋ 67

ƚŽŶĞƉŽŝŶƚ, I ǁĞŶƚŝŶƚŽƚŚĞǁŽƌůĚŽƵƚƐŝĚĞŽĨĐŽŶƐĐŝŽƵƐŶĞƐƐ,
/ǁĂƐŚĂůĨǁĂǇ ďĞƚǁĞĞŶůŝĨĞĂŶĚĚĞĂƚŚ͘
In ĚĂƌŬŶĞƐƐ͕/ĚŝĚŶ͛ƚŚĂǀĞĂŶǇƚŚŝŶŐƚŽŚŽůĚŽŶƚŽ,
tŚĞƌĞĚŝĚŵǇƐƉŝƌŝƚ ƚƌǇƚŽŐŽ͍
ĨƚĞƌƌĞƚƵƌŶŝŶŐ͕/ƐŽƵŐŚƚĨŽƌƚŚĞƌŽŽƚŽĨǁŚĞƌĞ/ĐĂŵĞĨƌŽŵ,
It is ŚĂǌǇ ĂŶĚĚŝĨĨŝĐƵůƚto ĞǆƉůĂŝŶŝŶǁŽƌĚƐ.
LŽŶĞůŝŶĞƐƐ ĂŶĚƐŽƌƌŽǁŬĞĞƉĐŽŵŝŶŐďĂĐŬůŝŬĞ in a ǀĂŐƵĞĚƌĞĂŵ,
DǇŚĞaƌƚ is ŵŽǀĞĚďǇƚŚĞůŽŶĞůŝŶĞƐƐ ǁŚŝĐŚƐŽƵŶĚƐ ůŝŬĞan ƵƚƵŵŶǁŝŶĚ͘
dŚĞƵƚƵŵŶŐƌŽǁs ĚĞĞƉŽŶŵŽƵŶƚĂŝŶĂŶĚƌŝǀĞƌ,
,ĂǀŝŶŐƌŝĐĞƐŽƵƉ ĂŶĚŵĞĚŝĐŝŶĞ͕ŵǇŚĂŝƌƚƵƌŶĞĚŐƌĞǇĂŶĚ/ŐƌŽǁŽůĚ͘
,ĞĂǀĞŶŝƐǀĂƐƚ ĂŶĚĞŵƉƚǇ,
dŚĞƚƌĞĞŝƐƚŚĞƌĞĂůƚŚŽƵŐŚ ĂůůƚŚĞůĞĂǀĞs havĞ ĨĂůůĞn oĨĨŝƚƐďƌĂŶĐŚ͘
Finding a ƚƌĂŶƋƵŝůƐƚĂƚĞŽĨŵŝŶĚin ŽůĚĂŐĞ͕
/ĐŽŵƉŽƐĞƉŽĞƚƌǇǁŝƚŚĂ ƚƌĂŶƋƵŝůŵŝŶĚŝŶƐƉŝƌĞĚďǇƵƚƵŵŶƐĞŶƚŝŵĞŶƚs.
'ŽŐŽŶ<ŽƐŚŝ
In line one and two, SƃƐĞŬi is setting the scene at the time of his being critically ill and unconscious. He
adopts the characters, ⋞ meaning the colour of Heaven and 㯤 meaning the colour of the Earth, and
እ ŵĞĂŶŝŶŐŽƵƚƐŝĚĞ͘dŚĞƐĞƚŚƌĞĞĐŚĂƌĂĐƚĞƌƐƚĂŬĞŶƚŽŐĞƚŚĞƌƐŝŐŶŝĨǇďĞŝŶŐŽƵtside of heaven and earth,

67

^ƃƐĞŬŝĞŶƐŚƻ vol. 18. Iwanami Shoten, dŽŬǇŽ͕ϭϵϵϱ͕ p. 263-264.
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in other words in the cosmos. In the second line, Ṛ⏕ㅰ describes the interchanging of life and
death. 68 ^ƃƐĞŬŝ in these first and second lines ŝƐ ƌĞĨĞƌƌŝŶŐ ďĂĐŬ to the time when he became
unconscious. He was totally unaware of this incident until he was told by his wife. ^ŽƐĞŬŝ decided to
compose a poem about this extraordinary experience using kanshi to express his innermost feelings.
Lines three to six are important in relation to Daoist thought, since in these lines ^ƃƐĞŬŝ introduces
Daoist concepts. We will examine the words in line three, ෞ↛ and ᯀ✾ in line six. According to the
commentary on the ĞŶƐŚƻ of the kanshi, ෞ↛ ŵĞĂŶƐ ĚĂƌŬ͘ /Ŷ ƚŚĞ ƉƌĞǀŝŽƵƐ ǀĞƌƐŝŽŶ ĨƌŽŵ ƚŚĞ 17
October, ^ƃƐĞŬŝ had written ᯀ↛ which means distant and obscure. /ŬŬĂŝdŽŵŽǇŽƐŚŝ (୍ᾏ▱⩏), who
translated and gave a commentary on the 1995 version of ĞŶƐŚƻ, ŶŽƚĞƐ ƚŚĂƚ ƚŚĞ zŽƐŚŝŬĂǁĂ ǀĞƌƐŝŽŶ
(the earlier version of a translation of ^ƃƐĞŬŝ’s kanshi in ĞŶƐŚƻ) had used ᯀ↛ which is found in
poems by Du Fu and others, a word ideal for Classical poetry, however ^ƃƐĞŬŝ felt differently. 69 The
characters, ෞ,ᯀ,✾, are ĂůůĂƐƐŽĐŝĂƚĞĚǁŝƚŚĚĂƌŬŶĞƐƐ͘
tŚĞŶǁĞƌĞĨĞƌďĂĐŬƚŽƚŚĞƚĞǆƚŽĨƚŚĞŚƵĂŶŐǌŝ͕ the word ✾↛ appears in chapter one. The passage
explains that ordinary values cannot be applied in the world beyond the understanding of human
cognition. ✾↛ signifies losing consciousness. The passage gives two examples to illustrate the
meaninglessness of the values established by human society, since human values differ depending on
the situation and condition.
The first example is the person from one country who goes to another country to sell cups, which are
regarded as valuable in his own country. However, the people in the other country have different
traditions and customs, for them cups have no meaning regardless of their significance to the people of
the other country.
dŚĞƐĞĐŽŶĚƐƚŽƌǇŝƐƚŚĂƚŽĨƚŚĞ<ŝŶŐŽĨzĂŽ͕ǁŚŽǁĂƐƌĞƐƉĞĐƚĞĚĂƐĂŐƌĞĂƚŬŝŶŐĂŶĚƌƵůĞĚŚŝƐĐŽƵŶƚƌǇǁŝƚŚ
68

^ƃƐĞŬŝĞŶƐŚƻ vol. 18. Iwanami Shoten, dŽŬyo, 1995, p. 265.
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an ideal political system, but who became useless in comparison to the real sages who embody the
absolute values that humans cannot comprehend. When tŚĞ <ŝŶŐ ŽĨ zĂŽ ƌĞĂůŝses this, he loses the
notion of who he is, and thus, the expression of the word, ✾↛, ‘Losing consciousness’ (by realising
the greatness of the unworldly sages) is adopted here. 70
'ŽŝŶŐďĂĐŬƚŽůŝŶĞƐƚŚƌĞĞĂŶĚƐŝǆŽĨƚŚĞ kanshi, we can adopt the meaning of losing consciousness in
line three, and lose oneself in the experience of the unimaginable for line six. In lines three to six,
^ƃƐĞŬŝŝƐĂƐŬing ŚŝŵƐĞůĨǁŚĞƌĞŚĞŚĂƐďĞĞŶ͕ĂŶĚŬŶŽǁƐƚŚĂƚhe can’t explain as there is no answer to it.
The words, ‘My spirit’, ᡃᚰ, in line four are originally the characters 㟋ྎ, which appear in “Mastering
Life” chapter nineteen of the ŚƵĂŶŐǌŝ, 71. They appear in ^ƃƐĞŬŝ’s 16 October version and the meaning
is the same. According ƚŽ &ƵŬƵŶĂŐĂ͕ ŝŶ ĐŚapter nineteen Zhuangzi teaches how to achieve a state of
non-action through following nature and abandoning the self-ĐŽŶƐĐŝŽƵƐ ŵŝŶĚ͘ &ƵŬƵŶĂŐĂ ƐĂǇƐ ƚŚĞ
concept suggested here is non-action achieved through sŽŬƵƚĞŶ kǇŽƐŚŝ, (merging with heaven,
abandoning self: ๎ኳཤ⚾), the concept ^ƃƐĞŬŝ reached in the very last period of his life. 72 &ƵŬƵŶĂŐĂ
explains that the meaning of sŽŬƵƚĞŶ kǇŽƐŚŝ is to follow the law of nature and eliminate human
attachment. &ƵŬƵŶĂŐĂĐŽŶƚŝŶƵĞƐƚŽĞǆƉůĂŝŶƚŚĂƚ͞DĂƐƚĞƌŝŶŐ>ŝĨĞ͟ƚĂŬĞƐ͞dŚĞSecret of Caring for Life”
chapter three of Zhuangzi as a base and it teaches how to be a master of living one’s life to the full
extent. ^ŽƐĞŬŝĂĨƚĞƌƐƵĨĨĞƌŝŶŐĨƌŽŵ a devastating ŝůůŶĞƐƐŝƐŬĞĞŶƚŽůĞĂƌŶŚŽǁƚŽŶŽƵƌŝƐŚŶĂƚƵƌĞǁŝƚŚŝŶ
himself.
In order to understand line five, we need to discuss the concept of ‘Return’. Line five shows a
development in the expression of words, from ‘Where it comes from’ (ఱฎ᮶) on the 16 October to
‘Where it exists’ (ఱฎᅾ) on the 17 October and finally to ‘Return to the root’ (ᖐ᮶て᰿) 73. In
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&ƵŬunaga, Mitsuji. Trans. ^ƃƐŚŝ vol.2. Asahi Shinbun Sha, ToŬǇŽ͕1966, p. 22-23.
Watson, Burton. Tran. dŚĞŽŵƉůĞƚĞ tŽƌŬƐŽĨŚĂŶŐ Tzu. ColoŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕ NeǁzŽƌŬ͕ϭϵ68, p. 33-34.
71 &ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝ, vol. 2. Asahi Shinbun Sha, ToŬǇŽ͕1966, p. 22-23.
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Ibid., p.465-466.
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^ƃƐĞŬŝZenƐŚƻǀŽů͘ϭϴ͘Iwanami ShotĞŶ͕dŽŬǇŽ͕1995, p.266.
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ĂŽŝƐŵ͕ ƚŚĞ ŶĂƚƵƌĞ ŽĨ ƚŚĞ tĂǇ ŝƐ ĞŵƉƚǇ ĂŶĚ ƚƌĂŶƋƵŝů͘ dŽ ƌĞƚƵƌŶ ďĂĐŬ ƚŽ ŝƚƐ ƌŽŽƚ ŵĞĂŶƐ ƚŽ ĂƚƚĂŝŶ
tranquillity. 74 dŽĂƚƚĂŝŶƚƌĂŶƋƵŝůůŝƚǇŵĞĂŶƐƚŽŐŽďĂĐŬƚŽŽŶĞ͛ƐŽǁn nature, which means to become one
with the Way.
This is only possible by removing one’s worldly ĂǁĂƌĞŶĞƐƐ͕ŬŶŽǁůĞĚŐĞ͕ĚĞƐŝƌĞƐ͕ĂŶĚƉĞƌĐĞƉƚŝŽŶ͘KŶĞŚĂƐ
to become selfless, so that one’s mind is empty in order to reside with the Way within oneself. The Way
is moving constantly, existing everywhere and it is inexhaustible. When one merges with the Way, one
becomes an infinite existence in the Way. 75 Now, we refer to Laozi’s text, chapter sixteen, which ƚĂůŬƐ
about returning to one’s origins.
dĂŬĞĞŵƉƚŝŶĞƐƐƚo the limit;
Maintain tranquillity in the centre.
The ten thousand things side-by-side they arise;
And by this I see their return.
Things come forth in great numbers;
Each one returns to its root.
This is called tranquillity.
“Tranquillity”-This means to return to your fate.
To return to your fate is to become constant;
dŽŬŶŽǁƚŚĞĐŽŶstant is to be wise.
EŽƚƚŽŬŶŽǁƚŚĞĐŽŶƐƚĂŶƚŝƐƚŽďĞƌĞĐŬůĞƐƐĂŶĚǁŝůĚ͖
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&ƵŬƵŶĂŐĂ͕Dŝƚsuji. Trans. ^ƃshi, vol. 2. Asahi Shinbun Sha, dŽŬyo, 1966, p.220-225.
Watson, Burton. Tran. ThĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdǌƵ͘Colombia UniversitǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵ68, p. 142-143.
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/ĨǇŽƵ͛ƌĞƌĞĐŬůĞƐƐĂŶĚǁŝůĚ͕ǇŽƵƌĂĐƚŝŽŶƐǁŝůůůĞĂĚƚŽŵŝƐĨŽƌƚƵŶĞ. 76
(De-Dao Jing, chapter 16)
Laozi’s text shows us that to return to one’s origins is to recover a tranquil state of mind. Zhuangzi’s text
also explains the concept of return in chapter sixteen “Mending the Inborn Nature”. It says,
The men of ancient times who practiced the Way employed tranquillity to cultivate
ŬŶŽǁůĞĚŐĞ͘<ŶŽǁůĞĚŐĞůŝǀĞĚŝŶƚŚĞŵ͕ǇĞƚƚŚĞǇĚŝĚŶŽƚŚŝŶg for its ƐĂŬe. So they may be
ƐĂŝĚ ƚŽ ŚĂǀĞ ĞŵƉůŽǇĞĚ ŬŶŽǁůĞĚŐĞ ƚŽ ĐƵůƚŝǀĂƚĞ ƚƌĂŶƋƵŝůůŝƚǇ͘ <ŶŽǁůĞĚŐĞ ĂŶĚ ƚƌĂŶƋƵŝůůŝƚǇ
ƚŽŽŬ ƚƵƌŶƐ ĐƵůƚŝǀĂƚŝŶŐ ĞĂĐŚ ŽƚŚĞƌ͕ ĂŶĚ ŚĂƌŵŽŶǇ ĂŶĚ ŽƌĚĞƌ Ğmerged from the inborn
nature. 77

For ^ƃƐĞŬŝ, it was crucially important to be tranquil at this ƉŽŝŶƚŝŶŽƌĚĞƌŶŽƚƚŽĂŐŐƌĂǀĂƚĞŚŝƐǁĞĂŬĞŶĞĚ
health. After introducing the concept of ‘RĞƚƵƌŶ͕͛^ƃƐĞŬŝĞǆƉůĂŝŶƐŝŶůŝŶĞƐŝx, as we discussed before, that
the origins of life are unexplainable. ^ŽƐĞŬŝĂĚŵŝƚƐƚŚĂƚŶĂƚƵƌĞĐĂŶ͛ƚďĞĞǆƉůĂŝŶĞĚďǇǁords.
Line seven to ten are a depiction of nature in autumn, in which his poetic inspiration creates powerful
visual images ǁŚŝĐŚĞǀŽŬĞĂŶĂƚŵŽƐƉŚĞƌĞŽĨloneliness. However, it is no longer personal loneliness. It
is shifted to profound loneliness detached from human feeling.
/ŶůŝŶĞĞůĞǀĞŶĂŶĚƚǁĞůǀĞ͕ŚĞŵĂŬĞƐĂĐŽŶƚƌĂƐƚďĞƚǁĞĞŶƚŚĞǁŝĚĞĂŶĚǀĂƐƚƐŬǇͬŚĞĂǀĞŶŝŶůŝŶĞĞůĞǀĞŶĂŶĚ
a bare tree on earth. This could be a depiction of him as a person showing his intention of removing all
the attachments mentioned in line twelve. ,ŽǁĞǀĞƌ͕ /ŝĚĂ ĂŶĚ EĂŬĂŵƵƌĂ ŝŶƚĞƌƉƌĞƚ ďĂƌĞ ƚƌĞĞ ĂƐ Ă
personification of ^ŽƐĞŬŝ ǁĞĂŬĞŶĞĚ ďǇ ŝůůŶĞƐƐ͘ 78 In line thirteen and fourteen, ^ƃƐĞŬŝ expresses his
intention to return gradually ďĂĐŬ to the world of kanshi. The characters, 㢼㟢, which literally mean
76
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‘wind and dew’ are the quintessential expression of poetry composition in kanshi.
It is clear that in this poem ^ƃƐĞŬŝ ŝƐŵĂŬŝŶŐĂƌĞĨĞƌĞŶĐĞƚŽƚŚĞĐŽŶĐĞƉƚŽĨ‘Return’ in Daoist teachings.
For ^ƃƐĞŬŝ, to return to the origins, to recover a tranquil state of mind which Laozi and Zhuangzi teach,
is to return to the poetic inspiration of kanshi, the world of ĨƻƌǇƻ. ^ƃƐĞŬŝ returned to a poetic state by
examining his feelings on being so close to death, and becoming one with nature through an inactive
state of mind. ͞ZĞƚƵƌŶ͟ƚŽŶĂƚƵƌĞĨŽƌ^ŽƐĞŬŝŝƐƚŽƌĞĐĂůůkanshi ĂŶĚ͞DĂƐƚĞƌŝŶŐ>ŝĨĞ͟ĨŽƌ^ŽƐĞŬŝǁĂƐƚŽ
become one with composing kanshi by forgetting oneself, and this is SosĞŬŝ͛Ɛ sŽŬƵƚĞŶ kǇŽƐŚŝ, which
^ŽƐĞŬŝďĞŐĂŶƚŽĞǆƉƌĞƐƐin his final kanshi period as we shall see in chapter five.

NANGA AND NATURE
In Omoidasu kotonado 24, ^ƃƐĞŬŝ tells of the interest he had maintained in nanga ;ďƌƵƐŚ ĂŶĚ ŝŶŬͿ
painting since his childhood. During his recovery from his illness, he says that he imagined a beautiful
cloud and ƐŬǇ in his mind. He says that his imagination after ŚŝƐ ƌĞƚƵƌŶ ƚŽ dŽŬǇŽ ĨƌŽŵ Shuzen-ji was
occupied with paintings of nature just as it had been when he was a child.
Luan confirms this point in his explanation of what nanga meant for ^ƃƐĞŬŝ,
“The foundation of ^ƃƐĞŬŝ’s imaginary world of East Asian inspired scenery came

through admiring Nanga paintings as a text in his early teens. The visual image
stayed in his mind and was unforgettable. When he recalled the image, it both
made him calm and gave him energy.” 79
The following poem is composed and noted in ^ƃƐĞŬŝ’s diary for 8 October 1910, a few days before he
left Shuzen-ji. ^ƃƐĞŬŝ noted in his diary that he is both happy and at the same time unhappy. He wants
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ƚŽŐŽďĂĐŬĂŶĚĂƚƚŚĞƐĂŵĞƚŝŵĞ͕ŚĞǁĂnts to stay. He says that the reality is that his schedule will not
be changed unless he experiences severe pain. He writes that his face is ƐƚĂƌƚŝŶŐƚŽůŽŽŬƉŝŶŬ͘
He retouched thŝƐƉŽĞŵŽŶϭϱKĐƚŽďĞƌϭϵϭϬ͕ĂĨƚĞƌŚĞƌĞƚƵƌŶĞĚƚŽdŽŬǇŽ͘,ĞŶŽƚĞĚŝŶŚŝƐĚŝĂƌǇ that it
had rained hard since dawn and that he was polishing up a Chinese poem and a haiku in ecstasy.

8 October 1910
WŽĞŵϴϴ;ĨĞĂƚƵƌĞĚŝŶOmoidasu kotonado Chapter 24, published in dŽŬǇŽ Asahi on 22 February, 1911)

“No Title” ໃୌ

⿻䵢лই⼰ ⿻䵢 ই⼰Ȁлȟ
哴㣡㋢➗亄 哴㣡 ㋢ǽǬǻ亄ȧ➗ȞǮ

Ⅲ㹼⋯⼰䚐 㹼͚͞ͳ⼰Ͷ⋯͏ͱ䚐͖ΔΞͳⅢ͢

তᗇо䴢䚴 তǸǻ䴢ǽǽȗȀ䚴ȠȧᗇǴȟ 80
ƵƚƵŵŶĚĞǁƌƵŶŶŝŶŐĚŽǁŶƚŽƚŚĞƐŽƵƚŚ,
zĞůůŽǁĨůŽǁĞƌƐ͕ƚŚĞŝƌĨĂĐĞƐƐŚŝŶŝŶŐĐůĞĂƌůǇ.
tĂŶƚŝŶŐƚŽĨŽůůŽǁƚŚĞƉĂƚŚĂůŽŶŐ ƚŚĞ ƌŝǀĞƌ,
ZĞƚƵƌŶŝŶŐďĂĐŬƚŽƚŚĞǁŽƌůĚƚŽŐĞƚŚĞƌǁŝƚŚ ĐůŽƵĚƐ.
'ŽŐŽŶĞŬŬƵ
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^ƃƐĞŬŝĞŶƐŚƻ vol. 18. Iwanami SŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p. 256.
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The last two characters in line one, ই⼰ the south of the river, rhyme-match with the first line of a
poem called ই⼰ѝ乼, (“EĂŶǆŝĂŶ ŚŽŶŐƚŝ”), by Liu Zohg-yua (ḣᇇݳ, 773-819) found in the
CompŝůĂƚŝŽŶŽĨdĂŶŐWŽĞŵs.
⿻≓䳶ই⼰ ⿻≓ ই⼰Ȁ䳶ȓȠ
ᘒ༣ఀ ࣎ޗᘒΕ༣ ఀޗ࣎ 81

A ƐŝŐŶŽĨĂƵƚƵŵŶ ŽŶƚŚĞsouth sŝĚĞŽĨƚŚĞƌŝǀĞƌ,
ǁŚĞƌĞI ǁĂůŬĂůŽŶŐĂůŽŶĞ at noon.
The south represents Shuzen-ji which is in that direction ŝĨ ǇŽƵ ůŽŽŬ ĨƌŽŵ dŽŬǇŽ͘ It is a wonderfully
evocative poem. By mentioning the word autumn in the first line and visualising the season with the
image of yellow flowers ŝŶƚŚĞƐĞĐŽŶĚůŝŶĞ͕^ŽƐĞŬŝcreates a perfect seasonal atmosphere.
The last two liŶĞƐ͕ĂĐĐŽƌĚŝŶŐƚŽ/ŬŬĂŝ͛ƐĞǆƉůĂŶĂƚŝŽŶĂƌĞƚĂŬĞŶĨƌŽŵzŽƐŚŝŬĂǁĂ’s interpretation, ^ƃƐĞŬŝ is
referring to a poem by Wang Wei ⦻㏝ in his poem titled 䘱ࡕ (“SongďŝĞ”). Let us refer to Wang
Wei’s poem.
ն৫㧛ᗙ նǵ৫ȡ ᗙǴǛǨǽ㧛ǦȨ
ⲭ䴢❑ⴑᱲ  ⲭ䴢ȄቭǤȠᱲ❑ǠȞȨ 82
WůĞĂƐĞƐĞƚŽĨĨĂŶĚ/ǁŝůůĂƐŬŶŽƚŚŝŶŐŽĨǇŽƵ͘
tŚŝƚĞĐůŽƵĚƐĂƌĞĞŵĞƌŐŝŶŐŝŶĨŝŶŝƚĞůǇat ǇŽƵƌĚĞƐƚŝŶĂƚŝŽŶŝŶƚŚĞ^ŽƵƚŚĞƌŶDŽƵŶƚĂŝŶ͘
The text says that Wang Wei used white clouds as a symbol for life in the mountain. tĞŬŶŽǁƚŚĂƚůŝĨĞ
in the mountain means ĂǁĂŬĞŶŝŶŐ the poetic state by composing a poem far away from worldly affairs,
something which nanga artists often depicted. Life in the mountain also means practicing meditation.
81
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One of his students ĐŽŶĨŝƌŵƐŝŶŚŝƐďŽŽŬĚĞĚŝĐĂƚĞĚƚŽ^ƃƐĞŬŝ that from an early age ^ƃƐĞŬŝ had been
fond of Wang tĞŝ͛ƐƉŽĞŵƐ͘DĂƚƐƵŽŬĂŶŽƚĞĚƚŚĂƚ^ƃƐĞŬŝ mentioned Wang Wei’s poem in <ƵƐĂŵĂŬƵƌĂ
and wrote calligraphy of the poem. 83
Here, ^ƃƐĞŬŝ is becoming one with the clouds and wandering freely in his imagination. SƃƐĞŬŝŝŶƚŚĞůĂƐƚ
line confirms that he is within the clouds, which explains how he has come to have a peaceful mind
through meditation. He says that he is returning ďĂĐŬ with the ‘Clouds’ which symbolise SƃƐĞŬŝ͛ƐƉŽĞƚŝĐ
world and which are reflected in a serene and calm state of mind. This is SƃƐĞŬŝ͛ƐƐƉŝƌŝƚƵĂůůĂŶĚ.

CONCLUSION
In this chapter, we discussed the kanshi ^ƃƐĞŬŝ composed during and after his recuperation from
serious illness in Shuzen-ji ĂŶĚdŽŬǇŽ. After a ten-ǇĞĂƌďƌĞĂŬ^ƃƐĞŬŝ was once more composing kanshi.
During this ďƌĞĂŬ͕ ƚŚĞƌĞ had been many changes in ^ƃƐĞŬŝ͛Ɛ life. Amongst many things he had
experienced life in London, and lost his best ĨƌŝĞŶĚ͕^ŚŝŬŝ. He had psychological problems due to stress,
had experienced financial difficulties, and problems with his family. He had also changed his occupation
from teaching English literature to writing novels and essays for a Newspaper. As a result, ^ƃƐĞŬŝ
damaged his health and became seriously ill.
His period of convalescence brought a moment of quietness to SƃƐĞŬŝ͛ƐŵŝŶĚĂŶĚďŽĚǇ͘/ƚĚŝĚŶ͛ƚƚĂŬĞ
ƚŽŽůŽŶŐĨŽƌ^ŽƐĞŬŝƚŽƌĞĐĂůůƚŚĞƉŽĞƚŝĐƐĞŶƐibility which he had loved since his childhood. It had a strong
shared memory with ShiŬi. SoƐĞŬŝ ĂůƐŽ ĨŽƵŶĚ Ă ŶĞǁ ĨƌŝĞŶĚ /ŬĞďĞ ǁŚŽ ĐŽƵůĚ ƐŚĂƌĞ ƚŚĞ ƐĂŵĞ ƉŽĞƚŝĐ
sensitivity.
Whilst in recovery he began to compose <ĂŶƐŚŝin order to ŬĞĞƉĐĂůŵĂŶĚďƵŝůĚƵp his vitality within.
During the recovery, SƃƐĞŬŝ ĞǆƉůĂŝŶƐ ƚŚĂƚ ͚The clouds’ which symbolise his spiritual home inside his
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DĂƚƐƵŽŬĂ͕zƵzuru. ^ƃƐĞŬŝ ^ĞŶƐĞŝ. Iwanami Shoten͕dŽŬǇŽ͕ϭϵϯ4, p. 171.
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mind returned ďĂĐŬƚŽŚŝŵ͘ ^ŽƐĞŬŝďĞŐĂŶƚŽcompose inspired by the time he spent with clouds and
nature often using the short form of Gogon ĞŬŬƵ to express the simple and pure feelings he had
ƚŚĂŶŬƐƚŽƚŚŝƐ calm state of mind.
tŚĞŶ^ƃƐĞŬŝƌĞƚƵƌŶĞĚƚŽdŽŬǇŽƚŽŐĞƚĨƵƌƚŚĞƌƚƌĞĂƚŵĞŶƚŝŶƚŚĞŚŽƐƉŝƚĂůŚĞďĞŐĂŶƚŽǁƌŝƚĞOmoidasu
kotonado in the Asahi ŶĞǁƐƉĂƉĞƌǁŚĞƌĞŚĞǁŽƌŬĞĚ͘ůůƚŚĞƉŽĞŵƐŚĞcomposed during his recovery
period were inserted in Omoidasu kotonado. Eight out of the seventeen poems composed in this
period are in the short form, 'ŽŐŽŶĞŬŬƵ. The poems are simple yet refined, expressing peace of mind
during recovery, happiness at being alive and gratitude to people.
^ŽƐĞŬŝďĞŐĂŶto understand that he needed to have some peace in order to have inner calmness in his
mind. This is the period in which ^ƃƐĞŬŝ began to express his spiritual quest through kanshi
compositions. SƃƐĞŬŝ͛Ɛ ƉŽĞŵs reveal the simplicity of nature and his love of being with nature and
forgetting his own existence. In this period ^ŽƐĞŬŝ ďĞŐĂŶ ƚŽ ĞǆƉĞƌŝŵĞŶƚ ŚŝƐ ƵƐĂŐĞ ŽĨ ǁŽƌĚƐ ƐƵĐŚ ĂƐ
‘Quiet moment’, ‘Forgetting oneself’, ‘One with the way’, and ‘The equality of life and death’͘^ŽƐĞŬŝ
also began to grasp the idea of “Following the law of nature and eliminating human attachment” which
appears in Zhuangzi and is described as sŽŬƵƚĞŶ kǇŽƐŚŝ by &ƵŬƵŶĂŐĂ. 84 >ŽŽŬŝŶŐ Ăƚ ƚŚĞ ĐůŽƵĚƐ͕
forgetting himself, and merging with clouds was the beginning of his exploration of the concept of
sŽŬƵƚĞŶkǇŽƐŚŝ.
^ƃƐĞŬŝ recovered from ŝůůŶĞƐƐĂŶĚďĞŐĂŶƚŽǁŽƌŬŚĂƌĚĂŐĂŝŶ͘hŶƚŝůhe once again fell ill he was too busy
to compose kanshi. The next stage is ^ƃƐĞŬŝ getting more interested in 乼⭫, which is nanga painting
combined with poetry written in calligraphy.
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&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘SƃƐŚŝvol.Ϯ͘ƐĂŚŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬyo, 1966, p. 465.
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Chapter Four

Nanga Period

INTRODUCTION
ŝŐŚƚĞĞŶŵŽŶƚŚƐǁŽƵůĚƉĂƐƐďǇďĞĨŽƌĞ^ƃƐĞŬŝƌĞƚƵƌŶĞĚƚŽkanshi composition. When he resumed,
ŚŝƐ ǁŽƌŬ ǁŽƵůĚ ƐŚŽǁ ĞǀĞŶ ŵŽƌĞ ĞǀŝĚĞŶĐĞ ŽĨ a spiritual journey which was to a large degree
inspired and based on Chinese religious texts. Kanshi had always been a form of meditation and a
means by which to communicate with the transcendental, a road which would lead to his own
concept of enlightenment sokuten kyoshi͘ dŚŝƐ ƉĞƌŝŽĚ ǁŽƵůĚ ĂůƐŽ ƐĞĞ Śŝŵ ĚĞĞƉůǇ ŝŶǀŽůǀĞĚ ŝŶ ƚŚĞ
world of nanga which had always been part of the world of kanshi͘/ƚǁĂƐĂǀŝƐƵĂůĂĐĐŽŵƉĂŶŝŵĞŶƚ
to kanshi, its images capturing the essence of the poetry, its themes and its deep connection with
nature, and the absence of self. ^ƃƐĞŬŝ͛ƐǁŽƌŬǁĂƐĞŶƌŝĐŚĞŶĞĚďǇŚŝƐŝŶǀŽůǀĞŵĞŶƚŝŶƚŚŝƐĨŽƌŵ͘
After a period of recuperation from serious illness in which ^ƃƐĞŬŝ began to compose Chinese
poems, ^ƃƐĞŬŝ became extremely busy again. He was unable to find time and the peaceful frame of
mind necessary for the composition of poems.
ǆŚĂƵƐƚĞĚ ĨƌŽŵ ǁƌŝƚŝŶŐ ŶŽǀĞůƐ ƐĞƌŝĂůŝƐĞĚ ŝŶ Ă ĚĂŝůǇ ŶĞǁƐƉĂƉĞƌ͕ ŐŝǀŝŶŐ ƉƵďůŝĐ ƚĂůŬƐ ĂŶĚ ǁƌŝƚŝŶŐ
articles, in 1911 he once again fell ill. His stomach ulcer condition had worsened. He now needed
rest and repose and tŽŽŬƚŽďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐƚŽĂĐĐŽŵƉĂŶǇŚŝƐkanshi.
Adding to his woes, ^ƃƐĞŬŝ ǁĂƐ ĂůƐŽ ĚĞǀĂƐƚĂƚĞĚ ďŽƚŚ ŵĞŶƚĂůůǇ ĂŶĚ ƉŚǇƐŝĐĂůůǇ ďǇ ƚŚĞ ƵŶĞǆƉĞĐƚĞĚ
loss of his fifth daughter ,ŝŶĂŬŽŽŶϮϵEŽǀĞŵďĞƌϭϵϭϭ͘,Ğ writes ŽĨŚĂǀŝŶŐ “a hole in his stomach
and heart”. 1 He was also annoyed by the matter of his being awarded the title of “Literary Doctor”
ďǇƚŚĞŐŽǀĞƌŶŵĞŶƚ͘ůƚŚŽƵŐŚ^ƃƐĞŬŝ ĚĞĐůŝŶĞĚƚŚĞŽĨĨĞƌ͕ƚŚĞŐŽǀĞƌŶŵĞŶƚĚŝĚŶŽƚĂĐĐĞpt his rebuttal.
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^ƃƐĞŬŝĞŶƐŚƻVol.20͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇo, 1996, p. 358. (Diary 03/12/1911)
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^ƃƐĞŬŝ, in his newspaper column, ŬĞƉƚ his readers abreast of this episode, and of the silly exchanges
ƚĂŬŝŶŐƉůĂĐĞďĞƚǁĞĞŶŚŝŵĂŶĚƚŚĞŐŽǀĞƌŶŵent. 2
In addition to the crushing loss of his daughter, he lost another important friend. In February 1912,
/ŬĞďĞ͕ one of the people who really understood ^ƃƐĞŬŝ ďŽƚŚ ĂƐ ĂŶ ŝŶĚŝǀŝĚƵĂů ĂŶĚ ĂƌƚŝƐƚ͕ ĚŝĞĚ
suddenly. He was a person who had shown great concern for ^ƃƐĞŬŝ͛ƐĐŽŶĚŝƚŝŽŶ during his illness at
Shuzen-ji in 1910; ƚŚĞǇŚĂĚďĞĞŶǀĞƌǇĐůŽƐĞ͘/ŬĞďĞǁĂƐĂĨƌŝĞŶĚǁŚŽƐŚĂƌĞĚ^ƃƐĞŬŝ͛ƐůŽǀĞŽĨkanshi.
ůůƚŚĞƐĞŽƉƉƌĞƐƐŝǀĞĨĂĐƚŽƌƐĂŶĚĞǀĞŶƚƐŵĂŐŶŝĨŝĞĚĂƌŽƵŶĚĂŶŽƚŚĞƌĨĞĂƚƵƌĞŽĨhis life: his loneliness.
^ƃƐĞŬŝ͛s Nanga painting period runs from May 1912 to spring 1916. ^ƃƐĞŬŝ ƚƵƌŶĞĚ ƚŽ ƉĂŝŶƚŝŶŐ Ăƚ
this time because he was unable to write ŚŝƐŶŽǀĞůƐ due to illness. He ƚŽŽŬƚŽďƌƵƐŚĂŶĚŝŶŬas a
way of expressing ŚŝƐĂƌƚŝƐƚŝĐƐĞŶƐŝƚŝǀŝƚŝĞƐĂŶĚĐŽŶƚŝŶƵĞĚƚŽƉĂŝŶƚĞǀen after he got better.
Since childhood͕ŚĞŚĂĚďĞĞŶǀĞƌǇĨŽŶĚŽĨnanga (Chinese style brush and ŝŶŬƉĂŝŶƚŝŶŐͿǁŚŝĐŚŚĞ
mentions in Omoidasu kotonado. He enjoyed creating an imaginary poetic world within his
paintings. Many of the kanshi composed during this period were written to accompany his nanga
paintings. The subject matters he was fond of were bamboo, stone, the place deep in the
mountain, streams and a person in a simple hut.
In accounts by ^ƃƐĞŬŝ͛Ɛ ǁŝĨĞ͕ KyƃŬŽ EĂƚƐƵŵĞ͕ ŝŶ ^ƃƐĞŬŝ no Omoide (ᕺ੶ࢧ͏ड़: Memory of
^ƃƐĞŬŝ) 3, she tells us that ^ƃƐĞŬŝ was painting nanga around 1913 and would spend a long time
finishing paintings. SometimeƐ ƚĂŬŝŶŐ ƐŽ ůŽŶŐ ƚŚĂƚ ƚŚĞ ƉĂƉĞƌ he was writing on nearly wore out.
^ŽŵĞŽĨŚŝƐŐƌĞĂƚĞƐƚǁŽƌŬƐŽĨƉĂŝŶƚŝŶŐƐĂŶĚƉŽĞŵƐǁĞƌĞĐƌĞĂƚĞĚĂƚĂƚŝŵĞǁŚĞŶhe was ƌĞĐŽǀĞƌŝŶŐ
ĨƌŽŵŶĞƌǀŽƵƐexhaustion͘WĂŝŶƚŝŶŐĂŶĚƉŽĞƚƌǇǁĞƌĞƚŚĞŵĞĂŶƐďǇǁŚŝĐŚŚĞƐŽƵŐŚƚƚŽŽǀĞƌĐŽŵĞŚŝƐ
mental instabilities.
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^ƃƐĞŬŝĞŶƐŚƻVol.16͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϯϰϲ͘͞,ĂŬĂƐĞŐƃDŽŶĚĂŝƚŽDĂƌĚŽĐ^ĞŶsei to Yo”,
/ďŝĚ͕͘Ɖ͘ϯϲϬ͘͞,ĂŬĂƐĞŐƃDŽŶĚĂŝŶŽEĂƌŝǇƵŬŝ͕͟
^ƃseki ĞŶshƻVol.26, Iwanami Shoten, dŽŬǇo, 1996, p. 287-Ϯϴϴ͘͞'ĂŬƵŝDŽŶĚĂŝŶŝdƐƵŝƚĞ͘͟
3 EĂƚƐƵŵĞ͕<ǇƃŬŽ͘^ƃƐĞŬŝ no Omoide͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϯ͕ p. 316-317.
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At the start, ^ƃƐĞŬŝ composed ten poems ǁŚŝĐŚ ŚĂĚ Ă ƐƚƌŽŶŐ ĂƐƐŽĐŝĂƚŝŽŶ ǁŝƚŚ ďƌƵƐŚ ĂŶĚ ŝŶŬ
paintings. All the poems composed after 1913 were attachments to his paintings. These poems can
ďĞĚĞƐĐƌŝďĞĚĂƐĂĚĞǀĞůŽƉŵĞŶƚŽĨthe idea of the state of fƻryƻ from the Shuzen-ji period.
Later, in his final period in 1916, he ŝŶǀŝƚĞĚƚǁŽǇŽƵŶŐZen ŵŽŶŬƐǁŚŽǁĞƌĞŬĞĞŶƌĞĂĚĞƌƐŽĨŚŝƐ
ŶŽǀĞůƐ ƚŽ ƐƚĂǇ ŝŶ ŚŝƐ ŚŽƵƐĞ ǁŚŝůƐƚ ƚŚĞǇ ǁĞƌĞ ŝŶ dŽŬǇŽ͘ ^ƃƐĞŬŝ ĂĚŵŝƌĞĚ ƚŚĞ ǇŽƵŶŐ ĞŶ ŵŽŶŬƐ͕
appreciating their religious practice and discipline. After the ƚǁŽŵŽŶŬƐůĞĨƚ͕^ŽƐĞŬŝpainted brush
ĂŶĚ ŝŶŬ ƉĂŝŶƚŝŶŐƐ ĨŽƌ each one of them to accompany his kanshi compositions, and in
ĐŽƌƌĞƐƉŽŶĚĞŶĐĞ ŚĞůƉĞĚ ƚŚĞŵ ǁŝƚŚ ĂĚǀŝĐĞ ĂŶĚ ĞŶĐŽƵƌĂŐĞŵĞŶƚ ƚŽ ĂĚǀĂŶĐĞ ŝŶ ƚŚĞ ĐŽŵƉŽƐŝƚŝŽŶ ŽĨ
their own poems.
^ƃƐĞŬŝ painted and composed poems for himself and fŽƌŚŝƐĨƌŝĞŶĚƐŽŶƌĞƋƵĞƐƚ͘dŚŝƐĂĐƚŝǀŝƚǇǁĂƐĂ
ŬŝŶĚŽĨ preparation for ƚŚĞůĂƚĞƌƐƚĂŐĞƐŽĨŚŝƐƉŽĞƚŝĐĞǀŽůƵƚŝŽŶǁŚĞŶŝŶƐƚĞĂĚŽĨŬĞĞƉŝŶŐĂĚŝĂƌǇŚĞ
began to compose one kanshi almost ĞǀĞƌǇĚĂǇ͘
Before we examine ^ƃƐĞŬŝ͛Ɛ ŚŝŶĞƐĞ ƉŽĞŵƐ ĨƌŽŵ ƚŚŝƐ ƉĞƌŝŽĚ͕ ǁĞ ŶĞĞĚ ƚŽ ůŽŽŬ Ăƚ nanga and the
nanga artist, Buson. This will help us understand the tradition and sources in which he was
ǁŽƌŬŝŶŐ.
Some of ^ƃƐĞŬŝ͛Ɛnanga ƉĂŝŶƚŝŶŐƐƚŽŽŬƵƐŽŶ͛ƐƉĂŝŶƚŝŶŐƐĂƐƌŽůĞŵŽĚĞůƐ. Buson was a nanga artist
and haiku poet from the Edo period who painted scenes from the Peach Blossom Spring (Tao hua
yuan ji ౩ )ىݱby Tao Yuanming, an influential Chinese poet. Ɛ ǁĞ ŚĂǀĞ ĚŝƐĐƵƐƐĞĚ͕ ^ƃƐĞŬŝ
refers to words and expressions ĨƌŽŵdĂŽ͛ƐǁŽƌŬƐ many times in his Chinese poems.

BUSON and SOSEKI
Yosa Buson (о䅍㮚ᶁ 1716-1783) was a poet and nanga painter who first established himself as a
painter but who also composed a large number of poems.
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As a poet he is regarded by some as 'EƵŵďĞƌƚǁŽΖŝŶƌĂŶŬŝŶŐ, coming, in Yasuhara Eri's opinion for
example, after Basho. 4 ,ŽǁĞǀĞƌ͕^ŚŝŬŝĂƌŐƵĞĚƚŚĂƚƵƐŽŶ͛ƐůŝƚĞƌĂƌǇǁŽƌŬŝƐƐƵƉĞƌŝŽƌƚŽĂƐŚŽ͛Ɛ͕ĂƐ
demonstrated by his writing Haijin Buson (أӪ㮚ᶁ͕ ϭϴϵϵͿ͕ ǁŚŝĐŚ ĐĂƵƐĞĚ Ă ƐĞŶƐĂƚŝŽŶ ŝŶ :ĂƉĂŶ͛Ɛ
ůŝƚĞƌĂƌǇ ǁŽƌůĚ͘ ƵƐŽŶ͛Ɛ ǁŽƌŬ ĂƐ Ă ƉŽĞƚ ŚĂĚ ďĞĞŶ ŐŽŝŶŐ ƚŚƌŽƵŐŚ Ă ƉƌŽĐĞƐƐ of redisĐŽǀĞƌǇ ĂŶĚ ƌĞĞǀĂůƵĂƚŝŽŶĞǀĞƌ since the Meiji period and clearly had a strong influence on ^ƃƐĞŬŝ͛ƐůŝƚĞƌĂƌǇǁŽƌŬ͘ 5
According to Morimoto, many of ^ƃƐĞŬŝ͛Ɛ haiku ƉŽĞŵƐ ƌĞƐĞŵďůĞ ƵƐŽŶ͛Ɛ ĐŽŵƉŽƐŝƚŝŽŶƐ͘ 6 Wada
notes that Buson was fond of referring to Chinese poetry in the composition of his haiku. In fact,
through the course of his life, ƵƐŽŶ͛Ɛ passion for Chinese poetry deepened and was reflected in his
ĐŽŵƉŽƐŝƚŝŽŶƐ͘ /ƚ ŝƐ ŶĂƚƵƌĂů ƚŚĂƚ ^ŚŝŬŝ ǁŚŽ ĨŽƵŶĚ ƵƐŽŶ͛Ɛ ǁŽƌŬ ŝŶǀĂůƵĂďůĞ͕ ĂŶĚ ^ƃƐĞŬŝ who learnt
unĚĞƌ^ŚŝŬŝ, were both influenced by the artistic refinement demonstrated by Buson. 7
^ƃƐĞŬŝ definitely learnt many kanshi ĞǆƉƌĞƐƐŝŽŶƐĨƌŽŵƵƐŽŶ͛ƐHaiku, and some of the inspiration
for his kanshi came from reading ƵƐŽŶ͛Ɛhaiku compositions.
Morimoto points out that ^ƃƐĞŬŝ drĞǁĂƐŬĞƚĐŚĐŽƉŝĞĚ ĨƌŽŵƵƐŽŶ͛Ɛ “Taigi Umachƃchin zu” (ଢᜂ
ഇਦ). He drew it in his diary on 9 April 1915, 8 one year before his death, shortly after he
completed ƚŚĞǁŽƌŬ͕Garasu-do no Naka (⺍ᆀᡨȃѝ Inside the Glass door).
^ƃƐĞŬŝ also noted down a story that Buson had written. The main theme of which is spontaneity.
The story tells that Buson and his friend, Taigi (Tan Taigi 1709-1771), were rushing through a rainy
ƐƚŽƌŵůĂƚĞŝŶƚŚĞŶŝŐŚƚĂĨƚĞƌĂƉŽĞƚŝĐŐĂƚŚĞƌŝŶŐ͘dŚĞǇĐŽƵůĚŶŽƚŬĞĞƉƚŚĞŝƌƵmbrella open and then
the light in their lantern blew out. Buson, bewildered by the situation regrets not bringing the
ŚŽƌƐĞ ŬĞĞƉĞƌ͛Ɛ ůĂŶƚĞƌŶ͘ ,ŝƐ ĨƌŝĞŶĚ͕ dĂŝŐŝ ƌĞƉůŝĞƐ ƚŚĂƚ ƚŚŝƐ ŝƐ Ă ƌĂƚŚĞƌ ƐŝůůǇ ƐƚĂƚĞŵĞŶƚ͕ since no one
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Yasuhara, Eri F. “ƵƐŽŶΖƐĂƐŚƃ͗dŚĞŵďƌĂĐĞŽĨ/ŶĨůƵĞŶĐĞ” in DĂƚƐƵŽĂƐŚƃΖƐWŽĞƚŝĐ^ƉĂĐĞƐ. Ed. Eleanor
<ĞƌŬŚĂŵ͘WĂůŐƌĂǀĞMacmillan, 2006, p. 243.
5 Wada, Toshio. ^ŚŝŬŝƚŽ^ƃƐĞŬŝ͘DĞƌŬŵĂůƐŚĂ͕dŽŬǇŽ͕1976, p. 185-189.
6 DŽƌŝŵŽƚŽ͕dĞƚƐƵƌƃ͘Tsuki wa Higashi ni. ^ŚŝŶĐŚƃ^ŚĂ͕ 1992, p. 104-120.
7 Wada, Toshio. ^ŚŝŬŝƚŽ^ƃƐĞŬŝ͘ DĞƌŬŵĂůƐŚĂ͕dŽŬǇŽ͕1976, p.189.
8 ^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘Ϯ0. IwaŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕ p. 470.
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ŬŶŽǁƐǁŚĂƚǁŝůůŚĂƉƉĞŶŶĞǆƚ͘ Buson realises ƚŚĂƚƌĞĂƐŽŶŝŶŐĚŽĞƐŶŽƚƐŽůǀĞƚŚĞƌĞĂůƉƌŽďůĞŵ͕ŽŶĞ
has to adapt to the situation in each moment. 9
ƵƐŽŶ ŵĂǇ ǁĞůů ŚĂǀĞ ďĞĞŶ ŝŶĨůƵĞŶĐĞĚ by the teaching of Zen, and the idea that it is no use
rationalising phenomena, as phenomena ŝƐ͚ǀŽŝĚ͛ĂƚƚŚĞƐĂme time. ,ŽǁĞǀĞƌ͕ŝƚŝƐƚŚĞŝŵƉŽƌƚĂŶĐĞ
of being spontaneous, the Daoist notion of jinen (㠚❦) explained by Zhuangzi that is the essential
element corresponding to the notion that all existence in the ĐŽƐŵŽƐŬĞĞƉƐĐŚĂŶŐŝŶŐ infinitely and
is in constant motion, appearing then disappearing. 10
Zhuangzi teaches in Chapter Two of the text not to define what is right and what is wrong, since
ƚŚĞǇĂƌĞƉĂƌƚŽĨƚŚĞtĂǇĂŶĚĞǀĞƌǇƚŚŝŶŐŝƐĞƋƵĂůǁŝƚŚŝŶƚŚĞtĂǇ͘ 11 ^ƃƐĞŬŝ, after experiencing being
ƵŶĐŽŶƐĐŝŽƵƐĨŽƌŽǀĞƌthirty minutes on the border line of life and death, understands this concept
ŽĨĞǀĞƌǇƚŚŝŶŐŝƐ equal within the Way. We will see how ^ƃƐĞŬŝ expresses the equality of all things by
referring to ŚƵĂŶŐǌŝ͛ƐƚĞǆƚŝŶŚŝƐnanga period.
^ƃƐĞŬŝ ƐƚŝŵƵůĂƚĞĚ ďǇƚŚĞ ĐŽŶĐĞƉƚ ŽĨ ƐƉŽŶƚĂŶĞŝƚǇ ŝŶ ŚƵĂŶŐǌŝ͛Ɛ ƚĞĂĐŚŝŶŐ composed a series of ten
poems titled ‘Spontaneous compositions in Spring time͛ dated 24 May 1912. They were the first
kanshi he had written since his Shuzen-ji period in October 1910. The last poem from that time had
been ĚĞĚŝĐĂƚĞĚƚŽ/ŬĞďĞ͕ǁŚŽƐĂĚůǇƉĂƐƐĞĚĂǁĂǇŝŶϭϵϭϮ͘ /ŬĞďĞŚĂĚďĞĞŶĂŬĞǇĨŝŐƵƌĞŝŶhis life and
ǁĂƐĂŶŽƚŚĞƌŝŵƉŽƌƚĂŶƚĨƌŝĞŶĚ͕ůŝŬĞ^ŚŝŬŝ͕ǁŚŽƐŚĂƌĞĚĂĚĞĞƉŝŶƚĞƌĞƐƚŝŶŚŝŶĞƐĞĐůĂƐƐŝĐƐ͘
During this current period, ^ƃƐĞŬŝ composed poems with picturesque scenes which reflected his
enjoyment of being at one with nature. After he fell ill again, ^ƃƐĞŬŝ, with time on his hands and in a
ŵŽƌĞ ƉĞĂĐĞĨƵů ĞŶǀŝƌŽŶŵĞŶƚ ǁĂƐ ĂďůĞ ƚŽ ůŽƐĞ ŚŝŵƐĞůĨ ŝŶ Ă ǁŽƌůĚ ŽĨ ƉŽĞƚƌǇ ĂŶĚ nature. The title
“Spring day” (᱕ᰕͿ ĐĂŶ ďĞ ƚĂŬĞŶ ĂƐ ĂŶ ĞǆƉƌĞƐƐŝŽŶ ŽĨ ƚŚĞ ĨĞĞůŝŶŐ ƚŚĂƚ ŚĞ ǁĂƐ Ăƚ ĂŶŽƚŚĞƌ ƐƚĂƌƚŝŶŐ
ƉŽŝŶƚŝŶŚŝƐůŝĨĞ͘EŽǁ͕^ƃƐĞŬŝ had found a new friend, nature, which became a great companion and
inspiration for the poetic state of fƻryƻ.

9

DŽƌŝŵŽƚŽ͕dĞƚƐƵƌƃ͘Tsuki wa Higashi ni͘^ŚŝŶĐŚƃ^ŚĂ͕ 1992, p. 88-89.
&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘ŚƻŐŽŬƵdĞƚƐƵŐĂŬƵ͕^ŚƻŬǇŽ͕'ĞŝũƵƚƐƵ. Jinmon Shoin, Kyoto, 1988, p. 24-25.
11 Ibid., p. 27.
10
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PREPARATION FOR COMPOSING POEMS TO ACCOMPANY NANGA
24 May 1912
Poem 94
“Spontaneous composition in spring day” (᱕ᰕڦᡀ) EŽ͘ϭ
㧛䚃付ລ㘱 䚃Ǜ㧛Ǡȡ 付ລȀ㘱țǽ
ᖃ䔂䟾䏓ᯠ 䔂ȀᖃǴȟǻ 䟾䏓ᯠǴǿȟ
ㄩ␡叟ҡ ㄩ␡ǤǬǻ 叟 ҡȡȟ
䶉ᱬ㠕㚤᱕ 䶉ᱬ 㠕Ǭǻ᱕ȧ㚤Ǥ 12
It is easy to say that worldly affairs are the cause of my growing old,
The view over the balcony in my house shows the wild essence of nature in each season.
Nightingales are singing in full motion in the bamboo grove,
I am listening to the sound of spring whilst lying down.
'ŽŐŽŶĞŬŬƵ
付ລ㘱 in line one rhyme-matches with the tenth line of a poem from the Tang period composed
by Gao Shi (儈䚙͕:͗<ŽƐĞŬŝ, 70?-765). Gao Shi composed this poem for his friend, Tu Fu (ొี).

䉸⸕ᴨࢽ付ລ㘱 䉸Ȁ⸕ȞȨș ᴨࢽͱ付ລȀ㘱ǙȨǽȄ 13

In those days, I didn’t imagine that my studies and swordsmanship would as I grew old
become part of my worldly affairs.

12
13

^ƃƐeki ensŚƻ Vol.18, Iwanami Shoten, TŽŬǇo, 1995, p. 276-277.
Matsuura Tomohisa Ed. Kanshi no Jiten͘dĂŝƐŚƵŬĂŶ^ŚŽƚĞŶ͕dŽŬǇŽ͕ 2007, p. 604.
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In ^ƃƐĞŬŝ͛Ɛ ƉŽĞŵ͕ ‘GƌŽǁŝŶŐ ŽůĚ͛ ŚĂƐ Ă ƉŽƐŝƚŝǀĞ ƚŽŶĞ ĂƐ ^ƃƐĞŬŝ ŚĂĚ found a moment of peace in
which he was surrounded by nature.
ᖃ䔂 in line two 'TŚĞǀŝĞǁŽǀĞƌƚŚĞďĂůĐŽŶǇ͛, was used by the Tang poet, Li Bai (ᵾപ)

⮺Ꮂ䳄䚉⎧ ⮣Ꮂ 䚕⎧ȧ䳄ǻ
⮦䔂ማ↨⍱ ᖃ䔂 ≇⍱ȧ߉Ǯ 14
There are many steep mountain ranges covered with hazy green across the sea,
The curvy long wave coming close to the balcony crashes down endlessly.
^ƃƐĞŬŝ ĂƐ ǁĞůů ĂƐ rhyme-matching with Li Bai͛Ɛ ƉŽĞŵ͕ also rhyme-matches in the same line with
characters used by Fang Gan (๏ױ, 809?-888?) from the late Tang period. He used the characters
䟾䏓, meaning ‘Wild essence͛which are compiled in the San’ti Shi (йփ䂙ͿǀŽůƵŵĞϯ. ^ƃƐĞŬŝŝŶĂŶ
exercise to stimulate a ǀŝƐƵĂů ŝŵĂŐĞ ĨŽƌ ƉĂŝŶƚŝng, shares his ĂĚŵŝƌĂƚŝŽŶ ĨŽƌ ƚŚĞ ǀŝƚĂůŝƚǇ ŽĨ ŶĂƚƵƌĞ
with two poets from the Tang period.

टࣙଡ

䟾䏓 㠚ǠȞཊǤᝌǤ

໌ߵೖᙫ䰫

俉ȄӪǽޡȀ㚎ǥ 15

The wild essence of nature is very pleasant on its own,
Fine incense is best to test and appreciate with companions.
ㄩ␡, ‘Deep in ƚŚĞĂŵďŽŽŐƌŽǀĞ͛ in line three is used by Liu Chang ཷᏏ, 1019-1068 from the
Sung period, in the poem titled “Yuhou Huiwen” (䴘ᖼഎ᮷), compiled in the Jianzhu Song Yuan
Ming Shixuan (ㆻ䁫ᆻݳ᰾䂙䚨)
㐁≤⊐ ߧݹ㐁≤ ⊐ߧݹșǠȀ,
14
15

ŚƚƚƉ͗ͬͬŬĂŶƐŚŝϭϬϬǆϭϬϬ͘ďůŽŐ͘ĨĐϮ͘ĐŽŵ͍ͬŵŽĚĞсŵΘŶŽсϭϲϳϲ
http://www.yuwen360.com/showinfo-184-143722.html
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䶁㤄⸼㢢ሂ 䶂㤄 ⸼㢢ሂǬ
↻㣡㩭᳇ᓝ ↻㣡 ᳇ǢᓝȀ㩭Ƕǃ
Ҳ匕␡ㄩ ҡ匕 ␡ǢㄩȀǤ 16
The cool light on the pond full of green water,
A feeling of coolness coming from blue moss on the stone pavement.
The garden is dim, petals on the ground appear here and there.
Deep in the Bamboo Grove, the ripple of birds’ singing echoes loudly
^ƃƐĞŬŝ wrote out a copy in calligraphy of this poem, and indeed at first the poem was attributed to
him as he had put his name at the end of the piece. He was clearly practising his calligraphy and
ƉƌĞƉĂƌŝŶŐ ŚŝŵƐĞůĨ ĨŽƌ ŚŝƐ ůĂƚĞƌ ďƌƵƐŚ ĂŶĚ ŝŶŬ ƉĂŝŶƚŝŶŐƐ͘ ,Ğ ǁĂƐ cŽŵƉŽƐŝŶŐ ƉŽĞƚƌǇ ƵƐŝŶŐ ǀŝƐƵĂů
ŝŵĂŐĞƐƚĂŬĞŶĨƌŽŵƚŚĞŐƌĞĂƚŵĂƐƚĞƌƐ͛ǁŽƌŬƐ͘
SƃƐĞŬŝ͛Ɛ ĚŝƐĐŝƉůĞ ĂŶĚ ƐŽŶ-in-law, DĂƚƐƵŽŬĂ Yuzuru, confirms that ^ƃƐĞŬŝ͛Ɛ ĚĞƉŝĐƚŝŽŶ ŽĨ ƐĐĞŶŝĐ
nature-based ŝŵĂŐĞƐ ŝƐ Ă ŵĂũŽƌ ĨĞĂƚƵƌĞ ŽĨ ƚŚŝƐ ƉĞƌŝŽĚ ĂŶĚ Ă ƐƚƌŝŬŝŶŐ ĐŽŶƚƌĂƐƚ ƚŽ ŚŝƐ ƉŽĞŵƐ from
ƉƌĞǀŝŽƵƐ ƉĞƌŝŽĚƐ͘ ͞dŚŝƐ ĐůĞĂƌůǇ ĐŽŶĨŝƌŵƐ ^ƃƐĞŬŝ͛Ɛ ŝŶƚĞƌĞƐƚ ƚŽǁĂƌĚƐ painting, especially nanga
paintings.” 17
㠕㚤᱕, ‘LŝƐƚĞŶŝŶŐƚŽƚŚĞƐŽƵŶĚŽĨƐƉƌŝŶŐǁŚŝůƐƚůǇŝŶŐĚŽǁŶ͛ in the fourth line is used by Li Shangyin
(ᵾ୶䳐, 812-858) from the late Tang period in a poem titled “Ci gu guo fen ning zhai” (⅑᭵䜝⊮ሗ
ᆵ; ᭵䜝⊮ሗȃᆵȀ⅑Ǯ)
/Ŷ>ŝ͛ƐƉŽem, it is autumn whereas in ^ƃƐĞŬŝ͛Ɛ͕autumn is replaced by spring.
㾯ൂ⻗Ӻ䃠ѫ 㾯ൂ⻗ Ӻ 䃠ǠѫǿȠ
㠷䘁儈デ㠕㚭⿻ оȀ儈ッȀ䘁ǺǢ 㠕Ǭǻ⿻ȧ㚤Ǥ 18

16
17
18

ŚƚƚƉ͗ͬͬŬĂǁĂƵƐŽƚĞŝ͘ĐŽĐŽůŽŐ-nifty.com/easy/2006/12/post_ffa4.html
Iida, Rigyo. ^ƃƐĞŬŝ Shi-shƻ Yaku͘<ŽŬƵƐŚŽ<ĂŶŬƃ <Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘Ϯϭϯ-214.
Ibid., p. 215. Also, ŚƚƚƉ͗ͬͬǁǁǁ͘ǌǁďŬ͘ŽƌŐͬDǇ>ĞŵŵĂ^ŚŽǁ͘ĂƐƉǆ͍ůŝĚсϰϱϯϮϴ
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Green trees in the garden of the West, who is the master?
Together we approach the high window, listening to the sound of autumn whilst lying
down.
^ƃƐĞŬŝwas inspired by >ŝ͛Ɛ poem to express the spontaneous sound of nature. In the latter half of
the first line, Li uses ‘Who is the master?͛ 䃠ѫ (Shuizhu). ^ƃƐĞŬŝ uses the same expression 䃠ѫ,
in the second poem of the series, ‘Spontaneous compositions ŝŶ^ƉƌŝŶŐƚŝŵĞ͛, which we will examine
next.
The theme of ‘Who is the master?͛ runs through the poems of this period and also later poems.
EŽǁ͕ǁĞǁŝůůĞǆĂŵŝŶĞŚŽǁĨĂƌ^ƃƐĞŬŝ in his nanga period was under the influence of Chapter Two
of Zhuangzi, “DisĐƵƐƐŝŽŶŽŶDĂŬŝŶŐůůdŚŝŶŐƐƋƵĂů”.
Let us recall the scene from the beginning of Chapter Two of Zhuangzi which we analysed in
Chapter three. The student zĂŶŚĞŶŐŝǇŽƵƐĂǇƐƚŽŚŝƐƚĞĂĐŚĞƌŝƋŝƚŚĂƚŚĞŚĂƐďĞĐŽŵĞůŝŬĞcold
ĂƐŚĞƐ ĂŶĚ ŝƐŶΖƚ Ăƚ Ăůů ůŝŬĞ ƚŚĞ ƉĞƌƐŽŶ ŚĞ ŬŶĞǁ͘ dŚĞ ƚĞĂĐŚĞƌ ĂŶƐǁĞƌƐ ƚŚĂƚ ŚĞ ŝƐ ĞǆƉĞƌŝĞŶĐŝŶŐ Ă
moment in which he forgets his existence and who he is. This notion of forgetting oneself is the
ultimate destination which Zhuangzi is at pains to stress in Chapter Two. We see this notion appear
again later in ^ƃƐĞŬŝ͛ƐƉŽĞŵ͘
Zhuangzi tĂůŬƐ ĂďŽƵƚ ƚŚĞ ƉŝƉŝŶŐ ŽĨ ,ĞĂǀĞŶ͘ To emphasise the point the ƚĞĂĐŚĞƌ ĂƐŬƐ ǁŚŽ ŝƐ
ŵĂŬŝŶŐƚŚĞƐŽƵŶĚ͘dŚŝƐŝƐwhat ^ƃƐĞŬŝ refers to when he uses the expression 䃠ѫ, ‘Who is the
master?͛.
Zhuangzi͛Ɛ point here is that ƚŚĞƌĞ ŝƐ ŶŽƚŚŝŶŐ ŵĂŬŝŶŐ ƚŚĞ ƉŝƉŝŶŐ ŽĨ ,ĞĂǀĞŶ ŚĂƉƉĞŶ͘ dŚĞ
ŝŵƉŽƌƚĂŶƚƚŚŝŶŐŝƐƚŽĂĐĐĞƉƚƚŚĞƉŝƉŝŶŐŽĨ,ĞĂǀĞŶĂƐŝƚŝƐ͘ǇĚŽŝŶŐƐŽ͕ƌĞĂƐŽŶĂŶĚƚŚĞďĞůŝĞĨŝŶ
ĐĂƵƐĞ ĂŶĚ ĞĨĨĞĐƚ ĂƌĞ ŶĞŐĂƚĞĚ͘ ,ĞĂǀĞŶ ŚĞƌĞ ŝƐ ŶŽƚ ƐŽŵĞ concept remote from Earth and its
people. ,ĞĂǀen stays as it is. In other words, it is nature, something beyond the world of logic. It
ĂĐĐĞƉƚƐ ĞǀĞƌǇƚŚŝŶŐ ĂŶĚ ďĞĐŽŵĞƐ ŽŶĞ͘ /Ŷ ďĞĐŽŵŝŶŐ ŽŶĞ͕ ŽŶĞ ĨŽƌŐĞƚƐ ŽŶĞƐĞůĨ͘ dŚƌŽƵŐŚ ƚŚŝƐ
process one finds one's true self.
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The following passage in Zhuangzi, using the Chinese character 䯁 䯁 , describes the
characteristic of the great understanding as broad and unhurried. ^ƃƐĞŬŝ uses this character 䯁
signifying serenity and quiet when composing Chinese poems. We need to read more of
Zhuangzi ƚŽŚĂǀĞan insight into the characteristics of the ‘Great understanding͛͘
In the following passage, Zhuangzi explains about 'Little understanding', which is worldly
ƵŶĚĞƌƐƚĂŶĚŝŶŐ͕ƚŽŐŝǀĞĂĐŽŶƚƌĂƐƚƚŽΖGreat understanding'. ‘Little understanding' from ^ƃƐĞŬŝ's
ƉŽŝŶƚ ŽĨ ǀŝĞǁ ƉĞƌƚĂŝŶƐ ƚŽ ƚŚĞ ĐŽŶĚŝƚŝŽŶƐ ŝŶ ƚŚĞ ŵƵŶĚĂŶĞ ǁŽƌůĚ ǁŚŝĐŚ ŚĂǀĞ ŝŶĨůŝĐƚĞĚ Śŝŵ ǁŝƚŚ
stomach ulcers, a ŶĞƌǀŽƵƐďƌĞĂŬĚŽǁŶĂŶĚůŽŶĞůŝŶĞƐƐ͘
Great understanding is broad and unhurried; little understanding is
cramped and busy. Great words are clear and limpid; little words are shrill and
ƋƵĂƌƌĞůƐŽŵĞ͘/ŶƐůĞĞƉ͕ŵĞŶ͛ƐƐƉŝƌŝƚƐŐŽǀŝƐŝƚŝŶŐ͖ŝŶǁĂŬŝŶŐŚŽƵƌƐ͕ƚŚĞŝƌďŽĚŝĞƐŚƵƐƚůĞ͘
tŝƚŚ ĞǀĞƌǇƚŚŝŶŐ ƚŚĞǇ ŵĞĞƚ ƚŚĞǇ ďĞĐŽŵĞ ĞŶƚĂŶŐůĞĚ͘ ĂǇ ĂĨƚĞƌ ĚĂǇ ƚŚĞǇ ƵƐĞ ƚŚĞŝƌ
minds in strife, sometimes grandiose, sometimes sly, sometimes petty. Their little
ĨĞĂƌƐĂƌĞŵĞĂŶĂŶĚƚƌĞŵďůǇ͖ƚŚĞŝƌŐƌĞĂƚĨĞĂƌƐĂƌĞƐƚƵŶŶĞĚĂŶĚŽǀĞƌǁŚĞůŵŝŶŐ͘dŚĞǇ
ďŽƵŶĚ ŽĨĨ ůŝŬĞ ĂŶ ĂƌƌŽǁ Žƌ Ă ĐƌŽƐƐďŽǁ ƉĞůůĞƚ͕ ĐĞƌƚĂŝŶ ƚŚĂƚ ƚŚĞǇ ĂƌĞ ƚŚĞ ĂƌďŝƚĞƌƐ ŽĨ
right and wrong. They cling to their position as though they had sworn before the
gods͕ƐƵƌĞƚŚĂƚƚŚĞǇĂƌĞŚŽůĚŝŶŐŽŶƚŽǀŝĐƚŽƌǇ͘dŚĞǇĨĂĚĞůŝŬĞĨĂůůĂŶĚǁŝŶƚĞƌ-such is
the way they dwindle day by day. They drown in what they do- ǇŽƵ ĐĂŶŶŽƚ ŵĂŬĞ
ƚŚĞŵƚƵƌŶďĂĐŬ͘dŚĞǇŐƌŽǁĚĂƌŬ͕ĂƐƚŚŽƵŐŚƐĞĂůĞĚǁŝƚŚƐĞĂůƐ- such are the excesses
of their old age. And when their minds draw near to death, nothing can restore
them to the light. 19
In the next passage Zhuangzi writes about the ǀĂƌŝŽƵƐƉƐǇĐŚŽůŽŐŝĐĂůƐƚĂƚĞƐexisting in the human
mind, which occur spontaneously and come and go by their ŽǁŶǀŽůŝƚŝŽŶ͘dŚese are also part of
the piping of HĞĂǀĞŶs: nature. Spontaneous, it has no form, and ŬĞĞƉƐĐŚĂŶŐŝŶŐĐŽŶƐƚĂŶƚůǇ͘Ǉ
ĂĐĐĞƉƚŝŶŐ ŚƵŵĂŶ ůŝĨĞ ĂƐ ŚĞĂǀĞŶ ĂŶĚ ŶĂƚƵƌĞ͕ ŽŶĞ ĐĂŶ shed the burdens of this mundane

19

Watson, Burton. Trans. The complete works of Chuang Tzu͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵ68, p. 37.
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existence and transcend human affairs. This is precisely the thought ^ƃƐĞŬŝ sympathised with
when he began to compose poems again after the painful emotional turmoil of losing precious
people in his life.
:ŽǇ͕ ĂŶŐĞƌ͕ ŐƌŝĞĨ͕ ĚĞůŝŐŚƚ͕ ǁŽƌƌǇ͕ ƌĞŐƌĞƚ͕ ĨŝĐŬůĞŶĞƐƐ͕ ŝŶĨůĞǆŝďŝůŝƚǇ͕ ŵŽĚĞƐƚǇ͕
wilfulness, candor, insolence- music from empty holes, mushrooms springing up in
ĚĂŵƉŶĞƐƐ͕ĚĂǇĂŶĚŶŝŐŚƚƌĞƉůĂĐŝŶŐĞĂĐŚŽƚŚĞƌďĞĨŽƌĞƵƐ͕ĂŶĚŶŽŽŶĞŬŶŽǁƐǁŚĞƌĞ
ƚŚĞǇ ƐƉƌŽƵƚ ĨƌŽŵ͘ >Ğƚ ŝƚ ďĞ͊ >Ğƚ ŝƚ ďĞ͊ /ƚ ŝƐ ĞŶŽƵŐŚ ƚŚĂƚ ŵŽƌŶŝŶŐ ĂŶĚ ĞǀĞŶŝŶŐ ǁĞ
ŚĂǀĞƚŚĞŵ͕ĂŶĚƚŚĞǇĂƌĞƚŚĞŵĞĂŶƐďǇǁŚŝĐŚ ǁĞůŝǀĞ͘tŝƚŚŽƵƚƚŚĞŵǁĞǁŽƵůĚŶŽƚ
ĞǆŝƐƚ͖ǁŝƚŚŽƵƚƵƐƚŚĞǇǁŽƵůĚŚĂǀĞŶŽƚŚŝŶŐƚŽƚĂŬĞŚŽůĚŽĨ͘dŚŝƐĐŽŵĞƐĐůŽƐĞƚŽƚŚĞ
ŵĂƚƚĞƌ͘ Ƶƚ / ĚŽ ŶŽƚ ŬŶŽǁ ǁŚĂƚ ŵĂŬĞƐ ƚŚĞŵ ƚŚĞ ǁĂǇ ƚŚĞǇ ĂƌĞ͘ /ƚ ǁŽƵůĚ ƐĞĞŵ ĂƐ
ƚŚŽƵŐŚƚŚĞǇŚĂǀĞƐŽŵĞdƌƵĞDĂƐƚĞƌ͕ĂŶĚǇĞƚ/ĨŝŶĚŶŽƚƌĂĐĞŽf him. He can act- that
is certain. Yet I cannot see his form. He has identity but no form. 20

^ƃƐĞŬŝbegins to depict the spontaneous characteristics of nature in his poem by emptying his
mind and getting inside the world of kanshi. Let us proceed to the next poem to see how
^ƃƐĞŬŝ introduces the phrase, ‘Who is the master͍͛(䃠ѫ).

Poem 95
“Spontaneous composition on a spring day” (᱕ᰕڦᡀ) EŽϮ
ㄩᇶ㜭䙊≤ ㄩᇶȀǬǻ 㜭Ǥ≤ȧ䙊ǭ
㣡儈н䳐᱕ 㣡儈ǤǬǻ ᱕ȧ䳐Ǫǯ
付ݹ䃠ᱟѫ 付 ݹ䃠ǠᱟȡѫǿȠ
ྭᰕ䂙Ӫ ྭᰕ 䂙ӪȀǮ 21

20
21

Watson, Burton. Trans. The complete works of Chuang Tzu͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ, p. 37-38.
^ƃƐĞŬŝĞŶƐŚƻVol.18͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇo, 1995, p. 278.
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Water flows effortlessly through the bamboo grove,
Flowers are blossoming from a high place in a branch above, but they can’t hide the
colour of the spring.
Wind and light, who is their master?
This fine day belongs to the poet as the poet understands the essence of nature.
'ŽŐŽŶĞŬŬƵ
^ƃƐĞŬŝ beginƐǁŝƚŚǁŽƌĚƐƚĂŬĞŶĨƌŽŵĂĞŶƚĞǆƚ͘/ŬŬĂŝnoted that ㄩᇶ ‘Dense bamboo bush͛ in
the first line and ኡ儈 ‘High mountain͕͛ (in ^ƃƐĞŬŝ͛Ɛ ƉŽĞŵ͕ ŝƚ ŝƐ 㣡儈 ͛Flowers in a high
position͛ͿĂƉƉĞĂƌŝŶĂƉŽĞŵďǇĂǌĞŶŵŽŶŬ, Shanjing (વ੫), compiled in ఽ (Chuan’deng
Lu: C͛ŚĞŶͬĞŶŚŝƐƚŽƌŝĐĂůďŽŽŬĨƌŽŵEŽƌƚŚĞƌŶ ^ƵŶŐŚŝŶĂͿǀŽůƵŵĞϮϬ͘ 22
ƐƚƵĚĞŶƚŵŽŶŬŝƐũƵƐƚĂďŽƵƚƚŽůĞĂǀĞŚŝƐƚĞĂĐŚĞƌΖƐƚĞŵƉůĞ͘ MŽŶŬ^ŚĂŶũŝŶŐ (વ੫), the teacher,
ĂƐŬƐƚŚe pupil which direction he will ƚĂŬĞŝŶŽƌĚĞƌƚŽůĞĂǀĞƚŚĞŝƌůŽĐĂƚŝŽŶǁŚŝĐŚŝƐƐƵƌƌŽƵŶĚĞĚ
by ƐƚĞĞƉŵŽƵŶƚĂŝŶƐ͘dŚĞƐƚƵĚĞŶƚŵŽŶŬĐĂŶŶŽƚĂŶƐǁĞƌ͘^Ž͕ŚŝƐƚĞĂĐŚĞƌĂŶƐǁĞƌƐŝŶƐƚĞĂĚ͕ĂŶĚƚŚŝƐ
poem is his answer.
ㄩᇶн࿘⍱≤䙾 ㄩᇶȀǬǻ⍱≤ȃ䙾ǥȠȧ࿘ǧǯ
ኡ儈䉸⺽ⲭ䴢伋 ኡ儈ǤǬǻ䉸Ȁⲭ䴢ȃ伋ȋȧ⺽ǧȨș 23
Water flows easily through dense bamboo bush,
White clouds float freely amongst the steep mountains.
ůƚŚŽƵŐŚ ƚŚĞ ƚĞĂĐŚĞƌ ŝƐ ůŝƚĞƌĂůůǇ ĂƐŬŝŶŐ ƚŚĞ ƐƚƵĚĞŶƚ ŚŽǁ ŚĞ ŝƐ ŐŽŝŶŐ ƚŽ ŐĞƚ ĂǁĂǇ ƚŚŽƵŐŚ ƚŚĞ
ƐƚĞĞƉŵŽƵŶƚĂŝŶƐ͕ŝŶĨĂĐƚ͕ƚŚĞƌĞĂůƋƵĞƐƚŝŽŶŝƐŚŽǁƚŽůŝǀĞŽƵƌĚĂŝůǇůŝĨĞƐƵƌƌŽƵŶĚĞĚďǇĂĨŽƌĞƐƚŽĨ
ƉƌŽďůĞŵƐ͘ tŚĞƌĞǀĞƌ ǁĞ ůŽŽŬ ƚŚĞƌĞ are obstacles, stress and loss. How can we carry on when

22
23

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p. 278.
http://rinnou.net/cont_04/zengo/20120801.html
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ĨĂĐĞĚ ǁŝƚŚ ƚŚĞƐĞ ůŝǀŝŶŐ ĐŽŶĚŝƚŝŽŶƐ͍ ,ĞƌĞ͕ ƚŚĞ ƚĞĂĐŚĞƌ ŝŶ ŚŝƐ ƉŽĞŵ ƉƌŽǀŝĚĞƐ ƚŚĞ ĂŶƐǁĞƌ͗ ŽƵƌ
teachers should be the clouds and water and their unfastidious, carefree and simple existence.
Human beings due to their conditioniŶŐŵĂŶĂŐĞƚŽǁŽƌƌǇƚŚĞŝƌůŝǀĞƐĂǁĂǇĨƌĞƚƚŝŶŐĂďŽƵƚƐŵĂůů
ƚŚŝŶŐƐ͘dŽůŝǀĞůŝĨĞƐŝŵƉůǇůŝŬĞĐůŽƵĚs and water is the main point.
We recall ^ƃƐĞŬŝ ůŽŽŬŝŶŐĂƚĐůŽƵĚƐĂŶĚĨĞĞůŝŶŐĂƚŽŶĞǁŝƚŚƚŚĞŵǁŚĞŶŚĞǁĂƐůǇŝŶŐŝŶďĞĚĚƵƌŝŶŐ
ŚŝƐĐŽŶǀĂůĞƐĐĞŶĐĞĂĨƚĞƌŚis serious illness at Shuzen-ji. For him the cloud is a symbol of poetic
ƐĞŶƐŝƚŝǀŝƚǇ and a calm state of mind. When composing poems he made an effort to empty his
mind and be clear ůŝŬĞǁĂƚĞƌĂŶĚĐůŽƵĚs.
付 ݹin the third line referring to the landscape, followed by 䃠ᱟѫ ‘Who is the master?͛ has
already been discussed in our analysis of Spontaneous composition in spring time poem EŽ͘1
when we referred to a poem by Li Shangyin (ᵾ୶䳐).
In addition, the word master/creator (ѫ) is also used by Su Shi (㰷䔮), a poet from the Sung
period. He explains the creator in the poem “The Red Cliff” (䎔).
фཛཙൠѻ䯂ǃ⢙ᴹѫǃ㤏䶎੮ᱟᡰᴹǃ䴆а∛㘼㧛ਆǃᜏ⊏кѻ付ǃ
ኡ䯂ѻ᰾ᴸǃ㙣ᗇѻ㘼⡢㚢ǃⴞ䙷ѻ㘼ᡀ㢢ǃਆѻ❑⾱ǃ⭘ѻнㄝǃѻ䙐⢙㘵
ѻ❑ⴑ㯿ҏǃ㘼੮ᆀѻᡰޡ伏 24
фǹཛȡཙൠȃ䯃ǃ⢙ǟȃѫᴹȟǄ㤏Ǥȗ੮ȃᴹǮȠᡰȀ䶎ǫȡȅǃа∛
ǽ䴆ȗਆȠǨǽ㧛ǬǄᜏǵ⊏кȃ付ǽǃኡ䯃ȃ᰾ᴸǽȄǃ㙣 ѻȧᗇǻ༠
ȧ⛪Ǭǃⴞ ѻȀ䙷Ǚǻ㢢ȧᡀǮǄѻȧਆȡǾȗ⾱ǯȠǨǽ❑Ǥǃѻȧ⭘Ǜ
ȡǾȗㄝǢǯǄᱟȡ䙐⢙㘵ȃ❑ቭ㭥ǿȟǄ㘼Ǭǻ੮ǽᆀǽȃޡȀ伏Ǜᡰǿȟ
ǌǽǄ
ǀĞƌǇƚŚŝŶŐƚŚĂƚĞǆŝƐƚƐďĞƚǁĞĞŶŚĞĂǀĞŶĂŶĚĞĂƌƚŚŚĂƐĂŶŽǁŶĞƌ͘/ĨƐŽŵĞƚŚŝŶŐĚŽĞƐ
ŶŽƚ ďĞůŽŶŐ ƚŽ ǇŽƵ͕ ǇŽƵ ƐŚŽƵůĚ ŶŽƚ ƚĂŬĞ ĞǀĞŶ Ă ƐƚƌĂŶĚ ŽĨ ŚĂŝƌ͘ Ƶƚ ƚŚĞƌĞ ĂƌĞ
24

KŐĂǁĂ͕dĂŵĂŬŝ͘ΘzĂŵĂŵŽƚŽ͕<ĂǌƵǇŽƐŚŝ͘Ě͘ΘdƌĂŶƐ͘^ŽƚƃďĂ^ŚŝƐĞŶ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϭ;Ϯϳth edition),
p. 327-328.
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ĞǆĐĞƉƚŝŽŶƐ͕ ƚŚĞ ďƌĞĂƚŚ ŽĨ ĨƌĞƐŚ Ăŝƌ ŐŽŝŶŐ ĂĐƌŽƐƐ ƚŚĞ ƌŝǀĞƌ ĂŶd the moon appearing
amongst the mountains. One can enjoy the sound of wind and wonder at the beauty
ŽĨƚŚĞŵŽŽŶ͘dŚĞƌĞŝƐŶŽůŝŵŝƚƚŽƚŚŝƐƚĂŬŝŶŐ͘/ƚŝƐŝŶĞǆŚĂƵƐƚŝďůĞ͘dŚŝƐŝƐƉƌĞĐŝƐĞůǇƚŚĞ
ŝŶĞǆŚĂƵƐƚŝďůĞ ƐƚŽĐŬ ŽĨĨĞƌĞĚ ďǇ ƚŚĞ ĐƌĞĂƚŽƌ͕ ŶĂƚƵƌĞ͘ zŽƵ ĐĂŶ ĞŶũŽǇ it together with
others as well.
Su Shi confirms that nature is inexhaustible and ĞǀĞƌǇŽŶĞŝƐĂďůĞƚŽ benefit from it.
ྭᰕ ͚dŚŝƐĨŝŶĞĚĂǇ͛ in the fourth line is used in the Zen text, Blue Cliff Record (⻗ৣ䥢) Sixth
Case.
ᰕᰕᱟྭᰕ ᰕᰕᱟȡྭᰕ 25
every day is a good day 26
meaning each new day is the best day of your life no matter whether it is a fine day, a rainy day,
a joyful day or a hard day.
^ƃƐĞŬŝ ends his poem with the words, “This fine day belongs to the poet as the poet
understands the essence of nature”, confirming that by creating sounds with words he too is a
part of the piping of HĞĂǀĞŶ͘^ƃƐĞŬŝ in the second poem synthesises tǁŽƚĞĂĐŚŝŶŐƐ͕Ś͛ĞŶ/Zen
and Zhuangzi.

Poem 98
“Spontaneous composition on a spring day” (᱕ᰕڦᡀ) EŽ͘ϱ
ᣡ⯵㺑䮰㘱 ⯵ȧᣡǙǻ 㺑䮰Ȁ㘱Ǚ
ឲᱲ⏅⏉ཊ ᱲȧឲǙǻ ⏅⏉ཊǬ

25

/ƌŝĞ͕zŽƐŚŝƚĂŬĂ͕͘DŝǌŽŐƵĐŚŝ͕zƻǌƃ͘, SueŬŝ͕&ƵŵŝŚŝŬŽ͕͘/ƚƃ͕&umio. An. Hekigan Roku͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϳ
(13th edition), p. 104.
26 ůĞĂƌǇ͕dŚŽŵĂƐΘůĞĂƌǇ͕:͘d͘dƌĂŶƐ͘The Blue Cliff Record. Shambhala Publications, Inc. Boston, Massachusetts,
1977, p. 37.
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⊏ኡ᱕अ ⊏ኡ ᱕अǢ
ᇒདྷ㩭➉⌒ ᇒདྷ ➉⌒Ȁ㩭ǹ 27
Suffering illnesses, living in a shabby house, growing old feeling mentally and physically
exhausted,
I am worried about the times we live in and feel emotional and tearful.
Nature in the rivers and mountains begins to show signs of spring, (brings poetic
sensitivity)
I dream I am a traveller sailing through life fading in the fine mist rising from the surface
of the water
'ŽŐŽŶĞŬŬƵ
ᣡ⯵ ‘Suffering ŝůůŶĞƐƐĞƐ͛ at the beginning of the first line, is ^ƃƐĞŬŝ explaining not only his state
of health, but also that of his country, Japan. ^ƃƐĞŬŝ expresseĚ ŚŝƐ ǀŝĞǁƐ ŝŶ Ă ƐƉĞĞĐŚ ƚŝƚůĞĚ
Civilisation of Modern Japan (ݳେೖຌԿ) in which he pointed out his concern about
:ĂƉĂŶƚĂŬŝŶŐĂƉĂƚŚŽĨŵŽĚĞƌŶŝƐĂƚŝŽŶŽǀĞƌŶŝŐŚƚĐŽŵƉĂƌĞĚǁŝƚŚƚŚĞtĞƐƚĞƌŶĐŽƵŶƚƌŝĞƐǁŚŽŚĂĚ
ĚĞǀĞůŽƉĞĚĂŵŽĚĞƌŶƐŽĐŝĞƚǇŝŶŐƌĂĚƵĂůƐƚĞƉƐ noted by Iida. 28
^ƃƐĞŬŝ ŝƐ Ă ǁƌŝƚĞƌ ǁŝƚŚ Ă ďĞůŝĞĨ ŝŶ ŝŶĚŝǀŝĚƵĂůŝƐŵ ďĂƐĞĚ ŽŶ tĞƐƚĞƌŶ ĞŶůŝŐŚƚĞŶŵĞŶƚ͘ He could
clearly see that Japan and the Japanese people would soon get exhausted if they followed the
path of Western modernisation as it was not happening organically. ,Ğ ŚĂĚ ůŝǀĞĚ ƚŚƌŽƵŐŚ Ă
period of constant and rapid change, the old customs and traditions had been swept aside, but
only superficial notions based on Western society had replaced them. ^ƃƐĞŬŝ warned time and
time again that Japan could fall apart, if it continued to blindly hurl down the route of modern
Westernisation.

27
28

^ƃƐĞŬŝĞŶƐŚƻVol.18, Iwanami SŚŽƚĞŶ͕dŽŬǇo, 1995, p. 276-277.
Iida, Rigyƃ. ^ƃƐĞŬŝ Shi-shƻ Yaku. <ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϮϯϮ-233.
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Kanshi artists from the past used kanshi ƚŽŵĂŬĞƐŽĐŝĂůĐŽŵŵĞŶƚƐƚŽĞǆƉƌĞƐƐƚŚĞŝƌƐŽƌƌŽǁat the
ĐŽƵŶƚƌǇĂŶĚƉĞŽƉůĞ͛ƐůŝĨe. This poem is a ĨŝŶĞĞǆĂŵƉůĞŽĨ^ŽƐĞŬŝůĞĂƌŶŝŶŐĨƌŽŵŽŶĞŽĨƚŚĞŐƌĞĂƚ
Tang period poets, Du Fu who experienced hardships under harsh political conditions.
ᣡ⯵ ‘Suffering ŝůůŶĞƐƐĞƐ͛, 㺑䮰 ‘SŚĂďďǇŚƵƚ͛ and 㘱 ‘GƌŽǁŽůĚ͛ are all used by Du Fu (ᶌ⭛)
from the Tang period in his poem titled “Dongtun Yueye”(ᶡኟᴸཌ) 29
ᣡ⯵┲㨽㘱 ⯵ȧᣡǤ ┲㨽ȃ㘱
䱢䗪ᰗばኟ 䗪ȧ䱢ǥ ᰗばȃኟ
᱕䗢㿚⮠؇ ᱕䗢 ⮠؇Ȁ㿚Ǭȕ
↣ᴸ൘㺑䮰 ↣ᴸ 㺑䮰Ȁ൘ȟ 30
Suffering illness, an old man floating like a weed,
Protecting the border, at the village famous for its rice harvest.
In the spring when the farming starts, having to learn new customs,
Years go by, living in a shabby hut.
ឲᱲ ‘WŽƌƌŝĞĚ ĂďŽƵƚ ƚŚĞ ƚŝŵĞƐ ǁĞ ůŝǀĞ ŝŶ͛ in the second line is ^ƃƐĞŬŝ͛Ɛ ĞǆƉƌĞƐƐŝŽŶ ŽĨ ŚŝƐ
personal concern about how Japanese people and society had been affected by rapid
modernisation and wholesale changes. /ŬŬĂŝƉŽŝŶƚĞĚŽƵƚƚŚĞĐŽŵŵĞŶƚĂƌǇŵĂĚĞďǇzŽƐŚŝŬĂǁĂ
ĂďŽƵƚ ƚŚŝƐ ůŝŶĞ͘ zŽƐŚŝŬĂǁĂ ƐĂǇƐ ƚŚĂƚ ŝƚ ŝƐ ƐŝŐŶŝĨŝĐĂŶƚ ŚĂǀŝŶŐ Ă ƉŽĞŵ ƐƵĐŚ ĂƐ ƚŚŝƐ in the kanshi
genre, as usually in contemporary Japanese Kanshi, the poem tends to be composed from the
ǀŝĞǁƉŽŝŶƚŽĨa recluse. 31

29
30
31

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p.281.
ŚƚƚƉ͗ͬͬǁǁǁ͘ůŝď͘ŬŽďĞ-u.ac.jp/repository/thesis/d2/D2003094.pdf
zŽƐŚŝŬĂwa, Kƃjirƃ. ^ƃƐĞŬŝ Shi Chƻ. Iwanami ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϭϰϯ͘
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zŽƐŚŝŬĂǁĂ also in a comment at the introduction says that ^ƃƐĞŬŝ͛Ɛ poems show that he was
not a shallow, uncritical Orientalist nor Oriental culture enthusiast. 32 This study agrees entirely
with zŽƐŚŝŬĂǁĂ͛ƐǀŝĞǁ͘ ^ŽƐĞŬŝƐŽŵĞƚŝŵĞs made comments in his diary emphasising the fact that
the poem he was writing was a real poem based on his experience͘^ŽƐĞŬŝǁĂƐ an ŝŶĚŝǀŝĚƵĂůŝƐƚ
ĂŶĚĚŝĚŶ͛ƚũƵƐƚĨŽůůŽǁƚŚĞmainstream trends of the kanshi community in Japan at the time.
⊏ኡ ‘RŝǀĞƌƐĂŶĚŵŽƵŶƚĂŝŶƐ͛͗ŶĂƚƵƌĞ͕ is used by Su Shi (㰷䔮) in Su Dongpo Shiji (㰷ᶡඑ䂙䳶),
titled “Guo Badong Xuan bubo” (գ౨២ഩ; ᐤᶡⴼȧ䙾ǣȟǻ⋺Ȟǯ)

⊏ኡ䊚伺  ⊏ኡȄ䊚ȧ伺Ǚ
⽬ᮠ㤡䳴ഠ  ⽬ᮠ㤡䳴ȧഠǬȓǮ 33
Nature nurtures exceptional genius,
Rule and strategy give trouble to the hero.
Here, ^ƃƐĞŬŝ is saying that literary art represented by nature creates a refined person, and
military rulĞ ŵĂŬĞƐ ƉĞŽƉůĞ ƐƵĨĨĞƌ. He was ŝŶĚŝƌĞĐƚůǇ ĐƌŝƚŝĐŝƐŝŶŐ ƚŚĞ ŐŽǀĞƌŶŵĞŶƚ ŝŶĐƌĞĂƐŝŶŐůǇ
militaristic position. The triumph in the Russo-Japanese war in 1905, had spurred the authorities
ƚŽĞǀĞƌŐƌĞĂƚĞƌĂŵďŝƚŝŽŶƐĂŶĚŶĂƚŝŽŶĂůŝƐƚŝĐƚĞŶĚĞŶĐŝĞƐ͘
Iida notes 34 ᱕ ‘Sign ŽĨ ƚŚĞ ƐƉƌŝŶŐ͛ in the same line is also used by Su Shi in the same
collection as well, with the title “Xhao De-lin jianyin hushang zhouzhong duiyue” (䏉ᗧ哏低伢⒆
к㡏ѝሽᴸ; 䏉ᗣ哏 ⒆кȀ䣝伢Ǭ 㡏ѝ ᴸȀሮǮ)
㘱ᆸᜌ᱕ ѫӪ ᱕ȧᜌǬȕȃ
ѫӪ⮉ᇒᛵ ѫӪ ᇒȧ⮉ȕȠȃᛵ 35
The master of the house is lamenting the ending of spring,
32
33
34
35

zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ Shi Chƻ. IwaŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕p. 19.
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Iida, Rigyƃ. ^ƃƐĞŬŝ Shi-shƻ Yaku.<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕ p. 223.
http://sou-ǇƵŶ͘ĐŽŵͬYƵĞƌǇ͘ĂƐƉǆ͍ŶĂǀŝŐĂƚĞсϭΘƚǇƉĞсƉŽĞŵΘŝĚсϭϯϱϵϵϴΘůĂŶŐсƚ

253
It is the same feeling as when the host tries to stop the guest leaving.

^ƃƐĞŬŝ uses ᱕ ͚^ŝŐŶ ŽĨ ƚŚĞ ƐƉƌŝŶŐ͛ as poetic sentiment here. So, altogether, nature in the
mountains inspires ƉŽĞƚŝĐƐĞŶƐŝƚŝǀŝƚǇ͘
ᇒདྷ ‘The dreams ƚŚĞƚƌĂǀĞůůĞƌŚas͛ in the fourth line 36 rhyme-matches with a poem by Zhen
Shan-min (ⵏኡ≁, ?-?) from the Sung period titled “Lanxi zhouzhong” (㱝ⓚ㡏ѝ; 㱝⑃ȃ㡏ѝ
Ȁǻ)
℃㚢ᩆᇒདྷ ℃༠ ᇒདྷȧᩆǠǬ
ᐶᖡ䴒ᜱ ᐶᖡ䴒ᜱȧǤ
Whilst travelling the sound of rowing shakes my dream,
The boat appearing before your eyes manifesting the sorrow of separation.
Regarding the characters ᇒདྷ, /ŬŬĂŝ ŝŶƚĞƌƉƌĞƚs them as a ‘TƌĂǀĞůůĞƌ͛Ɛ ĚƌĞĂŵ͕͛ EĂŬĂŵƵƌĂ also
interprets them the same way but also includes the concept of ‘A ƚƌĂǀĞůůĞƌ ŝŶ ůŝĨĞ͛͘ /ŝĚĂ ŚĂs a
different interpretation saying it is ‘A ĚƌĞĂŵ ǇŽƵ ŚĂĚ ǁŚŝůƐƚ ƚƌĂǀĞůůŝŶŐ ĂďƌŽĂĚ͛͘ zŽƐŚŝŬĂǁĂ͛Ɛ
interpretation is ƐŝŵŝůĂƌ ƚŽ EĂŬĂŵƵƌĂ͛Ɛ ŝŶƚĞƌƉƌĞƚĂƚŝŽŶ͕ ͚DƌĞĂŵ ŽĨ ĂƚƌĂǀĞůůĞƌ ŝŶ ůŝĨĞ͛͘ dŚŝƐ study
adopts the idea of YosŚŝŬĂǁĂĂŶĚEĂŬĂŵƵƌĂ͕‘The dreams of a ƚƌĂǀĞůůĞƌin life͛. The reasons are
firstly that /ŝĚĂ͛Ɛ ŝŶƚĞƌƉƌĞƚĂƚŝŽŶ ŝƐ ĚŝĨĨŝĐƵůƚ ƚŽ ĐŽŶŶĞĐƚ ƚŽ ƚŚĞ ƉƌĞǀŝŽƵƐ ůŝŶĞ͕ secondly that this
study ďĞůŝĞǀĞs ^ƃƐĞŬŝ is being philosophical, interpreting life as a journey. We need to examine
the following characters for confirmation.
➉⌒ ‘Fine mist rising from the surface of the water͛ in the same line is used by Cui Hao (ፄ井,
704-754) in a poem entitled “Huang He Lou” (“Yellow Crane House” 哴古ᾬ) 37
ᰕ᳞䜧䰌օ㲅ᱟ ᰕए 䜧䯒 օȡȃࠖǠᱟȡǿȠ
➉⌒⊏к֯Ӫᜱ ➉⌒ ⊏к ӪȧǬǻᜱȍǬȕ 38
36
37

Iida, Rigyƃ. ^ƃƐĞŬŝ Shi-shƻ Yaku. <ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϮϮϯ͘
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Dusk is approaching. Whereabouts is my hometown, I wonder?
The scenery, from the misty water surface stretching far to the river bank, makes my
heart sentimental and I long for my hometown.
A poem by Cui Hao which is in Shichigon Risshi style, uses ‘tŚŝƚĞĐůŽƵĚƐ͛ (ⲭ䴢) twice, in line
one and again in line four. Ɛ ǁĞ ŚĂǀĞ ŽďƐĞƌǀĞĚ ͚tŚŝƚĞ ĐůŽƵĚƐ͛ ĂƌĞ ĂŶ ŝŵƉŽƌƚĂŶƚ ƚŚĞŵĞ ŝŶ
^ƃƐĞŬŝ͛ƐƉŽĞƚƌǇ͕ĂŶĚŝƚŝƐƚŚĞƌĞĨŽƌĞŝŵƉŽƌƚĂŶƚthat we inǀĞƐƚŝŐĂƚĞǁŚĂƚŚŝƐ precursors made of
this image.
Line 1
᱄Ӫᐢ҈ⲭ䴢৫ ᱄ӪᐢȀⲭ䴢Ȁ҇ȟǻ৫ȟ
The hermit who once visited here left riding a white cloud.
Line 4
ⲭ䴢ॳ䔹オᛐᛐ ⲭ䴢ॳ䔹 オǬǤᛐᛐǴȟ
Only the white cloud remains floating, its character unchanged for thousands of years.
‘White clouds͛ are ŵĞŶƚŝŽŶĞĚ ĂƐ ǁĞ ŚĂǀĞ ƐĞĞŶ in huangzi Chapter TǁĞůǀĞ͕ “,ĞĂǀĞŶ ĂŶĚ
Earth”.
... riding on those white clouds all the way up to the village of God. 39
tĞŚĂǀĞƚŽďĞĂƌŝŶŵŝŶĚ ᑍ䜧 is translated as ‘Village of God͛ but it also means ‘The home of
the hermit͛. It is clear that Ciu Hao was referring to Zhuangzi in this poem, and ^ƃƐĞŬŝ too was
also indirectly referring to him.
After expressing his sorrows for ƚŚĞƚŝŵĞŚĞŝƐůŝǀŝŶŐŝŶ͕^ƃƐĞŬŝ changes his focus to nature which
ŐŝǀĞs him energy and poeticĂů ƐĞŶƐŝƚŝǀŝƚy. Dreaming, ĂƐ Ă ƚƌĂǀĞůůĞƌ sailing though life, he is
disappearing into his poetical land where he can shelter from the pain of sorrow.
38
39
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Poem 100
“Spontaneous composition on a spring day” (᱕ᰕڦᡀ) EŽ͘ϳ
⍱叟બདྷ৫ ⍱叟 དྷȧબȈǻ৫ȟ
ᗞ䴘⒯㣡ᶕ ᗞ䴘 㣡ȧ⒯ǬǻᶕȠ
᱘ཌ᱕ᜱ㢢 ᱘ཌ ᱕ᜱȃ㢢
〰к㐁㤄 〰ǽǬǻ 㐁㤄ȀкȠ 40
The sound of the Nightingale woke me up,
My dream disappeared, the fine rain moistens the flowers.
Last night I had a melancholy feeling for the end of spring,
The subtlety of the green moss reminds me of that moment.
'ŽŐŽŶekku
IŬŬĂŝŶŽƚĞĚ 41 ⍱叟બདྷ৫ ‘dŚĞƐŽƵŶĚŽĨƚŚĞEŝŐŚƚŝŶŐĂůĞǁŽŬĞŵĞƵƉ’ in the first line shares a
similarity with ƚŚĞƐŝƚƵĂƚŝŽŶŽĨǁĂŬŝŶŐƵƉĨƌŽŵa dream and seeing a nightingale which appears
in part of Li Bai͛Ɛ poem, titled “Chunri zuiqi yinzhi” (᱕ᰕ䞄䎧䀰ᘇ; ᱕ᰕ 䞄ȝȟ䎧Ǣǻ ᘇȧ
䀰Ǜ)
㿪ֶⴴᓝࡽ 㿊ȖᶕǴǸǻᓝࡽȧⴴȕȡȅ
а匕㣡䯃匤 а匕 㣡䯃Ȁ匤Ǥ
ُ↔օᱲ ُǮ ↔ȡօȡȃᱲǳ
᱕付䃎⍱叟 ᱕付 ⍱叟Ȁ䃎Ƞ 42
After waking up from drinking, looking at the garden,
40
41
42

^ƃƐĞŬŝĞŶƐŚƻVol.18, IwĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇo, 1995, p. 283.
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I notice a bird is singing hiding behind a flower.
May I ask what time of the season we are in now?
It is the time of the year when the wind chats with the singing nightingale who flies
through the air like a wave – it is full spring.
In the first line, ^ƃƐĞŬŝ condenses Li Bai͛ƐĞŬŬƵ to one line and ƚĂŬĞƐƌĞĂĚĞƌƐinside a moment
ǁŚĞŶŽŶĂƐƉƌŝŶŐĚĂǇǇŽƵĂƌĞǁŽŬĞŶƵƉĨƌŽm your dream by the call of a nightingale.
ᗞ䴘 ‘FŝŶĞƌĂŝŶ͛ in the second line rhyme-matches with a poem by Tao Yuanming titled Du Shan
hai jing (ᩉࢃքៅ ǀŽůƵŵĞϭ noted by Iida. 43

ᗞ䴘ᗎᶡֶ ᗞ䴘ᶡȝȟֶȟ
ྭ付㠷ѻ٦ ྭ付ѻǽ٦ȀǮ 44
A fine rain approaches from the east,
bringing pleasant winds with it.
In this poem, Tao Yuanming is expressing his ůŽǀĞŽĨůŝǀŝŶŐŝŶĂŚƵƚfar away from the busy city
enjoying himself gardening and reading. ^ƃƐĞŬŝ ƌĞƐŽŶĂƚĞƐ ƚŽ dĂŽ zƵĂŶŵŝŶŐ͛Ɛ ĚĞƉŝĐƚŝŽŶ ŽĨ
peaceful life by rhyme-matching with ᗞ䴘, fine rain in the second line. By depicting the fine
rain bringing moisture to the flower, ^ƃƐĞŬŝ ŝƐĂůƐŽƐŚŽǁŝŶŐƚŚĂƚŶĂƚƵƌĞƚĂŬĞƐĐĂƌĞ of ĞǀĞƌǇƚŚŝŶŐ
without saying anything. It brings to mind the Zen teaching that “EǀĞƌǇĚĂǇŝƐĂŐŽŽĚĚĂǇ͘͟
᱕ᜱ ‘Melancholy feeling for the end of spring͛ in the third line rhyme-matches with a poem by
Bai Ju-yi (ⲭት᱃, 772-846) titled “Lingyuan qie” (䲥ൂ; 䲥ൂȃ).

ᒤᴸཊˈᰦޭᦒɾ ೧݆ଡ͚ ࣎ޭΖɼ

᱕ᜱ⿻ᙍ⸕օ䲀  ᱕ᜱ⿻ᙍ օǳ䲀ǗȠȧ⸕ȞȨș 45
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How many years have passed since I stayed here? It is a long time,
I feel melancholic in the spring and in the long autumn night get lost in thought, my
grief continues without an end.
It is a highly emotional poem. The loneliness of the moment is perfectly captured by the
‘MĞůĂŶĐŚŽůǇĨĞĞůŝŶŐĨŽƌƚŚĞĞŶĚŽĨƐƉƌŝŶŐ͛ǁŚŝĐŚŽƌŝŐŝŶĂƚĞƐ in Bai Ju-Ǉŝ͛ƐŝŵĂŐĞ͘
‘ 〰SƵďƚůĞƚǇ͛ rhyme-matches with a well-ŬŶŽǁŶpoem by Zhao Gu (䏉ి, 806?-852?) titled
“Jianglou Shugan” (⊏ᾬᴨᝏ; ⊏ᾬȀǻᝏȧᴨǮ)
⦘к⊏⁃ᙍ⑪❦  ⤜ȟ⊏ᾬȀкȡȅ ᙍȇ⑪❦
ᴸ≤≤ྲݹ䙓ཙ  ᴸ≤ ݹȃྲǤ ≤ ཙȀ䙓ǿȠ
਼ֶ㘛ᴸӪօ㲅  ਼ȀᶕǴȟǻᴸȧ㘛ȈǬ ӪȄօȡȃࠖǳ
付Ჟ〰լ৫ᒤ  付Ჟ 〰ǽǬǻ ৫ᒤȀլǴȟ 46
When I mount the platform at Jiang-lou, my feelings expand without boundary
Moonlight is pouring like transparent water, and the water flowing in the river looks as
though it is leading to the heavens.
The person with whom I looked at the moon and enjoyed time together, where has she
gone?
The view I am looking at is faintly similar to the view I had with her last year, but…

^ƃƐĞŬŝ is emphasising emotion and melancholy by rhyme-ŵĂƚĐŚŝŶŐ ǁŝƚŚ ŚĂŽ 'Ƶ͛Ɛ ƉŽĞŵ about
missing someone who has ƉĂƐƐĞĚ ĂǁĂǇ ĂŶĚ ŶŽ ůŽŶŐĞƌ ǁŝƚŚ Śŝŵ͘ ^ŽƐĞŬŝ ŵŝŐŚƚ ďĞ ƚŚŝŶŬŝŶŐ ŽĨ ŚŝƐ
youngest daughter who passed away suddenly at a young age.

45
46

http://www.shicimingju.com/chaxun/list/64330.html
Matsuura Tomohisa Ed. Kanshi no Jiten͘dĂŝƐŚƵŬĂŶ^ŚŽƚĞŶ͕dŽŬǇŽ͕ 2007, p. 133.
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This poem is a good example of ^ƃƐĞŬŝ͛Ɛ lyric poetry, employing many references from his
precursorƐ͛ĞǆĂŵƉůĞƐ͘ tĞƐĞĞĞŵŽƚŝŽŶĂůůǇĐŚĂƌŐĞĚǀŝƐƵĂůŝŵĂŐĞƐĂƉƉĞĂƌŝŶŐŝŶĂŶƚŝĐŝƉĂƚŝŽŶŽĨƚŚĞ
themes he would use in his nanga painting.

Poem 101
“Spontaneous composition on a spring day” (᱕ᰕڦᡀ) EŽ͘ϴ
л䮻㾏 л 㾏ȧ䮻Ǚǻǰȅ
᠀о䚃ᯠ ᠀ 䚃ǽоȀᯠǴǿȟ
㩭㣡Ӫн䆈 㩭㣡 Ӫ䆈Ȟǯ
匕㠚↻᱕ 匕 㠚Ȟ↻᱕ 47
Sitting under the tree in a relaxed manner,
Feeling as though I am merging with the Way, filled with poetic inspiration.
People are not aware of the falling of petals,
A bird sings a farewell song to the remains of spring.
л ‘UŶĚĞƌƚŚĞƚƌĞĞ͛ and  ‘Sitting͛ in the first line are images which refer to Buddha getting
enlightenment for the first time whilst sitting under the Bodhi tree at Bodhgaya. 48
䮻㾏 ‘Open the collar͛meaning ‘IŶĂƌĞůĂǆĞĚŵĂŶŶĞƌ͛ rhyme-matches with a poem by Bai Ju-yi (ⲭ
ት᱃) titled “Kaijin” (䮻㾏)
䮻㾏օ㲅ྭ 㾏ȧ䮻ǤȄօȡȃࠖǠྭǢ
ㄩл⊐䚺ൠ ㄩл⊐䗪ȃൠ 49

47
48
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Where is the best place to relax?
The place along the river, under the bamboo.
The rhyme-matching words 䮻㾏 mean to free oneself from restriction. By placing the character,
, sitting, at the end of the line ^ƃƐĞŬŝconfirms that he ŝƐǀŝƐƵĂůŝƐŝŶŐŵĞĚŝƚĂƚŝŽŶ͘
᠀ ‘Poetic inspiration͛ in the second line rhyme-matches with a poem ẵ㣡 ‘Plum blossom͛ by
Lin Bu (᷇䘻, 967-1028) from the Song period ǁŚŽŝƐĨĂŵŽƵƐĨŽƌŚŝƐůŽǀĞŽĨƉůƵŵďůŽƐƐŽŵ͘dŚĞƵƐĞ
of the plum tree as a symbol for independence has a long history in Chinese literature.
᠀䮧ᚘ䋐㣣ᱲ  ᠀ 䮧Ȁᚘȕ 㣣ᱲȀ䋐ǦǬΝ

⛪㾻ẵ㣡䕂ޕ䂙  ẵ㣡ȧ㾻Ǭ⛪Ȁ 䕂Ƕ䂙ȀޕȠ 50
It will be sad to let go of the spring in full blossom without expressing its glory in poetry,
Whenever I see a plum flower, I always compose a poem.
䚃 (The Way) in the same line means the Way as understood in Daoist texts: nature. ^ƃƐĞŬŝstates
here that the poetic sentiment in his case is to merge with nature. ^ƃƐĞŬŝ, in the first two lines
explains that he is at one with nature through meditation and how he is being inspired to compose
poems.
㩭㣡, ͚WĞƚĂůƐĨĂůůŝŶŐ͛ in the third line rhyme-matches with a poem by Wang Wei (⦻㏝, 699-761),
who is famous for his brusŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ͕ĐĂůůŝŐƌĂƉŚǇĂŶĚƉůĂǇŝŶŐŵƵƐŝĐĂƐǁĞůůĂƐ his poetry 51,
compiled in Wang You-cheng Shiji (⦻ਣю䂙䳶) ǀŽůƵŵĞϭϰ, titled “Hanse sishang zuo” (צ৯⅁
ࡠ)

㩭㣡ᇲᇲኡ匕 㩭㣡ᇲᇲ ኡȀǤ匕

49
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^ƃƐĞŬŝĞŶƐŚƻVol.18͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇo, 1995, p. 284.
IshiŬĂǁĂ͕dĂĚĂŚŝƐĂ͘Ě͘Kanshi Kanshƃ Jiten. <ƃdansha, 2009, p. 587.
Ibid., p. 87.
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ὺ༆੪੪ోਭਕ ༆༆੪੪ ਭΝోΖਕ 

The petals fall down in absolute quietness, the birds are singing in the mountain,
The willow trees along the Yangzi river are bright blue, people are crossing the water.
ਕࣟ ͚WĞŽƉůĞĂƌĞŶŽƚĂǁĂƌĞ͛ in the same line rhyme-matches again with a different poem by ⦻

㏝ Wang Wei͛Ɛ titled “huli guan” (“ ؙHouse of the bĂŵďŽŽǀŝůůĂŐĞ”) 

ᘒ࠳༕ᝮཬ ಢΕ࠳ͤ ༕ᝮཬ

ኩۑௗᅗ ۑΝஆͣͱͪௗᅗͤ

ྜྷਕஎ ྜྷ ਕஎΔ͡Ζ

݆ု૮ল ݆ པͪΕͱ૮লΔͤ 

I sit alone deep inside the bamboo grove,
Playing qin and singing for a long time.
No one knows of my enjoyment far inside the bamboo grove,
But the bright moon understands my joy and directly through the bamboo grove it shines
its light all over me.
^ƃƐĞŬŝ who was practicing how to compose poems to accompany paintings, was studying Wang
tĞŝ͛ƐƉŽĞŵƐĨŽƌƌĞĨĞƌĞŶĐĞĂƐtĂŶg Wei as well as being a fine poet ǁĂƐĂůƐŽŬŶŽǁŶas a master of
^ŽƵƚŚĞƌŶ^ŽŶŐďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ͘
ॡ ‘Remains of spring͛ in line four rhyme-matches with a poem by Bai Ju-yi, titled “Chou Huang
Fu Binke” (ृߘีහ )ٮ
52
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Iida, Rigyƃ. ^ƃƐĞŬŝ Shi-shƻ Yaku͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳ6, p. 230
DĂĞŶŽ͕EĂŽĂŬŝ͘dƃ^ŚŝƐĞŶ. Vol. 2. Iwanamŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϬ;ϵth edition), p. 363.
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Ӆؕ܇᭘Ӯೖ ӅͶ܇ɼؕͶ͢ͱӮೖΝ᭘͢

ఀըૻॡ ఀͶըɼͽͱॡΝૻΖ 

You spend the whole day in tranquillity at the temple in the bamboo grove,
I say farewell to the spring drinking at the flower house.
In Bai Ju-Ǉŝ͛ƐƉŽĞŵ͕ƚǁŽĨƌŝĞŶĚƐĂƌĞin their own homes, one is ŚĂǀŝŶŐa peaceful time and the other
is ĚƌƵŶŬand saying farewell to the spring. With this scenery as a bĂĐŬdrop, ^ƃƐĞŬŝdepicts images of
the laws of nature ǁŚŝĐŚĂƌĞƚĂŬŝŶŐƉůĂĐĞ, such as a bird singing on one hand and spring coming to
an end spontaneously.
In lines three and four, ^ƃƐĞŬŝ shows ŚŽǁƉŽůŝƐŚĞĚŚŝƐƐĞŶƐŝƚŝǀŝƚǇ in expressing nature had become.
He cites ǁŽƌĚƐĨƌŽŵƉŽĞŵƐďǇtĂŶŐtĞŝ͕ǁŚŽǁĂƐǁĞůůŬŶŽǁŶfor his superb calligraphy and brush
ĂŶĚŝŶŬƉĂŝŶƚŝŶŐ͘^ƃƐĞŬŝ, ŝŶŚŝƐŵĂƐƚĞƌǇŽĨƚŚĞƐŬŝůůƐƌĞƋƵŝƌĞĚĨŽƌƉŽĞƚƌǇĐŽŵƉŽƐŝƚŝŽŶ͕ďƌƵƐŚĂŶĚŝŶŬ
painting and calligraphy is getting close to becoming an artist in the ancient Chinese classical
tradition.
ƐǁĞŚĂǀĞƐĞĞŶ͕ƌĞĂĚŝŶŐŚŝŶĞƐĞůŝƚĞƌĂƚƵƌĞĂŶĚƐƚƵĚǇŝŶŐĂŶĚĂƉƉƌĞĐŝĂƚŝŶŐďƌƵƐŚĂŶĚ/ŶŬƉĂŝŶƚŝŶŐƐ
ŚĂĚ͕ƐŝŶĐĞŚŝƐĐŚŝůĚŚŽŽĚ͕ůŽŶŐďĞĞŶĂŵŽŶŐŚŝƐĨĂǀŽƵƌŝƚĞƉĂƐƚŝŵĞƐ͘,Ğhad been ŽďůŝŐĞĚƚŽŐŝǀĞƵƉ
these ĂĐƚŝǀŝƚŝĞƐ whŝĐŚ ŐĂǀĞ Śŝŵ ƐŽ ŵƵĐŚ ƉůĞĂƐƵƌĞ ŝŶ ŽƌĚĞƌ ƚŽ ďĞĐŽŵĞ Ă ƐƉĞĐŝĂůŝƐƚ ŝŶ ŶŐůŝƐŚ
ůŝƚĞƌĂƚƵƌĞĂŶĚƐƵƌǀŝǀĞŝŶƚŚĞŵŽĚĞƌŶǁŽƌůĚ͘
tŚĞŶĞǀĞƌ ŚĞ ďĞĐĂŵĞ ill and/or had some free time, he would always return to Chinese poems.
Chinese poems represent his childhood and the home in his heart. ^ƃƐĞŬŝ feels safe and at ease
ǁŚĞŶŚĞŝƐƵƐŝŶŐŚŝƐĐƌĞĂƚŝǀĞĞŶĞƌŐǇƚŽĐŽŵƉŽƐĞŚŝŶĞƐĞƉŽĞŵƐǁŚŝĐŚĞŶĂďůĞŚŝŵƚŽǀŝƐƵĂůŝƐĞƚŚĞ
images in his mind.

54

http://fanti.dugushici.com/ancient_proses/22941

262
POETRY, NANGA, CALLIGRAPHY
EŽǁ͕ ǁĞǁŝůůŵŽǀĞŽŶƚŽĞǆĂŵŝŶĞƚŚĞ Chinese poems which accompany ^ƃƐĞŬŝ͛Ɛ nanga. In addition
to these poems he also wrote poetry in his own calligraphic style.
The first poem accompanying a nanga is not for a ^ƃƐĞŬŝ painting. In fact, he ǁĂƐĂƐŬĞĚƚŽĐŽŵƉŽƐĞ
a poem to accompany Ă ǁŽƌŬ ďǇ zŽŬŽǇĂŵĂ dĂŝŬĂŶ (⁚ኡབྷ㿣, 1868-1958) who was one of the
leading artists taught and nurtured by KŬĂŬƵƌĂTenshin (ዑعཙᗳ, 1863-1913), the founder of The
dŽŬǇŽ /ŵƉĞƌŝĂů ƌƚ and Performing Art School, who promoted and protected the legacy of
traditional art and archaeology in Asia. AĨƚĞƌůĞĂǀŝnŐŚŝƐƉŽƐŝƚŝŽŶĂƚhŶŝǀĞƌƐŝƚǇ͕KŬĂŬƵƌĂǁĂƐŝŶǀŝƚĞĚ
ƚŽ ǁŽƌŬ Ăƚ &ŝŶĞ ƌƚ DƵƐĞƵŵ͕ ŽƐƚŽŶ ŝŶ ϭϵϬϰ ĂŶĚ ďĞĐĂŵĞ Ă ŚĞĂĚ ŽĨ ƐŝĂŶ ƌƚ ŝŶ ϭϵϭϬ, and was
ŬŶŽǁŶŝŶƚŚĞtĞƐƚĂƐƚŚĞǁƌŝƚĞƌŽĨThe Book of Tea (㥦ȃᵜ) which was written and first published
in English in 1906. KŬĂŬƵƌĂǁĂƐŝŶŵĂŶǇǁĂǇƐĂĨŽƌĞƌƵŶŶĞƌŽĨ^ƃƐĞŬŝ and had a great insight into
ĂŽŝƐŵĂŶĚĞŶ͕ĂƐŚĞĞǆƉůĂŝŶĞĚŝŶŚŝƐďŽŽŬ͘ 55
^ƃƐĞŬŝ noted ŝŶŚŝƐĚŝĂƌǇĞŶƚƌǇĚĂƚĞĚĨƌŽŵϮϯƚŽϯϬ:ƵůǇϭϵϭϮ͕͞dĂŝŬĂŶƚŽůĚŵĞƚŚĂƚŚĞǁŽƵůĚŐŝǀĞ
ŵĞĂƉĂŝŶƚŝŶŐ͘,ĞĂƐŬĞĚŵĞ to do some calligraphy for him. I couldn͛ƚƌĞĨƵƐĞŚŝƐƌĞƋƵĞƐƚ͕ƐŽ/ƐĂŝĚ/
would compose him a poem. The poem came first.” 56

Poem 108
“ZĞƚƵƌŶŝŶŐƚŚĞĨĂǀŽƵƌŚĂǀŝŶŐďĞĞŶŽĨĨĞƌĞĚĂƉĂŝŶƚŝŶŐďǇƚŚĞŐƌĞĂƚƉĂŝŶƚĞƌzŽŬŽǇĂŵĂ”
(C., 䞜⁚ኡ⭫՟ᚥ⭫ J., ⁚ኡ⭫՟ȃ⭫ȧᚥȓȠȠȀ䞜ț)
⤜オᮾ㻿 ⤜ȟǮ オᮾȃ㻿
ѩ䶂ᕅ㠸䮧 ѩ䶂 㠸ȧᕅǤǨǽ䮧Ǭ

55

KŬĂŬƵƌĂ͕dĞŶƐŚŝŶ͘The Book of Tea. Charles E. Tuttle Company, Rutland, Vermont and ToŬǇŽ, 1959 (fifth edition),
p. 35-52.
56 ^ƃƐĞŬŝĞnƐŚƻ ǀŽů͘ϮϬ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘ϯϵϵ. (noted in a diary entry written between 23 to 30 July
1912)
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བྷ㿣ት༛䌸 བྷ㿣ት༛ 䌸ȟ
㿊䚃Ӫ㭥 㿊䚃Ӫ 㭥Ǯ
䟾≤䗎ੋᐧ 䟾≤ ੋǡᐧȧ䗎Ǭ
䯁䴢ޕᡁา 䯁䴢 ᡁǡาȀޕȠ
ᖲᗐ䲿ᡰ◩ ᖲᗐ 䲿ᡰȀ◩Ǥ
տ൘㠚❦䜧 տȔǻ㠚❦ȃ䜧Ȁ൘ȟ 57
Sitting alone in an empty room,
Gazing at a painting which offers endless pleasure.
The painting is a gift from the great artist Taikan,
It belongs to layman Enkaku seeking the Way.
In the painting, a river circles a village and disappears into the distance,
And tranquil clouds are entering my house.
The water and clouds never stop they go around forever gracefully,
They belong to the hometown of nature.
Gogon Risshi
Again, we can see here ^ƃƐĞŬŝŝƐƐƚƵĚǇŝŶŐtĂŶŐtĞŝĞǆƚĞŶƐŝǀĞůǇ͘ ⤜ ‘SŝƚƚŝŶŐĂůŽŶĞ͛ and オᮾ㻿
‘EŵƉƚǇ ƌŽŽŵ͛ ŶĞĂƌůǇ rhyme-match with a poem by Wang Wei titled ㄩ䟼佘 “House of the
ďĂŵďŽŽǀŝůůĂŐĞ” which we discussed earlier. ^ƃƐĞŬŝ uses オᮾ㻿 ͚ŵƉƚǇƌŽŽŵ͛ŝŶƐƚĞĂĚŽĨ ᒭㇱ㻿
‘BĂŵďŽŽŐƌŽǀĞ͛͘ This ůŝŶĞŐŝǀĞƐƵƐƚŚĞŝŵĂŐĞŽĨƐŝƚƚŝŶŐŝŶa ŵĞĚŝƚĂƚŝǀĞƐƚĂƚĞŽĨŵŝŶĚ͘
ѩ䶂 in the second line means painting, ᕅ㠸䮧 ‘EŶĚůĞƐƐ ƉůĞĂƐƵƌĞ͛ in the same line rhymematches with a poem by Du Fu titled “Qiuye” (⿻䟾 ‘Autumn field’).
57

^ƃƐĞŬŝĞŶƐŚƻVol.18͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇo, 1995, p. 292.
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′᭫੮⸝ ⽬ᾭ ੮ǡ⸝ȧ᭫Ȗ
ኡ᷇ᕅ㠸䮧 ኡ᷇ 㠸ȧᕅǤǨǽ䮧Ǭ 58
The Confucian rituals reveal my weakness,
Mountain and wood give me endless pleasure.
Ƶ&ƵƐƚĂƚĞƐŚŝƐůŽǀĞŽĨŶĂƚƵƌĞĂŶĚhow he is not in ĨĂǀŽƵƌŽĨŽŶĨƵĐŝĂŶƌŝƚƵĂůƐ͘^ƃƐĞŬŝagrees with
this by saying that the ƉĂŝŶƚŝŶŐŐŝǀĞƐŚŝŵĞŶĚůĞƐƐƉůĞĂƐƵƌĞ͘ In this line, ^ƃƐĞŬŝshows he is entering
inside the painting.
In the third line, ^ƃƐĞŬŝŝŶƚƌŽĚƵĐĞƐƚŚĞĂƌƚŝƐƚ͕dĂŝŬĂŶ͘In the fourth line, he introduces himself. 㿊
䚃Ӫ ‘LĂǇŵĂŶŶŬĂŬƵƐĞĞŬŝŶŐƚŚĞtĂǇ͛ refers to ^ƃƐĞŬŝhimself, as he had on a couple of occasions
been to ƚŚĞ ŶŬĂŬƵ-ũŝ ƚĞŵƉůĞ ŝŶ <ĂŵĂŬƵƌĂ ƚŽ ƉƌĂĐƚŝĐĞ ĞŶ ŵĞĚŝƚĂƚŝŽŶ͘ Here, we see that ^ƃƐĞŬŝ
considers himself to be a lay Zen practitioner.
䟾≤ ‘Stream͛ in the fifth and 䯁䴢 ‘TƌĂŶƋƵŝů ĐůŽƵĚƐ͛ ŝŶ ƚŚĞ sixth line are references to dĂŝŬĂŶ͛Ɛ
painting. ^ƃƐĞŬŝ considerƐ dĂŝŬĂŶ͛Ɛ ƉĂŝŶƚŝŶŐ of flowing water and floating clouds to be the
quintessential manifestation of nature in poetry. The 䟾≤ ‘SƚƌĞĂŵ͛ǁŚŝĐŚƌĞƉƌĞƐĞŶƚƐƉƵƌŝƚǇand is
featured in dĂŝŬĂŶ͛Ɛ painting ůĞĂǀĞs dĂŝŬĂŶ͛Ɛ ŚŽŵĞ which is depicted in the fifth line by 䗎ੋᐧ
‘LĞĂǀĞǇŽƵƌŚŽƵƐĞ͛.
In the sixth line, dĂŝŬĂŶ͛Ɛ painting enter into ^ƃƐĞŬŝ͛Ɛ house indicated by ޕᡁา ‘Enter into my
ƌŽŽŵ͛ǁŚŝĐŚĐĂŶbe translated as entering into ^ƃƐĞŬŝ͛Ɛmind. >ŽŽŬŝŶŐĂƚ the painting brings him a
tranquil mind ĂŶĚƉŽĞƚŝĐƐĞŶƐŝƚŝǀŝƚǇ which is depicted by 䯁䴢 ‘Tranquil ĐůŽƵĚƐ͛ŝŶƚŚĞsame line.
We see the image of ^ƃƐĞŬŝĂƐĐůŽƵĚƐĨůŽĂƚŝŶŐŝŶƚŚĞƐŬǇŽǀĞƌ the stream. By this time ^ƃƐĞŬŝhas
lost himself and is deep inside the painting.
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http://wǁǁ͘ǌǁďŬ͘ŽƌŐͬzh-tw/Lemma_Show/12603.aspx
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৫ᶕ ‘CŽŵŝŶŐ ĂŶĚ ŐŽŝŶŐ͛ ŝŶ ƚŚĞ ƐĞǀĞŶƚŚ ůŝŶĞ ĚĞƉŝĐƚs the action of water flowing and clouds
ŵŽǀŝŶŐ. 䲿ᡰ ‘GŽ ĞǀĞƌǇǁŚĞƌĞ͛ followed by ◩ has the same meaning as  meaning gentle or
ƐŽĨƚ͕ĚĞƐĐƌŝďŝŶŐƚŚĞŐĞŶƚůĞŵŽǀĞŵĞŶƚŽĨǁĂƚĞƌĂŶĚĐůŽƵĚƐ͘
㠚❦䜧 ‘HŽŵĞƚŽǁŶŽĨŶĂƚƵƌĞ͛ in the final line is the place where water and clouds reside. ^ƃƐĞŬŝ in
other poems uses ⲭ䴢䜧 ‘HŽŵĞŽĨǁŚŝƚĞĐůŽƵĚƐ͛ and ԉ䜧 ‘HŽŵĞŽĨƚŚĞŚĞƌŵŝƚ͛ƚŽĞǆƉƌĞƐƐ the
same idea. 㠚❦䜧 ‘HŽŵĞƚŽǁŶ ŽĨ ŶĂƚƵƌĞ͛ ĂŶĚ ⲭ䴢䜧 ‘HŽŵĞ ŽĨ ǁŚŝƚĞ ĐůŽƵĚƐ͛ ďŽƚŚ ĚĞƐĐƌŝďĞ
^ƃƐĞŬŝ͛ƐƐŽƵƌĐĞŽĨƉŽĞƚŝĐƐĞŶƐŝƚŝǀŝƚǇǁŚŝĐŚŝƐthe spiritual land inside his mind.
zŽƐŚŝŬĂǁĂ mentions that the characters 㠚❦ (Ziran) ‘SƉŽŶƚĂŶĞŝƚǇ͛ ŝŶ their original Chinese
meaning translate as ‘EĂƚƵƌĞ͛ŝŶ:ĂƉĂŶĞƐĞ͕ and are often used in ^ƃƐĞŬŝ͛ƐŶŽǀĞůƐĂƌŽƵŶĚƚŚŝƐƚŝŵĞ͘ 59
㠚❦ ‘SƉŽŶƚĂŶĞŝƚǇ͛ŝƐƚŚĞĞƐƐĞŶƚŝĂůcharacteristic of the Way as described in Daoism. We refer to
Daoist texts.
Heaven models itself on the Way;
And the Way models itself on that which is so on its own. 60
ళ๑ಕɽళͺಕͶ๑Εɼ

ಕ๑ࣙષɽಕͺࣙષͶ๑Ζɽ 

Chapter 25, Te-Tao Ching ;ĐŽŵŵŽŶůǇŬŶŽǁŶĂƐdĂŽ-Te Ching)
EĞxt, we refer to ChapƚĞƌƐĞǀĞŶŽĨZhuangzi, “Fit for Emperors and Kings”.
dŚĞEĂŵĞůĞƐƐDĂŶƐĂŝĚ͕͞>ĞƚǇŽƵƌŵŝŶĚǁĂŶĚĞƌŝŶƐŝŵƉůŝĐŝƚǇ͕ďůĞŶĚǇŽƵƌƐƉŝƌŝƚǁŝƚŚ
ƚŚĞ ǀĂƐƚŶĞƐƐ͕ ĨŽůůŽǁ ĂůŽŶŐ ǁŝƚŚ ƚŚŝŶŐƐ ƚŚĞ ǁĂǇ ƚŚĞǇ ĂƌĞ͕ ĂŶĚ ŵĂŬĞ ŶŽ ƌŽŽŵ ĨŽƌ
ƉĞƌƐŽŶĂůǀŝĞǁƐ- ƚŚĞŶƚŚĞǁŽƌůĚǁŝůůďĞŐŽǀerned.” 62
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zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ Shi Chƻ. Iwanami Shoten, dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϭϱϯ͘

60

,ĞŶƌŝĐŬƐ͕ZŽďĞƌƚ'͘ Trans. Lao-tzu Te-Tao Ching. Rider, London, 1991, p. 77.
&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘ZƃƐŚŝ. CŚŝŬƵŵĂ^ŚŽďƃ͕dŽŬǇŽ͕ϮϬϭϯ͕Ɖ͘ϵϰ͘
Watson, Burton. Trans. The complete works of Chuang Tzu. Columbia hŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzoƌŬ͕ϭϵϲϴ͕Ɖ͘ϵϰ͘
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ໃ໌ਕᐎɽೌ༣ৼԛɽᔇԛറɽॳࣙષࣗໃ༲ࢴᖾɽࣗళԾ࣑ᛚɽ

ໃ໌ਕᐎΚ͚ɼʰೌͺৼΝΔ͖͵ΖͶ༣ͻ͢ΌɼـΝ੫͖͵ΖͶ͓ɼ
ࣙષͶॳ͏ͱࢴΝ༲͠Ζ͞ͳໃ͜ΗͻɼࣗͬళԾ࣑ΉΔΞɽʱͳɽ 63

We see from these extracts ĨƌŽŵ ďŽƚŚ >ĂŽǌŝ ĂŶĚ ŚƵĂŶŐǌŝ͛Ɛ ƚĞǆƚƐ ƚŚĂƚ ƚŚĞ ĚĞƐĐƌŝƉƚŝŽŶƐ ŽĨ 㠚❦
(Ziran) ‘SƉŽŶƚĂŶĞŝƚǇ͛ĂƌĞƚhe same as SƃƐĞŬŝ͛ƐĨŝŶĂůĐŽŶĐĞƉƚ͕sokuten kyoshi͗DĞƌŐŝŶŐǁŝƚŚ,ĞĂǀĞŶ͕
Abandoning self.
In this ƉŽĞŵ͕^ŽƐĞŬŝĚĞŵŽŶƐƚƌĂƚĞƐhow by ůŽŽŬŝŶŐĂƚĂďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐhe becomes one with
nature. He gets inside the painting by forgetting himself. He reaches into his spiritual land and
composes a poem in a calm state of mind.
During the final period in his life which comes after his nanga period, one of SƃƐĞŬŝ͛Ɛ ĚŝƐĐŝƉůĞs,
DĂƚƐƵŽŬĂ zƵǌƵƌƵ, made a note at one of the Thursday meetings in October 1916 when ^ƃƐĞŬŝ
ƚĂůŬĞĚabout sokuten kyoshi to his students.
One of his ƐƚƵĚĞŶƚƐĂƐŬĞĚ ^ƃƐĞŬŝ͛Ɛ opinion about the comment ͞/ďĞůŝĞǀĞ͕ďĞĐĂƵƐĞŝƚŝƐ
irrational.” made by Tertullianus (155-240).
[^ƃƐĞŬŝĂƐŬĞĚhim to repeat the question, and repeated it once to himself quietly.]
^ƃƐĞŬŝ: “I ƚŚŝŶŬ ƚŚĂƚ͛Ɛ ĂŶ interesting comment͘ Ƶƚ / ƚŚŝŶŬ ŝƚ ŝƐ ďĞƚƚĞƌ ŶŽƚ ƚŽ ŵĂŬĞ
things so complicated. In my opinion, it is better to use a simpler expression. For
example, willow trees are green and flowers are red. It is fine to be as simple as that.
It means to pĞƌĐĞŝǀĞ ĞǀĞƌǇƚŚŝŶŐas it is presented in front of you. That͛Ɛthe way it is,
ŝƐŶ͛ƚƚŚĂƚƐŽ͍&ŽƌĞǆĂŵƉůĞ͕if my daughter opens the sliding door to say good night to
me at this moment. And then, I find out that my daughter has suddenly lost the sight
in one of her eyes. It would be a drastic incident for any parents in the world who
ŚĂǀĞ Ă ǇŽƵŶŐ ĚĂƵŐŚƚĞƌ͘ Things would now normally become chaotic, the parents
63

&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝ͘sŽů͘ϭ͕ƐĂŚŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϲ, p. 227-228.
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might well cry and shout hysterically and become nearly paralysĞĚǁŝƚŚƐŚŽĐŬ͘Ƶƚif
that happened to me right ŶŽǁ͕/ƚŚŝŶŬ/ĂŵĐĂƉĂďůĞŽĨaccepting the situation as it
ŚĂƉƉĞŶƐ͕ĂŶĚŬĞĞƉŝŶŐĐĂůŵ͘͟
[,ĞĂƌŝŶŐƚŚĞƚĞĂĐŚĞƌ͛ƐĐŽŵŵĞŶƚ͕ ǁĞǁĞƌĞĂůůƐŚŽĐŬĞĚ͘]
Students said together: “Excuse me͕ƚĞĂĐŚĞƌ͕ďƵƚŝƐŶ͛ƚƚŚĂƚƚŽŽĐƌƵĞů͍͟
[The teacher (^ƃƐĞŬŝ) replied ǀĞƌǇ calmly,]
SƃƐĞŬŝ͗͞'ĞŶĞƌĂůůǇƐƉĞĂŬŝŶŐ͕ƚŚĞƚƌƵƚŚŝƐĐƌƵĞů͘͟
[He answered in a ĐĂůŵŵĂŶŶĞƌĂŶĚĐŽŶƚŝŶƵĞĚƐƉĞĂŬŝŶŐ͘]
^ŽƐĞŬŝ͗“In general, if people practice (meditation), it is possible to reach some ŬŝŶĚŽĨ
enlightenment spiritually. HowĞǀĞƌ͕ƚŚĞůĂǁŽĨƉŚǇƐŝĐs ĐĂŶ͛ƚƌĞĂĐŚto ƚŚĞƐĂŵĞůĞǀĞůĂƐ
spiritual enlightenment. I feel that I ŚĂǀĞ ŽǀĞƌĐŽŵĞƚŚĞĨĞĂƌŽĨĚĞĂƚŚ͘Ƶƚ/ĂŵƐƵƌĞ/
ǁŽŶ͛ƚ want to die when it becomes a reality. It is a natural human reaction.”
[KŶĞŽĨƐƚƵĚĞŶƚƐĂƐŬĞĚ^ƃƐĞŬŝ͕]
Student: “/Ĩ ƐŽ͕ ĚŽĞƐ ďĞŝŶŐ ĞŶůŝŐŚƚĞŶĞĚ ŵĞĂŶ ƚŽ ďƌĞĂŬ ĚŽǁŶ ƚŚĞ ƉŽǁĞƌ ŽĨ ŶĂƚƵƌĂů
instinct?”
SƃƐĞŬŝ͗“It does not. It means to follow and control it freely. But to be able to do so, it
is necessary to practice (meditation). Such a thing (Practicing meditation) may seem
ůŝŬĞĂŶĂƚƚĞŵƉƚƚŽĞƐĐĂƉĞƌĞĂůŝƚǇ, but in fact, in my opinion it is the highest attitude in
life.”
Student: “dĞĂĐŚĞƌ͕ĚŽǇŽƵƚŚŝŶŬǇŽƵŚĂǀĞacquired the highest attitude by yourself?”
SƃƐĞŬŝ͗“At last, recently, I attained that state of mind. I named it, “sokuten kyoshi”.
KƚŚĞƌ ƉĞŽƉůĞ ŚĂǀĞ ƵƐĞĚ ĚŝĨĨĞƌĞŶƚ ĞǆƉƌĞƐƐŝŽŶƐ ƚŽ ĞǆƉůĂŝŶ ŝƚ͘ /Ŷ ƐŚŽƌƚ͕ one ůĞĂǀĞs the
ƐŵĂůůƐĞůĨǁŚŝĐŚǁĞƵƐƵĂůůǇƵŶĚĞƌƐƚĂŶĚĂƐŝŶĚŝǀŝĚƵĂůƐĞůĨ͕ƚŚĞŶůĞƚs oneself go with the
way of the broader ƵŶŝǀĞƌƐĂů ĞǆŝƐƚĞŶĐĞ͘ / ĨĞĞů ƚŚĂƚ ŝt is difficult to put into words,
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although I ŚĂǀĞjust tried to explain. When we are faced with the broader existence,
our ordinary sound beliefs, ideas and principles become a small matter. At the same
time, the things considered as petty in general are gŝǀĞŶĞǆŝƐƚĞŶĐĞƐĂƐƚŚĞǇƌĞƋƵŝƌĞ͘/Ŷ
ŽƚŚĞƌǁŽƌĚƐ͕ĞǀĞƌǇƚŚŝŶŐďĞĐŽŵĞƐĞƋƵĂůfrom the ǀŝĞǁƉŽŝŶƚŽĨthe ŽďƐĞƌǀĞƌ͘/ƚ means
there is no discrimination.” 64
The dialogue between ^ƃƐĞŬŝ and his students at the Thursday meeting happened at a later
stage than the time of the composition of the poems from this period. But this study considers
it is important to refer to at this point, as the nanga period is an important stage in ^ƃƐĞŬŝ͛Ɛ
ĚĞǀĞůŽƉŵĞŶƚ ĂŶĚ ŽŶĞ ŝŶ ǁŚŝĐŚ ŚĞ ďĞĐŽŵĞƐ ĐůŽƐĞƌ ƚŽ the idea of sokuten kyoshi in his kanshi
compositions.
EŽǁ͕ we start to examine the poems ^ƃƐĞŬŝ ǁƌŽƚĞ ƚŽ accompany ŚŝƐ ŽǁŶ ďƌƵƐŚ ĂŶĚ ŝŶŬ
paintings.

EŽǀĞŵďĞƌϭϵϭϮ;ĐŝƚĞĚŝŶƚŚĞĚŝĂƌǇEŽǀĞŵďĞƌ͕ϭϵϭϮͿ
Poem 112
“Poem for my painting” (乼㠚⭫)
ኡкᴹኡ䐟н䙊 ኡкȀኡᴹǻ 䐟䙊Ǳǯ
ḣ䲠ཊḣ≤㾯ᶡ ḣ䲠ȀḣཊǤǬǻ ≤㾯ᶡ
ᡱ㡏ቭᰕᆔᶁየ ᡱ㡏 ቭᰕ ᆔᶁȃየ
ᒮᓖ厎㗔䁚䠓㗱 ᒮᓖǠ 厎㗔 䠓㗱ȧ䁚Ǜ
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Mountain over mountain, no road leads there,
Willow trees, one behind another, rivers stretching to the east and west.
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DĂƚƐƵŽŬĂ͕zƵǌƵƌƵ͘Sƃseki Sensei. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵ34, p. 213-215.
^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϭϴ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͘ P. 298.
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A small boat is moored in the bay for a whole day by the side of the remote village,
A flock of geese occasionally visits the fisherman.
'ŽŐŽŶĞŬŬƵ
This poem is the first one to accompany his own painting. ^ƃƐĞŬŝ noted in his diary (“Fragment” ᯝ
⡷ “Dan’pen”), “Completed two paintings, one is a Chinese style painting, the other is a painting of
a daffodil and daisy”. 66 This Chinese style painting has been compiled and can be seen in ╡⸣䚪
໘䳶 (The memorial collection of ^ƃƐĞŬŝ brush and ink paintings).
The poem is based on The Tale of the Peach Blossom Spring by Tao Yuanming, which we discussed
earlier in this study. It is a place deep in the mountains which is difficult to get to. Ɛ ƉƌĞǀŝŽƵƐůǇ
ŵĞŶƚŝŽŶĞĚǁĞŬŶŽǁƚŚĂƚ^ƃƐĞŬŝ had a great interest in Tao YuanŵŝŶŐ͛Ɛ poems. ^ƃƐĞŬŝ ǁƌŽƚĞdĂŽ͛Ɛ
poem Gui-qu-lai ci(ڊؾཔࣛ) out in calligraphy, and it remains amongst the legacy he left behind
him.
A poem titled “GŽŝŶŐƚŽĂǀŝůůĂŐĞŝŶ^ŚĂŶǆŝ” (C., 䙺ኡ㾯ᶁ, J., ኡ㾯ȃᶁȀ䙺ȋ) by Lu You (䲨⑨,
1125-1210) also has a similar story. In Lu You͛s poem a person passes through mountains and
crosses ƌŝǀĞƌƐ ƵŶƚŝů ĨŝŶĂůůǇ Ă ďĞĂƵƚŝĨƵů ǀŝůůĂŐĞ ƐƵĚĚĞŶůǇ comĞƐ ŝŶƚŽ ǀŝĞǁ͘ Lu You's piece bears a
ƐƚƌŽŶŐƌĞƐĞŵďůĂŶĐĞƚŽdĂŽ͛ƐƐƚŽƌǇ͘dŚĞŝĚĞĂŽĨĂŶŝĚĞĂůŚŽŵĞƚŽǁŶŝŶƚŚĞŵŝŶĚĐƌĞĂƚĞĚďǇTao has
been a popular theme amongst the literati and has passed on down through the generations.
^ƃƐĞŬŝ ƵƐĞƐǀŝƐƵĂůŝŵĂŐĞƐƐƵĐŚ as ኡкᴹኡ ͛DŽƵŶƚĂŝŶŽǀĞƌŵŽƵŶƚĂŝŶ͛, ḣ䲠ཊḣ ‘Many willow
trees͛, 㡏 ‘Boat͛, ᆔᶁ ‘RĞŵŽƚĞǀŝůůĂŐĞ͛, 厎㗔 ‘FlŽĐŬŽĨŐĞĞƐĞ͛, and 䠓㗱 ‘Old fisherman͛, all of
which are important elements in brush and ŝŶŬpainting. We can ƐĞĞ^ŽƐĞŬŝŝƐŵĂŬŝŶŐ an effort to
compose poems to accompany his ŽǁŶďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ͘
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^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϮϬ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕1996, p. 427͘;ĚĂƚĞĚŝŶĚŝĂƌǇ͕EŽǀĞŵďĞƌϭϵϭϮͿ
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DĂƚƐƵŽŬĂ ŵĂĚĞ a commentary about this poem ŽďƐĞƌǀŝŶŐ ƚŚĂƚ ƚŚĞ poem ǁĂƐ ǀĞƌǇ ŵƵĐŚ a
depiction of a painting. 67 We can see that ^ƃƐĞŬŝ is ƚĂŬŝŶŐƐƚĞƉs ƚŽĚĞǀĞůŽƉŚŝƐKanshi in order to
accompany his own brush and inŬpaintings, ƚĂŬŝŶŐŝŶƐƉŝƌĂƚŝŽŶĨƌŽŵŚŝƐ ĨĂǀŽƵƌŝƚĞƉŽĞƚdĂŽzĂŶŵŝŶŐ
and a master of poetry, painting and calligraphy, Wang Wei.
The following poem which ^ƃƐĞŬŝ mentioned in his diary has a strong association with Tao
YanŵŝŶŐ͛ƐƉŽĞŵ͘^ƃƐĞŬŝ wrote about the accompanying painting in a letter addressed to a painter
and a good friend of his, Tsuda Seifƻ (⍕⭠䶂ᾃ 1880-1978), noting “I painted a daffodil and daisy
with extra care on the balcony today. I am pleased about enjoying the act of painting rather than
caring about the end rĞƐƵůƚ͘ ĨƚĞƌ ĨŝŶŝƐŚŝŶŐ Ă ƉĂŝŶƚŝŶŐ͕ ƚŚĞ ƉůĞĂƐƵƌĞ ĚĞƌŝǀĞĚ ĨƌŽŵ ƉĂŝŶƚŝŶŐ ĞŝƚŚĞƌ
ŝŶĐƌĞĂƐĞƐŽƌĚĞĐƌĞĂƐĞƐĚĞƉĞŶĚŝŶŐŽŶƚŚĞĞŶĚƌĞƐƵůƚ͘KŶƚŚŝƐŽĐĐĂƐŝŽŶ/ĚŝĚŶ͛ƚƚĞĂƌŝƚƚŽƉŝĞĐĞƐďƵƚ
ŬĞƉƚŝƚĨŽƌŵǇƐĞůĨ͘^ŽƉůĞĂƐĞŚĂǀĞĂůŽŽŬĂƚŝƚǁŚĞŶǁĞƐĞĞĞĂch other next time.” ^ƃƐĞŬŝshows he is
enjoying himself through the medium of painting.

EŽǀĞŵďĞƌϭϵϭϮ;ĚŝĂƌǇ͕EŽǀĞŵďĞƌϭϵϭϮ͕ůĞƚƚĞƌϭϴEŽǀĞŵďĞƌϭϵϭϮƚŽdƐƵĚĂͿ
WŽĞŵEŽ͘ϭϭϯ
“Poem for my painting” (乼㠚⭫)
⤜㚤匕 ⤜ȟǬǻ 匕ȧ㚤Ǣ

䯒䮰䅍цౙ 䮰ȧ䯒͡Ǭǻ цౙȧ䅍Ǯ

ইッ❑аһ ইッ аһ❑Ǥ
䯁߉≤ԉ㣡 䯁Ȁ߉Ǯ ≤ԉȃ㣡 68
Sitting alone quietly listening to the singing of the birds,
Keeping the gate closed, shutting out the noisy world.
67
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EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ Kanshi no Sekai. Dai Ichŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϭϴϴ-189.
^ƃƐĞŬŝĞnƐŚƻVol.18͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇo, 1995. p. 300.
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Sitting down beside the South facing window, nothing to be annoyed at,
I paint a daffodil in tranquillity.
'ŽŐŽŶĞŬŬƵ
The first line is a direct depiction of a painting and describes a person sitting alone, in meditation,
listening to the birds singing.
䯒䮰 ‘CůŽƐĞĚŐĂƚĞ͛in the second line and ইッ ‘SŽƵƚŚĨĂĐŝŶŐǁŝŶĚŽǁ͛in the third line both
ĂƉƉĞĂƌŝŶdĂŽzƵĂŶŵŝŶŐ͛Ɛ poem titled Gui-qu-lai ci (ڊؾཔࣛ).

يইデԕᇴۢ ইッȀيȟǻԕǻᇴۢǬǃ
ሙᇩ㟍ѻ᱃ᆹ 㟍ȧᇩȠȠȃᆹȨǭ᱃ǢȧሙȀǮǄ
ൂᰕԕᡀ䏓 ൂȄᰕǆȀǸǻԕǻ䏓ȧᡀǬ
䮰䴆䁝㘼ᑨ䰌 䮰Ȅ䁝Ǥǽ䴆ȗᑨȀ䮹ǫǰȟǄ 69
In a relaxed frame of mind leaning at the South facing window,
I feel comfortable in my home although it is a simple hut.
The garden, day by day, becomes increasingly poetic,
The gate is always closed and no-one visits.
䅍цౙ in the second line is cited in another poem by Tao Yuanming titled Yin jiu (Ӂठ Drinking
wine) poem 5, and here Tao uses the expression ໃ ‘Eot ĞǆŝƐƚ͛and ‘ ݎEŽŝƐǇ͛ŝŶƐƚĞĂĚ͘

㎀ᔜ൘Ӫຳ  ᔜȧ㎀ȨǼӪຳȀ൘ȟ
㘼❑䓺俜ௗ  㘼ȗ䓺俜ȃௗǬǢ❑Ǭ 70
I live in a small hut in a town,
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Matsueda͕dĂŬĞŽΘtĂĚĂ͕ dĂŬĞshi. Trns. TƃEnmei ĞŶƐŚƻ Vol. 2͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϯ͕Ɖ. 144.
Matsueda͕dĂŬĞŽ͘ΘtĂĚĂ͕ dĂŬĞƐŚŝ͘drans. TƃEnmei ĞŶƐŚƻ Vol. 1. IwanĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕2012, p. 208.
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And I don’t get annoyed by the sounds of horse carriages ridden by the government
officials.
The gate is closed shutting the noisy world out. By this, in the second line, SƃƐĞŬŝ ŝƐ ŝŶĚŝĐĂƚŝŶŐ Ă
ŵĞĚŝƚĂƚŝǀĞƐƚĂƚĞŽĨŵŝŶĚ͘EĂŬĂŵƵƌĂ explains that ❑аһ ‘EŽƚŚŝŶŐƚŽďĞĂŶŶŽǇĞĚĂƚ͛ĂƚƚŚĞĞŶĚŽĨ
the third line and 䯁 ‘TranquilliƚǇ͛ĂƚƚŚĞďĞŐŝŶŶŝŶŐŽĨƚŚĞĨŽƵƌƚŚůŝŶĞĐŽƌƌĞƐƉŽŶĚǁŝƚŚĞĂĐŚŽƚŚĞƌ 71
ইッ ‘SŽƵƚŚĨĂĐŝŶŐǁŝŶĚŽǁ͛ƚĂŬĞŶĨƌŽŵdĂŽzƵĂŶŵŝŶŐ͛ƐƉŽĞŵĨŽůůŽǁĞĚďǇ͚Eothing to be annoyed
Ăƚ͛ŝŶƚŚĞƚŚŝƌĚůŝŶĞŝŶĚŝĐĂƚĞƐ^ƃƐĞŬŝŝƐrelaxed and inside his spiritual land.
In the fourth line, SƃƐĞŬŝĚĞƐĐƌŝďĞƐ how he is painting a daffodil with a quiet mind. SƃƐĞŬŝ͛ƐŵŝŶĚ
becomes pure reflecting the sincerity of a flower.
It is clear that dĂŽzƵĂŶŵŝŶŐ͛Ɛ poems inspired ^ƃƐĞŬŝ ŶŽƚŽŶůǇƉŽĞƚŝĐĂůůǇďƵƚĂůƐŽǀŝƐƵĂůůǇ͘&ƌŽŵŚŝƐ
early teens SƃƐĞŬi had been interested in Tao zƵĂŶŵŝŶŐ͛Ɛ poems. In his mind ^ƃƐĞŬŝ is returning
ďĂĐŬ to his spiritual home guided by the poems of Tao Yuanming and the depiction of Tao
zƵĂŶŵŝŶŐ͛ƐƉŽĞŵs ŝŶďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐƐ which carry him away from the noisy world.

Poem 116
“Spontaneous composition” (ڦᡀ)
ㄩ㻿付䎧 ㄩ㻿 付䎧Ǩȟ
⸣九ⲭᲸ⭏ ⸣九 ⲭᲸ⭏ǯ
ᒭӪ❑аһ ᒭӪ аһ❑Ǥ
ྭਕం❦ᡀ ྭਕ ం❦ǽǬǻᡀȠ 72
When a serene wind is passing through the bamboo groove,

71
72

EĂŬĂŵƵƌa, Hiroshi. ^ƃƐĞŬŝ Kanshi no Sekai. Dai Ichi ShobŽ͕dŽŬǇŽ͕ϭϵϴϯ͕p. 189.
^ƃƐĞŬŝĞŶƐŚƻVol.18͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇo, 1995. p. 303.
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A dim white light emerges around a stone.
A recluse like me has nothing but the quiet moment,
And a pleasant poem rising spontaneously by itself.
'ŽŐŽŶĞŬŬƵ
ㄩ㻿付 dŚĞ ĨŝƌƐƚ ůŝŶĞ ĞǀŽŬĞƐ serenity and a sensation of freshness. Bamboo symbolises
emptiness in the heart as bamboo is hollow inside and grows upright as does a righteous character.
The central image is the wind blowing inside the bamboo bushes creating refreshing currents of air.
付 is cited in a poem title “Prologue to the Red Cliff” (ࡽ䎔䌖) by Su Shi. It is a free style poem
called ᮷䌖 (Wenfu)
付ᗀᶕǃ付ᗀȀᶕǴǸǻǃ
≤⌒н㠸

≤⌒ 㠸Ȟǯ 73

A refreshing wind is drifting quietly over the water surface,
The Yangtze River flows endlessly without motion
SƃƐĞŬŝŝƐĚĞƉŝĐƚŝŶŐa timeless world symbolised by a serene wind blowing through the bamboo
bushes.
According to IŬŬĂŝ, ⸣九 in the second line means ‘Stone͛ and Ჸ in the same line signifies the
blurred image which can be ĐƌĞĂƚĞĚŝŶďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ͘Here, it means a dim light; an image
of SƃƐĞŬŝ͛ƐŵĞĚŝƚĂƚŝǀĞmind.
ᒭӪ ŝŶƚŚĞƚŚŝƌĚůŝŶĞƌĞĨĞƌƐƚŽĂƉĞƌƐŽŶǁŚŽůŝǀĞƐĂƋƵŝĞƚůŝĨĞĂǀŽŝĚŝŶŐƚŚĞǁŽƌůĚ͖ĂŚĞƌŵŝƚ. ^ƃseŬŝ
often used this word in his poems. The Tang poet Li Bai has a poem titled “Shanzhong yu youren
duizhuo” (ኡѝ㠷ᒭӪሽ䝼; ኡѝȀǻᒭӪǽሮ䝼Ǯ; “DƌŝŶŬŝŶŐǁŝƚŚĂŚĞƌŵŝƚŽŶƚŚĞŵŽƵŶƚĂŝŶ”).
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KŐĂǁĂ͕dĂŵĂŬŝ͘ΘzĂŵĂŵŽƚŽ͕<ĂǌƵǇŽƐŚŝ͘Ě͘ΘdƌĂŶƐ͘So TƃďĂ^ŚŝƐĞŶ. Iwanami ShoteŶ͕dŽŬǇŽ͕ϮϬϭϭ;Ϯϳth
edition) p. 315.
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ޙӪሽ䝼ኡ㣡䮻 ёӪሮ䝼Ǯȡȅኡ㣡䮻Ǥ
аᶟаᶟᗙаᶟ аᶟаᶟȓǴаᶟ
ᡁ䞹Ⅲⵐযф৫ ᡁ䞄ǛǻⵐȞȨǽⅢǮ যфǤ৫ȡ
᰾ᵍᴹᣡ⩤ֶ ᰾ᵍ ǗȞȅ ⩤ȧᣡǙǻᶕǴȡ 74
Whilst drinking and pouring wine into each other’s cups, the mountain flowers blossom.
One glass, another glass, and then another.
I start to feel sleepy. Could you go back home for a while?
Tomorrow morning, if you feel like coming back, please bring your qin with you.
dŚŝƐŝƐĂǁĞůůŬŶŽǁƉŽĞŵŽĨ>ŝ Bai. One thing to note here is that the entire third line is cited in Song
Shu ᆻᴨ ᐫ 93 䳐䙨Սȃ䲦ǰȨՍ (History of Song volume 93, Biography of Tao Qin as a
recluse). It concerns an episode in which Tao is getting dƌƵŶŬ ǁŝƚŚ Ă ŐƵĞƐƚ͘ ƚ Ă ĐĞƌƚĂŝŶ ƉŽŝŶƚ ŚĞ
ƐĂǇƐƚŽŚŝƐŐƵĞƐƚ͕͞/ĂŵƐƚĂƌƚŝŶŐƚŽĨĞĞůƐůĞĞƉǇ͘ŽƵůĚǇŽƵŐŽďĂĐŬŚŽŵĞĨŽƌĂǁŚŝůĞ͍͘͟tŚĞŶ>ŝ Bai
uses ᒭӪ (The hermit) in his poem, he is referring to his forerunner, Tao. ^ƃƐĞŬŝ by using the
poem by Li Bai here iƐŵĂŬŝŶŐĂƌĞĨĞƌĞŶĐĞƚŽdĂŽĂŶĚ depicting himself as a hermit. The following
words ❑аһ ‘EŽƚŚŝŶŐƚŽďĞĂŶŶŽǇĞĚĂƚ͛ĂƉƉĞĂƌĞĚŝŶƚŚĞƉƌĞǀŝŽƵƐƉŽĞŵ͘The continuous usage
of the words ‘EŽƚŚŝŶŐƚŽďĞĂŶŶŽǇĞĚĂƚ͛ĂŶĚĚĞƉŝĐƚŝŽŶŽĨŚŝŵƐĞůĨĂƐĂŚĞƌŵŝƚƚĞůůƵƐ that ^ŽƐĞŬŝŝƐ
spending time painting and composing poems away from worldly matters.
ྭਕ in the last line is used by Su Shi in a poem titled ᵋ⎧⁃Ჟ “Wanghai lou wan’jing”
(“EǀĞŶŝŶŐ ǀŝĞǁ ŽĨ tĂŶŐŚĂŝ-lou” ᵋ⎧ᾬȃཅᲟ㢢). Su SŚŝ ǁĂƐ ĂĐĐŽŵƉůŝƐŚĞĚ Ăƚ ďƌƵƐŚ ĂŶĚ ŝŶŬ
painting and also composed poems for his paintings.
⁚付੩䴘ޕᾬᯌ  ⁚付 䴘ȧ੩Ǣ ᾬȀޕǸǻᯌȖǿȟ
༞㿣ᘌ丸ྭਕ䂷  ༞㿣 ᘌȀ丸ȞǤྭਕȗǻ䂷ȠȎǬ 75
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Matsuura, Tomohisa. Li Haku Shisen. Iwanami ShotĞŶ͕dŽŬǇŽ͕ϮϬϭϮ;ϭϳth edition), p. 94.
KŐĂǁĂ͕dĂŵĂŬŝ͘ΘzĂŵĂŵŽƚŽ͕<ĂǌƵǇŽƐŚŝ͘Ě͘ΘdƌĂŶƐ͘So TƃďĂ^ŚŝƐĞŶ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϭ;Ϯϳth
edition), p. 104.
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The rain blown by the wind is falling sideways.
This scene of energetic nature must be captured in a fine poem.
^ƃƐĞŬŝ͛ƐƉŽŝŶƚŚĞƌĞŝƐƚŚĂƚŶĂƚƵƌĞŝŶƐƉires people to compose fine poems.
ం❦ in the same line as already discussed in chapter three, means the expression of forgetting the
existence of oneself, in other words the selfless state of mind. ం appears in Chapter Two of
Zhuangzi. Su Shi emphasises Zhuangzi͛Ɛ point in Chapter Two in his own poem by using ం❦.
ᴨᱱ㼌ѻᡰ㭥оਟ “CŽŵƉŽƐŝƚŝŽŶĨŽƌƚŚĞƉĂŝŶƚŝŶŐŽĨďĂŵďŽŽƐďǇzƵŬĞŬĞƉƚďǇŚĂŽďƵǌhi”
оਟ⭫ㄩᱲ  оਟ ㄩȧ⭫Ǥȃᱲ
㾻ㄩн㾻Ӫ  ㄩȧ㾻ǻ Ӫȧ㾻ǯ
䉸⤜н㾻Ӫ  䉸 ⤜ȟӪȧ㾻ǫȠȃȔǿȞȨș
ం❦䚪ަ䓛  ం❦ǽǬǻ ǲȃ䓛ȧ䚪Ƞ
ަ䓛оㄩॆ  ަȃ䓛 ㄩǽॆǬǻ
❑マࠪᯠ  ❑マȀᯠȧࠪǵǮ
㦈ઘц❑ᴹ  㦈ઘ цȀᴹȠǨǽ❑Ǭ
䃠⸕↔ࠍ⾎  䃠Ǡ⸕ȞȨ ↔ȃࠍ⾎ȧ 76
When Yuke paints bamboo, he sees only bamboo not a person.
Not only does he not see a person
But he enters into the selfless state of mind and forgets about the existence of himself.
He transforms himself into bamboo.
Again and again he paints pure bamboo.
dŚĞƌĞŝƐŶŽƚŚŝŶŬĞƌůŝŬĞŚƵĂŶŐǌŝŝŶƚŚĞǁŽƌůĚƚŽĚĂǇ͘
Who can understand the miracle of concentration in a mind such as his?
76

http://chinese.hix05.com/sushi/sushi_3/sushi312.chohoshi.html
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In the fourth line, ^ƃƐĞŬŝ refers to Chapter Two of ŚƵĂŶŐǌŝby using ం❦ ‘Spontaneously͛ from Su
Shŝ͛s poem. He tells of how whilst engaged in composing poems he is able to forget himself and
experience a selfless state of mind. In this poem, we see that he began to be more fluid and
confident in using his own expressions and when selecting the words from the religious texts and
ancient poems to suit his painting. He was at the time recuperating from illness, his images and his
ŝŵĂŐŝŶĂƚŝŽŶĐĂƌƌŝĞĚŚŝŵŝŶƚŽĂǁŽƌůĚǁŚĞƌĞƚŚĞƚƌƵĞǀĂůƵĞŽĨŶĂƚƵƌĞǁĂƐƌĞǀĞĂůĞĚ͘ŶĂƚƵƌĞƚŚĂƚ
included both the wonder of creation and the beauty of the interior selfless centre of the mind.

1914
Poem 122
䯁ትڦᡀǃլ㠘付䂎( ݴ䯁ትڦᡀǃ㠘付䂎ݴȀլǮ)
“Poem composed for a poetic friend, Rinpƻ, spontaneous composition at a quiet residence”
䟾≤䗎㣡ຒ 䟾≤ 㣡ຒȧ䗎Ǭ
᱕付ޕ㥹า ᱕付 㥹าȀޕȠ
ᖲᗐօ◩␑ ᖲᗐ օǳ◩␑ǴȠ
❑ᡁᱟԉ䜧 ❑ᡁ ᱟȡԉ䜧 77
The streams in the field flow away from the river bank where flowers grow in the wild.
A pleasant spring wind enters the simple hut.
The water flows away and the wind comes in, it is such a carefree and simple action.
A state of selflessness like this is indeed the ideal home for an immortal.
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^ƃƐĞŬŝĞŶƐŚƻVol.18, Iwanami ^ŚŽƚĞŶ͕dŽŬǇo, 1995. P. 313.
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This is a poem ^ƃƐĞŬŝ composed for his fellow poet ^ĂƐĂŬĂǁĂTaneo (ㅩᐍぞ䛾 1870 – 1949) who
ǁĂƐƚǁŽǇĞĂƌƐďĞŚŝŶĚŚŝŵĂƚdŽŬǇŽ/ŵƉĞƌŝĂůhŶŝǀĞƌƐŝƚǇ and shared a passion for poetry. Rinpƻ 㠘
付 ŝƐ^ĂƐĂŬĂǁĂ͛ƐƉĞŶŶĂŵĞ͘^ƃƐĞŬi wrote a letter to Rinpƻ ĚĂƚĞĚϴEŽǀĞŵďĞƌϭϵϭϰĞǆƉůĂŝŶŝŶŐƚŚĞ
reason why he had composed this poem. 78
䟾≤ ‘SƚƌĞĂŵŝŶƚŚĞĨŝĞůĚ͛ƌŚǇŵĞ-matches with RyƃŬĂn͛ƐƉŽĞŵ͘

ਭਃԗִ ਭԗִΝਃ͢

ඔলඏ ඔ ඏͶলΖ 79

Streams in the field stretch to far away villages
Beautiful flowers are showing vivid colours at the foothill of the mountain.
㣡ຒ in the same line appears in a ďŽŽŬ ŽĨ ƉŽĞƚƌǇ ĐƌŝƚŝĐŝƐŵ ĐĂůůĞĚ Liu-yi shi-hua ޝа䂙䂡 by
Ouyang Xiu (⅗䲭㝙, 1007-1072) 80. In his writing, Ouyang Xiu introduces this word citing a poem by
Yan Wei (ৣ㏝, 713-?) from the Tang period. 81 KƵǇĂŶŐyŝƵǁƌŝƚĞƐŽĨŚŽǁƚŚĞĞǀŽĐĂƚŝŽŶŽĨŶĂƚƵƌĞ
ŝŶzĂŶtĞŝ͛ƐƉŽĞŵŝƐƐŽ finely expressed that it almost seems real to the reader. This line became a
ĨŝŶĞĞǆĂŵƉůĞŽĨĚĞƐĐƌŝďŝŶŐĐĂůŵƐƉƌŝŶŐĨŽƌƉŽĞƚƐĞǀĞƌĂĨƚĞƌ͘
ḣ ຈ ᱕ ≤ ╛

ḣຈ ᱕≤╛Ȁǃ

㣡 ຒ ཅ 䲭 䙵 㣡ຒ ཅ䲭䙵Ǭ 82
From the embankment where the willow tree grows, I view the river level rising with the
melting snows that herald the arrival of spring.
From the bank with flourishing flowers, I see the sun setting slowly over the horizon.
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80
81
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^ƃƐĞŬŝĞŶƐŚƻVol.24͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϳ͕Ɖ͘ϯϱϳ͘;ůĞƚƚĞƌĂĚĚƌĞƐƐĞĚƚŽ^ĂƐĂŬĂǁĂZŝŶƉƻŽŶϬϴͬϭϭͬϭϵϭϰ
dƃŐƃ͕dŽǇŽŚĂƌƵ͘d. ZǇƃŬĂŶĞŶƐŚƻ. Vol. 1. dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ, 1975, p. 162-163.
dŽǇŽĨƵŬƵ͕<ĞŶũŝ͘Furo de yomu Sƃseki no Kanshi͘^ĞŬai ShisƃƐŚĂ͕ϭϵϵϲ͕Ɖ͘ϴϭ͘
^ƃƐĞŬŝĞŶƐŚƻVol.18͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇo, 1995. P. 314.
http://blogs.yahoo.co.jp/syou_gensai/68235290.html

278
Inspired by these Chinese poems from artists in the past, ^ƃƐĞŬŝ͛ƐǀŝƐƵĂůŝƐĂƚŝŽŶŽĨscenery is
flourishing. dŚĞƐƚƌĞĂŵ͕ĨŝĞůĚĂŶĚƌŝǀĞƌďĂŶŬǁŝƚŚĨůŽǁĞƌƐin line one conjure up an immediate
sensation of nature in motion.



㥹า in the second line refers to a simple hut, used as a residence where one can retire from the
world ƚŽůŝǀĞĂĐĂƌĞĨƌĞĞůŝĨĞin composure, engaging in ĂĐƚŝǀŝƚŝĞƐƐƵĐŚĂƐĐŽŵƉŽƐŝŶŐƉŽĞŵƐ. A wellŬŶŽǁŶĞǆĂŵƉůĞŽĨƚŚŝƐŝƐdƵ Fu ᶌ⭛ naming his residence ‘Huanhua Caotang͛ ᔰಌ, Bai Juyi

ⲭት᱃ also named his residence ‘Lushan Caotang͛ ኗࢃಌ. ^ƃƐĞŬŝis informing the reader that
spring ŚĂƐĂƌƌŝǀĞĚ to ^ƃƐĞŬŝ͛Ɛhut.
In the third line, ᖲ means ‘FůŽǁŝŶŐĂǁĂǇ͛ĂŶĚƚŚĞƐƵďũĞĐƚŝƐ͚WĂƚĞƌͬƐƚƌĞĂŵƐ͛ĨƌŽŵƚŚĞĨŝƌƐƚůŝŶĞ.
ᗐ means coming in and the subject is wind from the second line. ◩␑ means simple and
carefree and describes the way of nature. 83
^ƃƐĞŬŝ͛Ɛdepiction of nature in the third line expresses the Daoist idea of ƃŬĂ(ch. Ăohua, ଆԿ)
‘Inexhaustible ŶĂƚƵƌĞ͛a concept which had a strong impact on the haiku poet Matsuo Bashƃ (নඎ
ആী, 1644-1694) in the Edo period. We refer to ĂƐŚƃ͛Ɛ understanding of ƃŬĂ͕ ĂƐ ĂƐŚƃ was
considered a great master of poetry by Buson whose poems and paintings were greatly respected
by SƃƐĞŬŝ.



The word “Zƃka” that Bashƃ uses to explain hiƐĂƌƚŝƐƚŝĐĐŽŶĐĞƉƚ͕ŝƐĂǀĞƌǇŝŵƉŽƌƚĂŶƚǁŽƌĚ͕ĂŶĚŝƚ
also appears in the Zhuangzi. QiƵ ŐŝǀĞƐ Ă ƚŚŽƌŽƵŐŚ ĂŶĂůǇƐŝƐ 84 of this term and she notes, “In
Bashƃ͛s critical thought, ‘Following zƃka and returning to zƃka (ƃka ni shitagai, zƃka ni kaere)͛ is a
ŬĞǇ concept.” According to Qiu, zƃka is firstly the state of mind where the artist aims to find the
ĐƌĞĂƚŝǀĞƐƉŝƌŝƚ͘^ĞĐŽŶĚůǇ͕ŝƚŝƐĚŝĨĨĞƌĞŶƚĨƌŽŵƚŚĞŵĞĂŶŝŶŐŽĨ‘Eature͛ that we use in contemporary
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Refer to poem 108 in this chapter for information.
Qiu, Paipai. “ĂŽŝƐƚŽŶĐĞƉƚƐŝŶĂƐŚƃΖƐƌŝƚŝĐĂůdŚŽƵŐŚƚ” in East Asian Cultural and Historical Perspectives. 1997,
p. 324-330.
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terms. 85 Barnhill comments how the meaning of nature is not a uŶŝǀĞƌƐĂů concept, ŝƚ ǀĂƌŝĞƐ
depending on the cultural context. 86
Qiu also refers to the Zhuangzi for an explanation of the meaning of zƃka, and describes it as, “a
ǁŽƌŬŝŶŐ ŽĨ ƚŚĞ ĂŽ͕ ƚŚĞ tĂǇ ŽĨ ƚŚĞ ĐŽƐŵŽƐ”, “ƚŚĞ ƐŝŶŐůĞ ĚŽŵŝŶĂƚŝŶŐ ĨŽƌĐĞ ŝŶ ƚŚĞ ƵŶŝǀĞrse that
creates and transforms all beings.”, “The ongoing process of the creation”. In the end, she
concludes with the idea, “In Bashƃ͛s statement, ‘Follow zƃka and return to zƃka,͛ can thus be
translated into ‘FŽůůŽǁ ƚŚĞ EĂƚƵƌĂů ĂŶĚ ƌĞƚƵƌŶ ƚŽ ƚŚĞ EĂƚƵƌĂů.͛͟ ƃka then is the fundamental
ĐƌĞĂƚŝǀĞ ĨŽƌĐĞ ŝŶ ƚŚĞ ĐŽƐŵŽƐ͕ ǁŚŝĐŚ ŝƐ ĐŽŶƚŝŶƵŽƵƐůǇ ĞǀŽůǀŝŶŐ ĂŶĚ ƚƌĂŶƐĨŽƌŵŝŶŐ͘ EŽǁ ǁĞ ƌĞĨĞƌ ƚŽ
Bashƃ͛s own words.
“In the waka of Saigyƃ 87(㾯㹼 1118-1190), the renga of Sƃgi 88(ᇇ⽷ 1421-1502), the
paintings of Sesshƻ 89(䴚㡏 1420-1506) and thĞ ƚĞĂ ĐĞƌĞŵŽŶǇ ŽĨ ZŝŬǇƻ 90(࡙Ձ 1522-1591), one
fundamental principle runs through all arts: those who pursue art follow zƃka͕ĂŶĚŚĂǀĞƚŚĞĨŽƵƌ
ƐĞĂƐŽŶƐĂƐƚŚĞŝƌĐŽŵƉĂŶŝŽŶ͘ǀĞƌǇƚŚŝŶŐƚŚĞǇƐĞĞŝƐůŝŬĞĂĨůŽǁĞƌĂŶĚĞǀĞƌǇƚŚŝŶŐƚŚĞǇŝŵĂŐŝŶĞŝƐůŝŬĞ
the moon. If one sees no flower, he is the same as a barbarian; if one has no moon in mind, he is no
different from the birds and the beasts. Go beyond the barbarians and depart from animals; follow
zƃka and return to zƃka.” 91

85

Qiu, Paipai. “Daoist Concepts in ĂƐŚƃΖƐƌŝtical Thought” in East Asian Cultural and Historical Perspectives. 1997,
p. 324. Qu refers to KoŶŝƐŚŝ:ƵŶŝĐŚŝ͛Ɛ“ĂƐŚƃƚŽŐƻŐĞŶƐĞƚƐƵ” in EŝŚŽŶŐĂŬƵƐŚŝŝŶŬŝǇƃ, 182-3, 1960. Also see Thomas,
Julia Adeney. Reconfiguring Modernity. 2001, p. 32-83.
86 Barnhill, DĂǀŝd Landis. “ƃŬĂ͗dŚĞĐƌĞĂƚŝǀĞŝŶĂƐŚƃΖƐsŝĞǁŽĨEĂƚƵƌĞĂŶĚƌt” in DĂƚƐƵŽĂƐŚƃΖƐWŽĞƚŝĐ^ƉĂĐes.
2006, p. 33. See footnote 3 in Barnhill for further information.
87 Qiu, Peipei. ĂƐŚƃĂŶĚƚŚĞĂŽ. 2005, p. 212. A priest who is regarded as one of the greatest poets from the late
Heian and the early KĂŵĂŬƵƌĂƉĞƌŝŽĚǁŚŽ had an influence on Bashƃ.
88 Ibid., p. 214. A renga artist/Zen priest from the late Muromachi period.
89 Kƃji-en, Iwanami Shoten, 1998. A priest and painter from the late Muromachi period, who went to China in 1467
to study painting, and ďƌŽƵŐŚƚďĂĐŬƚŚĞƚechnique of depicting nature anĚďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ͘
90 Ibid., A tea master from the Azuchi-Momoyama period, who learnt from Jƃƃ, and established the concept of
wabi-cha, which is a tea ceremony ƐĞĞŬŝŶŐƚŚĞaestheticism in simplicity.
91
Qiu, Peipei. “RĞŝŶǀĞnting the Landscape: The ZŚƵĂŶŐǌŝĂŶĚƚŚĞ'ĞŽŐƌĂƉŚŝĐĂů/ŵĂŐŝŶĂƚŝŽŶŽĨĂƐŚƃ” in Matsuo
ĂƐŚƃΖƐWŽĞƚŝĐ^ƉĂĐĞƐ. 2006, p. 68. See footnote 18 for the further information on the translation.
Kanda, Atsuho. ĂƐŚƃ/ĐŚŝĚĂŝ^Śƻ. 1926, p. 572.
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ƃka for Bashƃ is “TŚĞĐƌĞĂƚŝǀĞĨŽƌĐĞ of nature that has the spontaneous tendency and ability to
exhibit transformations that are beautiful.” 92 Bashƃ ŵĂǇŚĂǀĞďĞĞŶŝŶĨůƵĞŶĐĞĚďǇůŝƚĞƌĂƌǇǁƌŝƚŝŶŐƐ
as Qiu pointed out, for gaining the concept of zƃka and jinen/shizen (ࣙષ), although this needs to
be explored by finding out the sources popularisĞĚďǇ'ŽǌĂŶĞŶŵŽŶŬƐ͘ĂƐŚƃ definitely studied
ƚŚĞŚŝŶĞƐĞƉŽĞƚƐĂŶĚƚŚĞŝƌƉŽĞŵƐĨƌŽŵƚŚĞƉĂƐƚƐĞƌŝŽƵƐůǇƚŽĚĞǀĞůŽƉŚŝƐƉŽĞƚŝĐƐƉŝƌŝƚ͕ƐĞŶƐŝƚŝǀŝƚǇ
and aesthetic feeling. For example, he mentions Tao Yuanming in a haibun titled “Deep in Bamboo”
written in the EŝŶƚŚDŽŶƚŚŽĨϭϲϴϰ. 93 With Li Bai on his mind he also wrote another haibun called
“dŚƌĞĞ EĂŵĞs”, on the 15th of the Eighth Month in 1685 94. Here, we can see where Buson, a
follower of Bashƃ, got a lot of his ideas on Chinese poetry from.
Muramatsu says that Bashƃ ƐƚƌŽŶŐůǇ ďĞůŝĞǀĞƐ ƚŚĂƚ ŝƚ ŝƐ ŝŵƉŽƌƚĂŶƚ ƚŽ ůŝǀĞ ŽŶĞ͛Ɛ ůŝĨĞ ŬĞĞƉŝŶŐ ƚŚĞ
poetic spirit within oneself. When one forgets it, one becomes the same as an animal. Bashƃ learnt
from the Zhuangzi that one has to forget oneself in order to merge with the One (nature) to be in
‘TŚĞ ĐŽƵŶƚƌǇ ŽĨ EŽƚ-ǀĞŶ-Anything͛. 95 Kanda says that it is Zhuangzi͛s concept of nature that
supports Bashƃ͛s concept fundamentally. 96 Kanda also says elsewhere, that Bashƃ͛s aesthetic
concept is influenced by the Zhuangzi. 97
Let us remind ourƐĞůǀĞƐŽĨ͚TŚĞǀŝůůĂŐĞŽĨEŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐ͛ǁŚŝĐŚǁĞĚŝƐĐƵƐƐĞĚbriefly in Chapter
one͘dŚĞĨŽůůŽǁŝŶŐŝƐdŚĞEĂŵĞůĞƐƐDĂŶ͛ƐĐŽŵŵĞŶƚĨƌŽŵĐŚĂƉƚĞƌƐĞǀĞŶŽĨZhuangzi.
͞/͛ŵũƵƐƚĂďŽƵƚƚŽƐĞƚŽĨĨwith the Creator. And if I get ďŽƌĞĚǁŝƚŚƚŚĂƚ͕ƚŚĞŶ/͛ůůƌŝĚĞŽŶ
the Light-and->ŝƐƐŽŵĞŝƌĚŽƵƚďĞǇŽŶĚƚŚĞƐŝǆĚŝƌĞĐƚŝŽŶƐ͕ǁĂŶĚĞƌŝŶŐŝŶƚŚĞǀŝůůĂŐĞŽĨ
EŽƚ-ǀĞŶ-ŶǇƚŚŝŶŐĂŶĚůŝǀŝŶŐŝŶƚŚĞ Broad-and Borderless field.” 98
༩๏ሣᢝଆंᗥਕɽԂଉဆᚶ೯ɽҐड़ۅ೯ɽࣗ༣ໃՁ༙೯↿
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ĂƌŶŚŝůů͕Ăǀŝd Landis. “ƃŬĂ͗dŚĞĐƌĞĂƚŝǀĞ ŝŶĂƐŚƃΖƐsŝĞǁŽĨEĂƚƵƌĞĂŶĚƌƚ” in DĂƚƐƵŽĂƐŚƃΖƐWŽĞƚŝĐ^ƉĂĐĞƐ.
2006, p. 44.
93 ĂƌŶŚŝůů͕ĂǀŝĚ>ĂŶĚŝƐ͘dƌĂŶs. BĂƐŚƃΖƐ:ŽƵƌŶĞǇ. 2005, p. 99-100.
94 Ibid., p. 102.
95 Muramatsu, Tomotsugu. ĂƐŚƃŶŽdĞŐĂŵŝ. 1985, p. 215.
96 Kanda, Hideo. “ĂƐŚƃƚŽŚƻŐŽŬƵƵŶŐĂŬƵ” in Basho. 1958, p. 426.
97 Kanda, Hideo. ^ƃƐŚŝŶŽ^ŽƐĞŝ. 1988, p. 174-175.
98 Watson, Burton. Trans. The Complete Works of Chang Tzu͘ŽůŽŵďŝĂhŶŝǀĞƌƐŝƚy Press, EĞǁzŽƌŬ͕ϭϵϲϴ͕Ɖ͘ϵϯ͘
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;EŽƚĞ͚͗the creaƚŽƌ͛͗ ଆं [jp. ƃbutsusha, ch. ĂŽǁƵŚĞ] which has the same meaning as ଆ
Կ [jp. ƃka, ch. ĂŽŚƵĂ])

We can see here a chain ŽĨŬŶŽǁůĞĚŐĞreaching from Zhuangzi to Bashƃ ƚŽƵƐŽŶ͕ƚŽ^ŚŝŬŝ͕ and
then to SƃƐĞŬŝ͕ĂůƚŚŽƵŐŚ^ƃƐĞŬŝŐĂŝŶĞĚŬŶŽǁůĞĚŐĞĂďŽƵƚhuangzi from other sources as well.
❑ᡁ in the fourth line means selfless, which is Kyoshi in SƃƐĞŬŝ͛Ɛ ĨŝŶĂů ƚŚŽƵŐŚƚ͘ /ƚ ŝƐ equal to
‘FŽƌŐĞƚƚŝŶŐŽŶĞƐĞůĨ͛ ը in Daoist terms. They are written as different characters but both mean
the same. Here it describes the process of meditation. After introducing a Zen idiom, SƃƐĞŬŝin the
same line ŐŝǀĞs an image of ԉ䜧 which means the place where the immortal resides which is the
ŝĚĞĂůƉůĂĐĞĨŽƌĂƉŽĞƚƚŽůŝǀĞ and in Zhuangzi is ‘TŚĞǀŝůůĂŐĞŽĨEŽƚ-ǀĞŶ-Anything͛.
^ƃƐĞŬi uses images from Zen and Daoism ĂŶĚŚĞǁĞĂǀĞƐƚŚĞƐĞƚǁŽƚĞĂĐŚŝŶŐƐtogether to create his
own. tĂĚĂŝŶĂĐŽŵŵĞŶƚŽŶƚŚŝƐƉŽĞŵŽďƐĞƌǀĞƐƚŚĂƚit reflects a strong desire for a direction in life
through being with nature. He feels that ^ƃƐĞŬŝ was getting close to the poetic expression he
ĚĞǀĞůŽƉĞĚŝŶƚŚĞĨŝŶĂůƉĞƌŝŽĚŽĨŚŝƐůŝĨĞ͘ 100

EŽǀĞŵďĞƌϭϵϭϱ                                       
Poem 129
乼㠚⭫ (㠚⭫Ȁ乼Ǯ)
“Poem for my painting”
ᵪк㭹ีは ᵪк 㭹ีは
䮰ࡽ⻗⦹ㄯ 䮰ࡽ ⻗⦹ㄯ
㥦й⳼ᖼ 㥦 й⳼ȃᖼ
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&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ. Trans. ^ƃƐŚŝ. Vol.1, Asahŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϲ, p. 297.
Wada, Toshio. ^ƃƐĞŬŝŶŽ^ŚŝƚŽ,ĂŝŬƵ͘DĞƌŬŵĂůƐŚĂ͕dŽŬǇŽ͕ϭϵϳϰ͕Ɖ͘ϯϬϳ͘
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䴢ᖡޕッሂ 䴢ᖡ ッȀޕȟǻሂǬ 101 ʤ䴢ᖡ ሂ ッȀޕΖʥ

Shƃkenkƃ ďǇĞŬŬĂŝŚƻshin is lying on top of my desk.
Vivid blue-green bamboos are growing in front of the gate.
At ease, drinking three cups of tea looking outside from my desk.
I notice the room is becoming chilly by the shadows of the clouds creeping through the
window.
(I see the shadow of poetic sentiment entering into my mind, and I am in the world of Han
Shan.ͿEŽƚĞ͗ƚŚis is an alƚĞƌŶĂƚŝǀĞŝŶterpretation of the fourth line.
'ŽŐŽŶĞŬŬƵ
㭹ีは Shƃkenkƃ ŝŶ ƚŚĞ ĨŝƌƐƚ ůŝŶĞ ŝƐ Ă ĐŽůůĞĐƚŝŽŶ ŽĨ ŚŝŶĞƐĞ ƉŽĞŵƐ ďǇ ĞŬŬĂŝ Śƻshin (㎦⎧ѝ⍕,
1334-1405) ǁŚŽǁĂƐĂĞŶŵŽŶŬĨƌŽŵ'ŽǌĂŶ ӄኡ ǁŚŝĐŚǁĂƐǁĞůůŬŶŽǁŶĨŽƌŝƚƐ literature, ‘Gozan
Literature͛ӄኡ᮷ᆖ in the Muromachi period(1336-1573). DŽŶŬƐĨƌŽŵ'ŽǌĂŶƚƌĂǀĞůůĞĚƚŽŚŝŶĂ
ĂŶĚ ďƌŽƵŐŚƚ ďĂĐŬ ŵĂŶǇ ƉŽĞŵƐ ĂŶĚ ƌĞůŝŐŝŽƵƐ ƚĞǆƚƐ͘ ĞŬŬĂŝ ǁĂƐ Ă ŵŽŶŬ ƐƉĞĐŝĂůŝƐŝŶŐ ŝŶ ŚŝŶĞƐĞ
ƉŽĞƚƌǇǁŚŽǁĞŶƚƚŽDŝŶŐŚŝŶĂŝŶϭϯϲϴĂŶĚƌĞƚƵƌŶĞĚƚŽ:ĂƉĂŶŝŶϭϯϳϴ͘ĞŬŬĂŝĐŽŶƚƌŝďƵƚed greatly
ƚŽƚŚĞĚĞǀĞůopment of the Rinzai sect (ྡࡃभ) of Zen. ShƃŬĞŶƃjin (㭹ี䚃ӪͿŝƐŽŶĞŽĨĞŬŬĂŝ͛Ɛ
pen names and 㭹ีは Shƃkenkƃ is a collection of his Chinese poems. 102
^ƃƐĞŬŝ was ŬŶŽǁn to be a big fan of 㭹ีは Shƃkenkƃ and this line confirms that ^ƃƐĞŬŝ ŬĞƉƚ
ĞŬŬaŝ͛Ɛ ďŽŽŬ Ăƚ ŚŝƐ Ɛide ĂƐ ŽďƐĞƌǀĞĚ ďǇ /ŬŬĂŝ͕ EĂŬĂŵƵƌĂ͕ dŽǇŽĨƵŬƵ ĂŶĚ zŽƐŚŝŬĂǁĂ. 103 In this
poem, SƃƐĞŬŝŝƐŝŶthe mood of Zen.
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^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘Iwanami Shoten, ToŬǇŽ͕1995, p. 129.
Matsuura, Tomohisa. Ed. Kanshi no Jiten. TaishƻŬĂn ShotĞŶ͕dŽŬǇŽ͕ϮϬϬϳ͕Ɖ. 230.
103 ^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p. 323-324.
EĂŬĂŵura, Hiroshi. ^ƃƐĞŬŝ Kanshi no Sekai. Dai /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕ p. 203-204.
dŽǇŽĨƵŬƵ͕<ĞŶũŝ͘Furo de yomu Sƃseki no Kanshi͘^ĞŬĂŝ^ŚŝƐƃƐŚĂ͕ϭϵϵϲ͕Ɖ͘ϴϱ͘
YosŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃseki Shi Chƻ. Iwanami Shoten, dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϭϳϱ͘
102
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⻗⦹ㄯ in the second line signifies ‘VŝǀŝĚ blue-green bamboo͛ ůŝŬĞ precious blue-green coloured
jewellery. The moŶŬ͕RyƃŬĂŶ ྒྷװ, according to Tƃgƃ͕ also used this image of bamboo outside the
house in one of the poems in his first hand-written edition of Sƃdƃshƻ. TƃgƃĂůƐŽŵĞŶƚŝŽŶƐƚŚĂƚthis
poem rhyme-ŵĂƚĐŚĞƐǁŝƚŚ,ĂŶ^ŚĂŶ͛ƐƉŽĞŵin the lines which write about dust in the pot, as rice
has not been ĐŽŽŬĞĚ for a long time. 104
zŽƐŚŝŬĂǁĂƐĂǇƐƚŚĂƚ ⻗⦹ㄯ ‘VŝǀŝĚďůƵĞ-ŐƌĞĞŶďĂŵďŽŽ͛ŝƐƉƌŽďĂďůǇƚŚĞĚĞƉŝĐƚŝŽŶŽĨďĂŵďŽŽ͕ĂŶĚ
ŝƚŝƐŵŽƌĞƚŚĂŶůŝŬĞůǇan expression created by SƃƐĞŬŝ͘ 105 dŚŝƐƐƚƵĚǇ͛ƐŽƉŝŶŝŽŶŝƐƚŚĂƚƚŚĞĨŝƌƐƚ
character ⻗ ‘blue-ŐƌĞĞŶ͛ƌĞƉƌĞsents a Zen text, Blue Cliff Record (ฝ؞). The second character
⦹ ‘JĂĚĞ͛ŵĞĂŶƐƚƌĞĂƐƵƌĞ͘dŚĞƚŚŝƌĚůŝŶĞ ㄯ ‘BĂŵďŽŽ͛ƌĞƉƌĞƐĞŶƚƐthe Zen teaching of emptiness.
Together with 䮰ࡽ ‘In ĨƌŽŶƚŽĨƚŚĞĞŶƚƌĂŶĐĞ͛ĂƚƚŚĞďĞŐŝŶŶŝŶŐŽĨƚŚĞůŝŶĞ͕ŝƚĚĞƐĐƌŝďes entering the
world of the precious teaching of Zen.
㥦й⳼ in the third line means ‘At ease, ĚƌŝŶŬŝŶŐ tea͛. In his poem ZǇƃŬĂŶuses three bowls. It is
said that ^ƃƐĞŬŝ started to enthusiastically read this poem ŝŶEŽǀĞŵďĞƌϭϵϭϰĂŶĚƚŚŝƐůŝŶĞĐŽŶĨŝƌŵƐ
^ƃƐĞŬŝ was reading ZǇƃŬan during this period. In this poem, RyƃŬĂŶǁŚŽƌĞĐĞŝǀĞĚƐŽŵĞĨŽŽĚĨƌŽŵ
ŚŝƐĨƌŝĞŶĚƐŚŽǁƐŚŝƐŐƌĂƚŝƚƵĚĞĨŽƌƚŚĞŬŝŶĚŽĨĨĞƌŝŶŐŝŶƚŚĞƉŽĞŵ͘ RyƃŬĂŶis expressing his pleasure at
being able to enjoy a ĐŽŽŬĞĚŵĞĂů͘
䀓㢟ᆀܛݡ㢻ٶᵾɼ䌖ԕㆄʤ䀓㢟ᆀȝȟ㢻ǽᵾǽȧᚥȓȠ䌖ǬǻԕǸǻ᭵ㆄǛʥ

“Returning a poem tŚĂŶŬŝŶŐ <ĞƌĂ^ŚƵŬƵŵŽŶŽƐŚŝ for his gift of taros and pears”.
   ٺஸ佄ఊԾԚ䋮 ͙ٺ佄ఊͶஸ͜ Ԛ䋮ΝԾͤͶ  



َௐᖰု׆㯈 َௐ ᖰǣᶕȡȅ ׆ᷔ͟ͳ͢

     ࢀ㨙٦྅எ ࢀ㨙 ٦͢྅ͮͱ ͚ΝஎΖ
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dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ě͘ZǇƃŬĂŶĞŶƐŚƻ͘sŽů͘ϭ͘dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ;ϱth edition), note in p. 104.
zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐeki Shi Chƻ. IwaŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϭϳϱ͘
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   Қࠚࢽਕܠ᠑ Қ ࠚΔ͚ͺࢽਕ᠑Ν༶͓͡ΖΝɽ 

I placed the food in the pot and quickly seasoned it with salt.
Food for the starving stomach was like sweet candy.
I had three bowls, and I ate my fill.
The only disappointment I felt was that the poet didn’t bring a jar of sake.
RyƃŬĂŶ͛ƐƉŽĞŵĚĞƉŝĐƚƐĂŶŚŽŶĞƐƚ͕ƉƵƌĞĐŚĂƌĂĐƚĞƌůŝǀŝŶŐƵŶĚĞƌŵŝŶŝŵĂůĐŽŶĚŝƚŝŽŶƐ͘ SƃsĞŬŝ ůŽǀĞĚ the
simplicity and purity of RyƃŬĂŶ͛ƐƉŽĞŵ and reflected this easy-going spirit in his own poem.
䴢ᖡ in the fourth line means the appearance of clouds. The following words ޕッ mean ‘Entering
ƚŚĞ ǁŝŶĚŽǁ͛ ĨŽůůŽǁĞĚ ďǇ ሂ ‘CŽůĚ ĨĞĞůŝŶŐ͛͘ ůů ĂŶŶŽƚĂƚŝŽns interpret this as a feeling of cold
accompanying the shadow of a cloud as it enters through the window.
Considering this poem to be a Zen poem and ƚŚĞĨĂĐƚƚŚĂƚ^ƃƐĞŬŝŚĂĚ ĂůƌĞĂĚǇŵĞŶƚŝŽŶĞĚĞŬŬĂŝĂƚ
the beginning, plus the image of bamboo as a symbol of Zen teaching in the second line, and the
reference to RyƃŬĂŶ͛Ɛ ƉŽĞŵ ŝŶ the third line, this study suggests that ሂ ‘CŽůĚ ĨĞĞůŝŶŐ͛ ŝŶ ƚŚĞ
fourth line could be interpreted as the poet Han Shan ሂࢃ as the character ሂ ͚ŽůĚ͛ rhymematches with part of his name. The fourth line says that clouds are appearing inside ^ŽƐĞŬŝ͛Ɛ mind,
ĂŶĚ^ŽƐĞŬŝis getting poetic inspiration from Han Shan inside his spiritual land of poetry.
Han Shan is another legendary ĞŶŵŽŶŬ from the Tang period whom SƃƐĞŬŝůŝŬĞĚ as we discussed
in poem 64 in Chapter two of this study. He was ŬŶŽǁŶ for his excellent poems and eccentric
character although theƌĞŝƐůŝƚƚůĞŚŝƐƚŽƌŝĐĂůĞǀŝĚĞŶĐĞĂďŽƵƚŚŝƐƚƌƵĞŝĚĞŶƚŝƚǇ. Han Shan and his friend
Shide (लಚ) ƚĂŬĞŶas a pair are a popular subject matter in brush and ŝŶŬpainting. This poem is
SƃƐĞŬŝ͛Ɛ ĚĞĚŝĐĂƚŝŽŶ ƚŽ ƚŚĞ ĞŶ ƉŽĞƚ ŵŽŶŬƐ ǁŚŽƐĞ ĐŚĂƌĂĐƚĞƌ ǁĂƐ ŬŶŽǁŶ ƚŽ ďĞ ƐŽ ƵŶŝƋƵĞ ĂŶĚ
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dƃŐƃ͕ Toyoharu. Ed. ZǇƃkan eŶƐŚƻ͘sŽů͘ϭ͘dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ;ϱth edition), p. 88-89.
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ŝŶĚŝǀŝĚƵĂů, free from any prejudice and worldly attachment and dedicated to ůŝǀing a life in the
Way.
As regards the painting that accompanies this poem, ^ƃƐĞŬŝ draws a man in a small hut resembling
a painting by Buson titled “Gika” (ٕՈ) in the Jƻgi Chƃ (ॉٕி series 107. SƃƐĞŬŝǁĂƐŝŶĨƵůůŵŽƚŝŽŶ
ŝŶƐŝĚĞ ƚŚĞ ǁŽƌůĚ ŽĨ ƉŽĞŵ ĂŶĚ ďƌƵƐŚ ĂŶĚ ŝŶŬ ƉĂŝŶƚŝŶŐ ƐƚƵĚǇŝŶŐ ĞŬŬĂŝ, RyƃŬĂŶ and HĂŶ ^ŚĂŶ͛Ɛ
poems and BusŽŶ͛ƐƉĂŝŶƚings.

Poem 132
“Quiet residence spontaneous composition” 䯁ትڦᡀ
Spring 1916
ᒭትӪнࡠ ᒭት ӪࡠȞǯ
⤜㿊㺓ላ ⤜ȟǬǻ 㺓ȃላǿȠȧ㿊ț
ڦ䀓᱕付 ڦǴȓ䀓Ǯ ᱕付ȃ
ᶕ੩ㄩо㱝 ᶕǴȟǻㄩǽ㱝ǽȧ੩Ǥȧ 108
There is no one to visit the hermit’s hut.
Sitting alone in silence, my loose clothes make me feel relaxed.
Suddenly I understand the compassion of the spring wind.
The spring wind is blowing into my garden, the bamboo and orchid are swaying.
'ŽŐŽŶĞŬŬƵ
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Yosa, Buson. Bunjin-ga Suihen Vol. 13, Chuƃ KƃƌŽŶ^ŚĂ͕dŽŬǇŽ͕ϭ974, p. 57.
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘Iwanami Shoten, ToŬǇŽ͕1995, p. 327.
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ᒭት in the first line appears in the sixth line of a poem by Tao Yuanming titled ㆄ嗀৲䓽 Da long
san jun (嗀৲䓽ȀㆄǛ Replying to General Ho of the San Army).
dĂŽƌĞĐĞŝǀĞĚĂƉŽĞŵĨƌŽŵĂŐŽŽĚůĞĂƌŶĞĚĨƌŝĞŶĚ͕'ĞŶĞƌĂů,Ž͕ǁŚŝůƐƚƚŚĞarmy was passing near to
dĂŽ͛ƐƌĞŐŝŽŶ͘
㺑䮰ѻл 㺑䮰ȃл
ᴹ⩤ᴹᴨ ⩤ᴹȟᴨᴹȟ
䔹ᕸ䔹䂐 䔹Ƕᕸǭ䔹Ƕ䂐ǭ
⡠ᗇᡁ။ ⡠Ȁᡁǡ။ǬȔȧᗇǴȟ
䉸❑Ԇྭ 䉸ȀԆȃྭǢȗȃ❑ǠȞȨș
′ᱟᒭት ᱟȃᒭትȧ′Ǭȕ
ᵍ⛪♼ൂ ᵍȀȄൂȀ♼ǥǨǽȧ⛪Ǭ
ཅٳ㬜ᔜ ཅȀȄ㬜ᔜȀٳǮ 109
This simple hut has a qin and books.
Playing qin and reciting books are my favourite pastimes.
Although there are many nice things in life, I enjoy this quiet existence away from world
affairs.
I spend every day watering the garden in the morning, lying down in my simple hut in the
evening.
dĂŽ͛ƐƉŽĞŵĚĞƐĐƌŝďĞƐƚŚĞĚĂŝůǇůŝĨĞŽĨƚŚĞƌĞĐůƵƐĞ^ƃƐĞŬŝ refers to in the first line of his poem. In
poem 116 earlier in this chapter, we commented on the fact that the characters ᒭӪ ‘A hermit͛Žƌ
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Matsueda͕dĂŬĞŽ͘ΘtĂĚa, dĂŬĞƐŚŝ͘drans. Tƃ EnmeŝĞŶƐŚƻ Vol. 1. Iwanami Shoten, dŽŬǇŽ͕2012, p. 51-52.
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‘A ƌĞĐůƵƐĞ͛ ĂƉƉĞĂƌĞĚ ŝŶ ƚŚĞ ƚŝƚůĞ ŽĨ a poem by Li Bai. ᒭት is the residence of a recluse as Tao
zƵĂŶŵŝŶŐ͛ƐƉŽĞŵĚĞƐĐƌŝďĞs.
⤜ in the second line is ‘Sitting alone in silence͛, ^ƃƐĞŬŝ uses this phrase ĨŝǀĞ times in his kanshi
poetry. We ŬŶŽw that ^ƃƐĞŬŝ went tŽ ŶŬĂŬƵ-ji temple to practice Zen meditation under the
ŝŶƐƚƌƵĐƚŝŽŶŽĨŵŽŶŬƐ from December 1894 to January 1895. This ĞǀŝĚĞŶĐĞ shows that ‘Sitting alone
ŝŶƐŝůĞŶĐĞ͛ƚŚĂƚŝƐƚŽƐĂǇŵĞĚŝƚĂƚŝŽŶ, was for ^ƃƐĞŬŝ, from his youth until the final period of his life, a
ǀĞƌǇŝŵƉŽƌƚĂŶƚ matter.
㿊㺓ላ ‘MǇ ůŽŽƐĞ ĐůŽƚŚĞƐ͛ in the same line means feeling at ease, which appeared in poem 101
earlier in this chapter. It also suggests SƃƐĞŬŝŝƐĨĞĞůŝŶŐĐŽŵĨŽƌƚĂďůĞŵĞĚŝƚĂƚŝŶŐ͘
In the third line ڦ䀓᱕付 ‘Suddenly I understand the compassŝŽŶ ŽĨ ƚŚĞ ƐƉƌŝŶŐ ǁŝŶĚ͛ and the
fourth line ᶕ੩ㄩо㱝 ‘The spring wind is blowing into my garden, the bamboo and orchid are
swaying͛, ^ƃƐĞŬŝ is telling us that he is now enlightened and that he can hear the sounds as the
piping of HeĂǀĞŶ ཙ㊏ as featured in the second chapter of Zhuangzi we discussed earlier in this
chapter.
Tzu-ĐŚ͛ŝŝYŝƐĂŝĚ͕͞zŽƵĚŽǁĞůůƚŽĂƐŬƚŚĞƋƵĞƐƚŝŽŶ͕zĞŶzĂŶ͘EŽǁ/ŚĂǀĞůŽƐƚ
ŵǇƐĞůĨ͘ŽǇŽƵƵŶĚĞƌƐƚĂŶĚƚŚĂƚ͍zŽƵŚĞĂƌƚŚĞƉŝƉŝŶŐŽĨŵĞŶ͕ďƵƚǇŽƵŚĂǀĞŶ͛ƚŚĞard
the piping of earth. Kƌ ŝĨ ǇŽƵ͛ǀĞ ŚĞĂƌĚ ƚŚĞ ƉŝƉŝŶŐ ŽĨ ĞĂƌƚŚ͕ ǇŽƵ ŚĂǀĞŶ͛ƚ ŚĞĂƌĚ ƚŚĞ
ƉŝƉŝŶŐŽĨ,ĞĂǀĞŶ͊͟
and later,

Tzu-ĐŚ͛ŝŝYŝƐĂŝĚ͕͞ůŽǁŝŶŐŽŶƚŚĞƚĞŶƚŚŽƵƐĂŶĚƚŚŝŶŐƐŝŶĂĚŝĨĨĞƌĞŶƚǁĂǇ͕
so that each can be itself- ĂůůƚĂŬĞǁŚĂƚƚŚĞǇǁĂŶƚĨŽƌthemselǀes, but who does
the sounding?” 110
In this poem, ^ƃƐĞŬŝ enters a selfless state of mind listening to nature expressed by the sound of
ďĂŵďŽŽĂŶĚŽƌĐŚŝĚďůŽǁŶďǇƚŚĞƐƉƌŝŶŐǁŝŶĚ͘dŚŝƐŝƐĂǀŝƐƵĂůŝŵĂŐĞŽĨ^ƃƐĞŬŝ͛ƐĨŝŶĂůƚŚĞŵĞ͕sokuten
110

Watson, Burton. Trans. The Complete Works of Chang Tzu͘ŽůŽŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐs͕EĞǁzŽƌŬ͕ϭϵϲϴ͕ p. 36-37.
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kyoshi (ࡷཙ৫⿱ ‘Merging wiƚŚ ,ĞĂǀĞŶ, abandŽŶŝŶŐ ƐĞůĨ͛). This poem is a simple expression of
SƃƐĞŬŝ͛ƐƐƉŝƌŝƚƵĂůŝƚǇ.

Poem 133
“Poem for my painting” (乼㠚⭫; 㠚⭫Ȁ乼Ǯ,)
Spring 1916 བྷ↓ 5 ᒤ᱕
ୀ䂙䃝㖧ي䯼ᒢ ୀ䂙ȧ䃝Ȕ㖧Ȗǻ 䯼ᒢȀيȡȅ
ॸ䲒⊸⊸㐁ሂ ॸ䲒 ⊸⊸ǽǬǻ 㐁ሂǬ
ُ᱕付օࠖᴹ ُǮ ᱕付 օȡȃࠖȀǠᴹȠǽ
⸣ࡽᒭㄩ⸣䯃㱝 ⸣ࡽȃᒭㄩ ⸣䯃ȃ㱝 111
After reading Tang Poems, I go out onto the balcony and lean on the handrail looking
towards the inner garden.
In the afternoon, time passes quietly in the garden, and the green coloured plants still have
a wintry hue.
Whereabouts is the spring wind blowing, may I ask?
It is blowing amongst mystic bamboos rustling quietly in front of the garden stones and
among the orchids, spreading its aroma ever so slightly between the stones.
^ŚŝĐŚŝŐŽŶĞŬŬƵ
ي䯼ᒢ ‘Lean/leaning ŽŶƚŚĞŚĂŶĚƌĂŝů͛ in the first line appears in the Zen text, danlin leiju jian ᜍ
ྜྷྪᡋ ǀŽůume 18, 作伵 “Hu bing”.
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^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ 18. Iwanami Shoten, ToŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϯϮϵ͘
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֣Ӫᇲሎيℴᒢ ֣Ӫᇲ㧛ǽǬǻℴᒢȀيȟ
ᯧ㞨ᴢ䃯❑Ӫ㚭 ᯝ㞨ȃᴢ䃯 Ӫȃ㚤ǤǿǬ 112
A beautiful lady leaning on the handrail feeling lonely
A heart-breaking melody, there is no one to hear it
SƃƐĞŬŝŝƐĨƵůůŽĨƉŽĞƚŝĐƐĞŶƚŝŵĞŶƚǁŚen he went out to lean on the handrail, as he explains that he
was reading a Tang poem inside the house. SƃƐĞŬŝǁĂŶƚƐƚŽĐƌĞĂƚĞĂƐĞŶƐĞŽĨƉƌŽĨŽƵŶĚůŽŶĞůŝŶĞƐƐ
preparing for the second line. We also ŬŶŽǁƚŚĂƚƚŚĞĐŚĂƌĂĐƚĞƌ ‘ يLeaning͛rhyme-matches with
Tao YuaŶŵŝŶŐ͛Ɛ poem titled Gui-qu-lai ci (ڊؾཔࣛ) which we discussed in poem 113 earlier in this
chapter.
⊸⊸ ‘TŝŵĞƉĂƐƐĞƐƋƵŝĞƚůǇ͛ in the second line appears in a poem titled ᱕ཌ “Spring night” by Su
Shi 㰷䔮.
᱕ᇥаٔॳ䠁  ᱕ᇥ а ٔॳ䠁
㣡ᴹ俉ᴸᴹ䲠  㣡Ȁ俉ᴹȟᴸȀ䲠ᴹȟ
ⅼ㇑⁃㠪㚢㍠㍠  ⅼ㇑ ⁃㠪 㚢㍠㍠
䷖䷶䲒㩭ཌ⊸⊸  ䷖䷶ 䲒㩭 ཌ⊸⊸ 113
A Spring night is so precious that even a short moment is more valuable than
anything else
Flowers are spreading their aroma, the moon is hazy creating a poetic state.
The sound of singing and dancing accompanied by a string and bamboo orchestra
coming from the hall earlier becomes faint.
There is a swing left alone in the courtyard. The night is passing very quietly.
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㐁ሂ in the same line refers to the sensation of early spring. The season is the beginning of the
spring which is the transitional period from winter. Thus, there is a profound loneliness in the
atmosphere, and SƃƐĞŬŝŝƐexpressing the sense of coldness in the green.
In the first and second lines, ^ƃƐĞŬŝ creates a state of tranquil and almost sad solitude: a
ǀŝƐƵĂůŝƐĂƚion of the selfless state of mind.
ُ ‘MĂǇ/ĂƐŬ͛ in the third line appears in a poem by Tao Yuanming titled ᛢᗃᕏԢᗣ (ᗃᕏԢ
ᗣȧᛢǬȕ, Mourning for my cousin, ŚŽŶŐĚĞ), and is noted by Iida. 114
䣌૰䙾㠺ᆵ ૰ǬȔȧ䣌Ȕǻᰗᆵȧ䙾ǣȟ
ᛢ⏉៹ᗳ䴦 ᛢ⏉ ᗳȀᘌǭǻ䴦ǹ
ُ⡢䃠ᛢ ُǮ 䃠ǡ⛪ȀǠᛢǬȕǽ
᠀Ӫ൘ҍߕ ᠀ǛӪȄҍߕȀ൘ȟ 115
Feeling sad, I dropped by the house I remember from the past
Overwhelmed by emotion tears started to fall.
May I ask who I am feeling sorrow for?
The person I am missing is my cousin who is in the other world.
ُ ‘MĂǇ/ĂƐŬ͛ also rhyme-matches with a poem by Li Bai, titled “Chunri zuiqi yinzhi” (᱕ᰕ䞄
䎧䀰ᘇ; ᱕ᰕ 䞄ȝȟ䎧Ǣǻ ᘇȧ䀰Ǜ), which we discussed in poem 100 earlier in this
chapter.
᱕付օࠖᴹ ‘Whereabouts is the spring wind?͛ in the third line and ⸣ࡽᒭㄩ⸣䯃㱝 ‘Mystic
bamboos rustling quietly in front of the garden stones͛ in the fourth line are ǀery similar to the final
two lines of the ƉƌĞǀŝŽƵƐƉŽĞŵ͘^ƃƐĞŬŝ is referring once again to the spontaneous sounds of nature
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Iida, Rigyƃ. ^ƃƐĞŬŝ Shi-shƻ Yaku͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϯϬϮ͘
Matsueda͕dĂŬĞŽ͘ΘtĂĚĂ͕ dĂŬĞƐŚŝ͘drans. Tƃ EnmeŝĞŶƐŚƻ Vol. 1. IwanĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕2012, p. 158.
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written in Zhuangzi. The words bamboo and stone ĞǀŽŬĞ an image of Zen painting, as they are
popular subject matterƐ ŝŶ ďƌƵƐŚ ĂŶĚ ŝŶŬ painting. This poem is a synthesis of Daoist and Zen
teachings and is a fine example of SƃƐĞŬŝ͛ƐŝŶĚŝǀŝĚƵĂůapproach to the composition of poetry.

CONCLUSION
^ƃƐĞŬŝ's poems from this period ŚĂǀĞ Ă ƐƚƌŽŶŐ ŝŶĐůŝŶĂƚŝŽŶ ƚŽǁĂƌĚƐ Ƌuiet poetiĐ ƐĞŶƐŝƚŝǀŝƚǇ
something which had been admired throughout the course of history by the Chinese literati. During
his nanga ƉĞƌŝŽĚ ^ƃƐĞŬŝ, directly and indirectly, also ďĞŐĂŶ ƚŽ ĞǆƉƌĞƐƐ ŚŝƐ ŶŽƚŝŽŶ ŽĨ ͚ƚŚĞ tĂǇ͛
(Michi) using the poetic inspiration of fƻryƻ.
tĞ ŚĂǀĞ ĚŝƐĐƵƐƐĞĚ what ^ƃƐĞŬŝ wanted to express through composing poems as an
ĂĐĐŽŵƉĂŶŝŵĞŶƚĨŽƌŚŝƐďƌƵƐŚĂŶĚŝŶŬ paintings. He tells us that the process of composing poems
required entering a selfless state of mind and becoming one with nature.
SƃƐĞŬŝ introduced the notion of selfless state of mind in ͞ŝƐĐƵƐƐŝŽŶŽŶDĂŬŝŶŐůůdŚŝngs Equal”
from Chapter two of Zhuangzi to clarify this idea. Zhuangzi teaches us to listen to the sound of
ŚĞĂǀĞŶǁŚŝĐŚŝƐƚŽůŝƐƚĞŶƚŽƚŚĞƐŽƵŶĚŽĨŶĂƚƵƌĞǁŚĂƚĞǀĞƌƐounds it creates.
We ŚĂǀĞĂlso seen that Bashƃ shared a similar fascination with ŚƵĂŶŐǌŝ͛ƐƉŚŝůŽƐŽƉŚǇwhich was a
fundamental idea in the composition of their poems. The importance is to accept that nature
ĐŽŶƚŝŶƵŽƵƐůǇĞǀŽůǀĞs and changes, and human death is a parƚŽĨƚŚĂƚŵŽǀĞŵĞŶƚ, and that change is
ŝŶĞǀŝƚĂďůĞ ĂŶĚ ŽŶĞ ŚĂƐ ƚŽ ĂĐĐĞƉƚ ƚŚĂƚ ĨĂĐƚ ƉŽƐŝƚŝǀĞůǇ. One just simply follows the change and
becomes one with nature. To be able to do that, one has to forget oneself and be with the Way
then one can attain true creaƚŝǀĞƐĞŶƐŝƚŝǀŝƚǇĂnd energy.
^ƃƐĞŬŝ ƵƐĞĚǀŝƐƵĂůŝŵĂŐĞƐĨŽƌƚŚĞŝĚĞĂŽĨďĞĐŽŵŝŶŐŽŶĞǁŝƚŚŶĂƚƵƌĞ͘WĞŽƉůĞůŝǀŝŶŐŝŶĂƐŵĂůůǀŝůůĂŐĞ
deep in the ŵŽƵŶƚĂŝŶƐŽƌďǇƌŝǀĞƌƐ͕ĂƌĞĐůƵƐĞůŝǀŝŶŐŝŶĂ simple hut, clouds, bamboo, orchid, old
fisherman and birds are all examples of the images he utilised.
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In the poems from this period, SƃƐĞŬŝƌĞĨĞƌƐƚŽƉŽĞƚƐƐƵĐŚĂƐtĂŶg Wei, Li Bai, Su Shi and RyƃŬĂŶ͘
ďŽǀĞ all, a powerful image for ^ƃƐĞŬŝ ǁĂƐƚĂŬĞŶĨƌŽŵƚŚĞƐƚŽƌǇ written by Tao Yanming titled The
Tale of the Peach Blossom Spring. He made a streŶƵŽƵƐĞĨĨŽƌƚƚŽǀŝƐƵĂůŝƐĞƚŚĞƐƚŽƌǇƚĂŬŝŶŐĞǆĂŵƉůĞƐ
ĨƌŽŵƵƐŽŶ͛ƐƉĂŝŶƚŝŶŐƐ͘dŚĞǀŝƐƵĂůŝŵĂŐĞƐŚĞĞŵƉůŽǇĞĚƌĞĨĞƌƌĞĚƚŽĂĚĞƉŝĐƚŝŽŶŽĨ the home in the
ŵŝŶĚ ĂŶĚ ŐĂǀĞ psychological consolation to ^ƃƐĞŬŝ. For ^ƃƐĞŬŝ it is crucial to deǀĞůŽƉ ŚŝƐ ƐŬŝůů ŝŶ
brush aŶĚ ŝŶŬ ƉĂŝŶƚŝŶŐ because it is a direct physical, emotional and spiritual experience which
enables him to shift his mind from the ordinary to the land of spirituality.
SƃƐĞŬŝďĞŐĂŶƚŽƐǇŶƚŚĞƐŝƐĞŶĂŶĚĂŽŝƐƚƚŚŽƵŐŚƚŝŶa poem creating his own style which was to
become the foundation of sokuten kyoshi. SƃƐĞŬŝ͛Ɛ nanga period was a necessary step in the
process of SƃƐĞŬŝ finding his own particular path to attaining the Way, sokuten kyoshi, which we
will discuss closely in the next chapter.

293

Chapter Five

Mei-An Period

INTRODUCTION
Having been in bed for one month due to illness, on 25 November 1914, ^ƃƐĞŬŝ gave a ƚĂůŬ Ăƚ
'ĂŬƵƐŚƻin titled My Individualism. His audience comprised the young students of this elite school
who would be expected to run Japan in the future.
^ƃƐĞŬŝ explained that during his stay in London he had learnt that it was a part of an individual’s
freedom to have individual opinions. He called his idea of individualism ‘On my own terms’ (ࣙހຌ
Ғ). ,ĞĂůƐŽƚĂůŬĞĚĂďŽƵƚƚŚĞƌĞƐƉŽŶƐŝďŝůŝƚǇĂŶĚĐŽŶƐŝĚĞƌĂƚŝŽŶǇŽƵŚĂĚƚŽƚĂŬĞŝŶto account if you
wanted to be an independent individual. He said it was also important to respect the individualism
of others.
Towards the end of 1914, around the time of his illness, ^ƃƐĞŬŝ became a devoted reader of ƚŚĞǁŽƌŬƐ
of RyƃŬĂŶ (ྒྷװ, 1758-1831) 1 . ^ƃƐĞŬŝ was an enthusiastic collector of RyƃŬĂŶ͛Ɛ calligraphy and
poems as we can see from his letter to Morinari Rinzƃ (ਁྤଆ 1884-1955) on 16 March 1916.
tĂĚĂƐĂǇƐƚŚĂƚƚŚĞŝŶĨůƵĞŶĐĞŽĨZǇƃŬĂŶƵƉŽŶ^ƃƐĞŬŝ was spiritual rather than poetical. 2 ƐǁĞŬŶŽǁ
already, ZǇƃŬĂŶ was Ă:ĂƉĂŶĞƐĞDŽŶŬĨƌŽŵthe late Edo period who is renowned for his excellent
poems and eccentric character. He also called himself ‘ZǇƃŬĂŶ, The Great Fool’ (۬ྒྷ)װ. ^ƃƐĞŬŝ
mentioned the great fool, ۬, in his second from last poem which we will examine later.

1

DŝǌƵŬĂǁĂ͕dĂŬĂŽ͘^ƃƐĞŬŝƚŽƵŬŬǇƃ- ^ŽŬƵƚĞŶ<ǇŽƐŚŝĞŶŽDŝĐŚŝ͘,ĞŝŶŽŶ^ŚĂ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϭϲϱ͘
&ŽƌĨƵƌƚŚĞƌŝŶĨŽƌŵĂƚŝŽŶ͕ƌĞĨĞƌƚŽDŝǇĂǌĂǁĂ͕^ĞŝũƵŶ͘͞EĂƚƐƵŵĞ^ŽƐĞŬŝƚŽƵŬŬǇŽ– ƚŽŬƵŶŝdĂƌŝŬŝ:ŽĚŽŵŽŶƚŽŶŽ
ŬĂŶŬĞŝ– jƃ & ge” in EŝŚŽŶƵŬŬǇŽ EŽ͘ϰϮΘϰϯ͕EŝŚŽŶƵŬŬǇŽ<ĞŶŬǇƵŬĂŝ͕ϭϵϳϳ͘
2
Wada, Toshio. ^ƃƐĞŬŝŶŽ^ŚŝƚŽ,ĂŝŬƵ. DĞƌŬŵĂl sha, dŽŬǇŽ͕ϭϵϳϰ, Ɖ͘ϮϬϳ͘
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^ƃƐĞŬŝ started to use some words from ZǇƃŬĂŶ in poems during his nanga period and in his final
period, used references from ZǇƃŬĂŶ’s poems even more frequently.
We are going to examine SƃƐĞŬŝ’s ŬĂŶƐŚŝ from his final period focusing on how SƃƐĞŬŝdescribes his
spiritual world, and assess how this relates to his final thought sŽŬƵƚĞŶŬǇŽƐŚŝ.
ĞĨŽƌĞǁĞĞǆĂŵŝŶĞ^ƃƐĞŬŝ͛ƐŬĂŶƐŚŝ, we need to learn what SƃƐĞŬŝ ǁĂƐƚŚŝŶŬŝŶŐĂŶĚĨĞĞůŝŶŐduring the
final period of his life. In order to do this we will be referring to SƃƐĞŬŝ͛Ɛwords. On 1 January 1915,
^ƃƐĞŬŝ began to write a series of essays called dĞŶƚƃƌŽŬƵ (఼ಆ). These essays became part of the
ǁŽƌŬĨƌŽŵŚŝƐfinal period along with his novel DĞŝ-An (ҋ) and the ŬĂŶƐŚŝ he composed almost
every day from 14 ƵŐƵƐƚ ƵŶƚŝů ϮϬ EŽǀĞŵďĞƌ ϭϵϭϲ. DĞŝ-An was first published in the ƐĂŚŝ
Newspaper on 26 May 1916. ^ƃƐĞŬŝ went on to write 188 episodes until he fell critically ill.
In January 1916, his health was still poor, so from 28 January to 16 February he went to a hot spring
town, Yugawara, where his old friend EĂŬĂŵƵƌĂ ĞŬƃ was staying. ^ƃƐĞŬŝ was now unable to
continue writing dĞŶƚƃƌŽŬƵ due to severe pain in his arms.
dĞŶƚƃƌŽŬƵ, although it had to be discontinued, provides us with clues, expressed in his own words,
as to what ^ƃƐĞŬŝ ǁĂƐƚŚŝŶŬŝŶŐ͕ĨĞĞůŝŶŐĂŶĚŝŶƚĞƌĞƐƚĞĚin, in this the final period of his life. We will
now explore the content of dĞŶƚƃƌŽŬƵ before we discuss the ŬĂŶƐŚŝ of his final period.

఼ಆ)
dEdQZK<h (఼

New Year has arrived again. >ŽŽŬŝŶŐďĂĐŬ͕/ĨĞĞůƚŚĂƚƚŚĞƉĂƐƚŝƐũƵƐƚůŝŬĞĂĚƌĞĂŵ͘/ĨĞĞů
ƐƚƌĂŶŐĞƚŚŝŶŬŝŶŐof how I have got to this age.
If I carry on ƚŚŝŶŬŝŶŐfurther, the past ceases to exist even as a dream. It becomes
nothingness. In fact, recently I often ƚŚŝŶŬ of my past as a nothingness. The other day
ǁŚĞŶ / ǁĂƐ ǁĂůŬŝŶŐ in hĞŶŽ ƉĂƌŬ on my way to visit a museum in Ueno for an
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exhibition, I felt, ĞǀĞŶƚŚŽƵŐŚ/ǁĂƐǁĂůŬŝŶŐƚŽŵǇĚĞƐƚŝŶĂƚŝŽŶ͕as if I was not moving
an inch.
This is not because I have become senile. I felt this even though I was aware of leaving
home, getting onto ƚŚĞƚƌĂŝŶ͕ŐĞƚƚŝŶŐŽĨĨĂƚƚŚĞƐƚĂƚŝŽŶ͕ĂŶĚǁĂůŬŝŶŐŽŶƚŚĞŐƌŽƵŶĚ͘At
that moment I thought of a poem I had come across somewhere which goes “I have
been trying to get there for a whole day, but I have never left”. I thought this poem
expressed the same feeling that I have explained here.
If I may explain further using a more complicated philosophical vocabulary, this poem
explains that the past is nothing more than a mere temporary image. It has a similarity
with the idea in The Diamond Sutra ( ۜ ߸  ) ܨthat “the memory of the past is
unobtainable”.
As wĞ ŬŶŽǁ ƚŚĞ ƚŚŽƵŐŚƚƐ we have in the transitory present flow to the past
immediately. Also, the present moment changes to the future without any stages. If
we were to ƚĂŬĞ this theory further, the things we say about the past can apply to the
present. Similarly, we can say the same about the future. Consequently, in the end,
one’s life is more uncertain than a dream.
If I try to understand myself from the point of view that I have mentioned previously,
I should not have aged when the new year comes. It seems that it is the calendar and
mirror that age me͘ƵƚƚŚĞĐĂůĞŶĚĂƌĂŶĚƚŚĞŵŝƌƌŽƌĚŽŶŽƚ, in fact, mean anything.
At the same time, the astonishing thing is, it is an indisputable fact that, I, in this
present time, am existing between heaven and earth. Whilst I am aware of my every
action, the truth is that it is becoming the past. So, having my attention on the point
of transition from present to the past ĂŶĚůŽŽŬŝŶŐďĞŚŝŶĚŵǇƐĞůĨ͕I find that the past
is not just a ŵĞƌĞĚƌĞĂŵ͘/ƚŝƐůŝŬĞĂƚŽƌĐŚlight clearly showing myself aging as time
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passes. Therefore, ĞĂĐŚǇĞĂƌ͕ůŝŬĞĞǀĞƌǇďŽĚǇĞůƐĞI have to grow old and get closer to
death.
As I have mentioned here, tŚĞƌĞĂƌĞƚǁŽǁĂǇƐŽĨůŽŽŬŝŶŐĂƚůŝĨĞ͕ĂŶĚƚŚĞƐĞƚǁŽǀŝĞǁƐ
exist in juxtaposed positions without any contradiction which is a strange
phenomenon beyond logical explanation. I don’t have any intention of explaining this
strange phenomenon, nor do /ŚĂǀĞĞŶŽƵŐŚƐŬŝůůƚŽĂŶĂůǇƐĞŝƚ͘
All I can say at the beginning of the year 1916 is that I have decided to live my entire
life going along with the flow and bearing in mind the two different interpretations of
existence.
If I see things from the viewpoint of nothingness, it is unnecessary my greeting the
spring this time round. Rather, it is as if I wasn’t born at the beginning of the Meiji
ƉĞƌŝŽĚ͘Ƶƚ͕ŝĨ/see things from the view point that I am existing, I am grateful for
surviving another year despite my troubled ill health. ǇƐƵƌǀŝǀŝŶŐ another year, the
things I have to do increase in volume, and I hope the quĂůŝƚǇŽĨŵǇǁŽƌŬto a certain
extent improves.
Therefore, because I have been feeling I don’t have enough time left, I can’t describe
how happy I am for the fact that heaven is granting me another year of life. I am trying
to use my time as best I can for what remains of my life.
ĨĂŵŽƵƐŵŽŶŬĐĂůůĞĚZhaozhou (᪇यচ 778-897) ŬŶŽǁŶĂƐ‘Zhaozhou, the old
ƵĚĚŚĂ͛, had a ƌĞůŝŐŝŽƵƐĂǁĂŬĞŶŝŶŐĂƚa late age (᪇यݻ൫೧ৼ). He had the
praiseworthy intention of deciding to enter the religious life, The Way (ಕ), at the age
of sixty-one.

297
dŚĞŵŽŶŬZhaozhou ƐĂŝĚŝĨƐŽŵĞŽŶĞǁĂƐďĞƚƚĞƌƚŚĂŶŚŝŵ͕ŚĞǁŽƵůĚĂƐŬƚŽďĞƚĂƵŐŚƚ
by him, and if someone was lesser than him, He would teach the person even if that
person was an old man.
For twenty uninterrupted years, the ŵŽŶŬŚĂŽǌŚŽƵ was trained by ĂŵŽŶŬĐĂůůĞĚ
Nan’quan (ೈચͿ͘ dŚĞ ŵŽŶŬ ŚĂŽǌŚŽƵ was eighty years old when he finished his
training. He then went to Guan’yin temple in Zhaoxian, and began to teach people
Sutra. He lived until one hundred and twenty years old instructing people in the
religious life.
I can’t predict when my life will end, as it is not up to me to decide. I have many
illnesses but I am ten years younger than the age when ŵŽŶŬŚĂŽǌŚŽƵ decided to
enter into the religious life. I feel I caŶĐŽŶƚƌŝďƵƚĞƐŽŵĞƚŚŝŶŐ͕ŝĨ/ŵĂŬe an effort, using
my energy to the fullest extent, although I may not live until one hundred and twenty.
My intention is to try my best to follow and copy the ŵŽŶŬŚĂŽǌŚŽƵ’s attitude as
long as heaven allows me to live. I may not be able to copy the attitude and long life
of Zhaozhou who was called ‘KůĚƵĚĚŚĂ’. /ŵĂǇďĞǁĞĂŬ͕ďƵƚ/ǁŝůůĚŽŵǇďĞƐƚƚŽuse
whatever gifts I am given from heaven to express my gratitude for the time I have in
front of me.
/ŚĂǀĞƚŽŵĂŬĞƚŚŝƐƐƚĂƚĞŵĞŶƚĂƚƚŚĞďĞŐŝŶŶŝŶŐŽĨ dĞŶƚƃƌŽŬƵ (఼ಆ), as I felt an
urgent need to express my thoughts. 3
This is Part one of dĞŶƚƃƌŽŬƵ. ^ƃƐĞŬŝ clarifies his intention that following the example of tŚĞŵŽŶŬ
Zhaozhou he is interested in mastering the Way. /ŶƚŚŝƐ͕ĂůƚŚŽƵŐŚŚĞĚŝĚŶ͛ƚŬŶŽǁŝƚ͕ĨŝŶĂůƉĞƌŝŽĚŽĨ
his life, ^ƃƐĞŬŝ is continuing his inner quest.

3

^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϭϲ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 627-ϲϰϴ͘͞dĞŶƚƃƌŽŬƵ͘͟
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In the following comment where he discusses non-existence and existence, “earing in mind the two
different interpretations of existence”, ^ƃƐĞŬŝ ŝƐƚĂůŬŝŶŐĂďŽƵƚ the Daoist notion of everything as One
and the Zen teaching of everything as nothingness. ^ƃƐĞŬŝ refers to Daoist texts such as Laozi,
Zhuangzi and Lizi, and Zen texts such as The ůƵĞůŝĨĨZĞĐŽƌĚ͕dŚĞZĞĐŽƌĚŽĨ>ŝŶũŝ and The ZĞĐŽƌĚŽĨ
dŚĞdƌĂŶƐŵŝƐƐŝŽŶŽĨdŚĞ>ĂŵƉ in his ŬĂŶƐŚŝ. We now need to see how ^ƃƐĞŬŝ explores these points
in his poems.
The subject matter of the second to fifth parts of ‘dĞŶƚƃƌŽŬƵ’ is “Militarism”. DŝǌƵŬĂǁĂƐĂǇƐƚŚĂƚ
^ƃƐĞŬŝ’s contribution to the world at the final period of his life began as social criticism at a global
level. 4 Senuma explains that 1916 was the time that The First World War entered into its third year
and the German-Austrian allies were winning against the opposing allies. It is unusual for ^ƃƐĞŬŝ to
express his opinion on world affairs and politics, and it shows his attitude as a ƚŚŝŶŬĞƌ͘ 5 ^ƃƐĞŬŝ begins
ǁŝƚŚƚŚĞĐŽŵŵĞŶƚŚĞŐĂǀĞǁŚĞŶŚĞǁĂƐĂƐŬĞĚĂďŽƵƚƚŚĞŝŵƉĂĐƚŽĨƚŚĞ&ŝƌƐƚtŽƌůĚ War. ^ƃƐĞŬŝ chose
to write about militariƐŵŚĞƌĞĂƐŵŝůŝƚĂƌŝƐŵǁĂƐƐƉƌĞĂĚŝŶŐĂůůŽǀĞƌƚŚĞǁŽƌůĚůŝŬĞ an infectious disease.
,ĞǁĂŶƚĞĚƚŽŵĂŬĞŚŝƐǀŝĞǁŬŶŽǁŶƚŽŚŝƐƌĞĂĚĞƌƐ͕ĂƐŚĞwas determined to do his best to pass on
whatever ideas he had in his mind in the time he had left on this earth.
In ^ƃƐĞŬŝ’s view, in short, the First World War didn’t have a root in either religion, morality, beliefs
or a passion deeply rooted in the people. Although there were many tragedies and struggles, it was
a momentary phenomenon. It did not have any impact on our inner values and beliefs. ^ƃƐĞŬŝ says
the First World War created a serious situation of which we had no previous experience. It was a
hypocritical event which was showy but worthless and had no important causes as a base.
As a third topic, ^ƃƐĞŬŝ ĐŚŽƐĞƚŽĚŝƐĐƵƐƐdƌĞŝƚƐĐŚŬĞ;ϭϴϯϰ– 1896) who had been a German historian
and political commentator. ^ƃƐĞŬŝ brings up a person from near history to discuss how Germany
developed the glorification of militarism. ^ƃƐĞŬŝ ĞǆƉůĂŝŶƐƚŚĂƚdƌĞŝƚƐĐŚŬĞďĞůŝĞǀĞĚŝŶƚŚĞƉŽǁĞƌĂŶĚ
the unification of the state, and was against humanist and liberal movements.

4

5

DŝǌƵŬĂǁĂ͕dĂŬĂŽ͘^ƃƐĞŬŝƚŽƵŬŬǇƃ- ^ŽŬƵƚĞŶ<ǇŽƐŚŝĞŶŽDŝĐŚŝ. ,ĞŝŶŽŶ^ŚĂ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϭϲϳ͘
^ĞŶƵŵĂ͕^ŚŝŐĞŬŝ͘<ŝŶĚĂŝEŝŚŽŶŶŽ^ŚŝƐƃŬĂϱEĂƚƐƵŵĞ^ƃƐĞŬŝ͘dŽŬǇŽĂŝŐĂŬƵ^ŚƵƉƉĂŶƐŚĂ͕dŽŬǇŽ͕ϮϬϬϳ͕Ɖ͘ϮϵϬ͘
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It is not this study’s concern to discuss ^ƃƐĞŬŝ’s political views and ^ƃƐĞŬŝ did not participate in any
political movements. However, he made his views ĐůĞĂƌƚŽƚŚĞƉƵďůŝĐũƵƐƚůŝŬĞŚŝŶĞƐĞƉŽĞƚƐƐƵĐŚĂƐ
Tao Yuanming had done in the past, by standing on their own feet and not being intimidated or
threatened by power͕ƐŝŶĐĞŝŶĚŝǀŝĚƵĂůŝƐŵǁĂƐĂŶŝŵƉŽƌƚĂŶƚďĂĐŬďŽŶĞĨŽƌ^ƃƐĞŬŝ as a person and in
his literary art.
^ƃƐĞŬŝ was seriously concerned and worried about the direction in which the world powers were
headed. Amongst his final poems, deeply engaged in religious thought, ^ƃƐĞŬŝ also expresses his
views on world affairs.

POEMS FROM THE FINAL PERIOD
^ƃƐĞŬŝ composed seventy-five poems in his final period. It almost became a daily activity ůŝŬĞ writing
a diary. ^ƃƐĞŬŝstopped writing his actual diary during his final period. The last date that he wrote his
diary is 27 July 1916. This study treats the ŬĂŶƐŚŝ of ^ƃƐĞŬŝ’s final stage of life as a ŬŝŶĚŽĨ replacement
for his diary, as ^ƃƐĞŬŝexpressed his thought and feelings in his ŬĂŶƐŚŝ compositions. The ŬĂŶƐŚŝof
the final period start on 14 August 1916 and end ŽŶϮϬEŽǀĞŵďĞƌϭϵϭϲ͕nineteen days before his
death.
^ƃƐĞŬŝ began to write his last novel, DĞŝ-An ;>ŝŐŚƚŶĞƐƐ ĂŶĚ ĂƌŬŶĞƐƐͿ ŽŶ Ϯϲ DĂǇ ϮϬϭϲ͘ ^ƃƐĞŬŝ
explained in a ůĞƚƚĞƌƚŽŚŝƐĚŝƐĐŝƉůĞƐ<ƵŵĞMasao and ŬƵƚĂŐĂǁĂ RyƻŶŽƐƵŬĞ, who were members of
the Thursday Circle, the relationship between writing a novel and composing ŬĂŶƐŚŝ.
On 21 August 1916 ^ƃƐĞŬŝ ǁƌŽƚĞĂůĞƚƚĞƌƚŽ<ƵŵĞĂŶĚŬƵƚĂŐĂǁĂexplaining, “I am writing DĞŝ-An
as usual in the morning. My feelings towards writing a novel are a mixture of three sensations: pain;
pleasure; mechanical processes͘/ĂŵŚĂƉƉǇĂďŽƵƚƚŚĞĨĂĐƚƚŚĂƚŝƚŝƐŶŽƚƚŽŽŚŽƚ͘ƵƚǁƌŝƚŝŶŐĂƐƚŽƌǇ
such as this for nearly a hundred episodes ŵĂŬĞƐŵĞĨĞĞůǀƵůŐĂƌ͘^Ž, three or four days ago, I began

ϯϬϬ
to compose ŬĂŶƐŚŝas a daily ƚĂƐŬ. I write one poem per day, and it is ^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ. It is difficult to
compose. I have no idea how many poems I can compose, as I will stop when I get bored.” 6
The important point to stress here again is that ^ƃƐĞŬŝ treated some of his ŬĂŶƐŚŝ as though he was
writing a diary. So, we have to bear in mind that ^ƃƐĞŬŝ expressed a great deal of his personal feeling
in his ŬĂŶƐŚŝin this final period.
Sixty-five poems out of seventy-five poems in this period are ^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ. EĂŬĂŵƵƌĂƐĂŝĚƚŚĂƚƚŽ
compose ^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ every day required a lot of effort, but it was a necessary creative activity
in order to cancel out all the tainted worldly things. 7
His ŬĂŶƐŚŝ in the latter half of this period show a strong expression of DŝĐŚŝ (ಕ), the Way. At the
same time ^ƃƐĞŬŝ ďĞŐĂŶƚŽƚĂůŬĂďŽƵƚƚŚĞĐŽŶĐĞƉƚ͕sŽŬƵƚĞŶŬǇŽƐŚŝ (ଉళࢴڊ: merging with heaven,
abandoning self). ^ƃƐĞŬŝ did not have a chance to explain the exact meaning of sŽŬƵƚĞŶŬǇŽƐŚŝ, due
to his sudden death.
^ƃƐĞŬŝ’s ŬĂŶƐŚŝ in the latter half of this period do however give an opportunity to explore what it was
^ƃƐĞŬŝ wanted to express through the concept of sŽŬƵƚĞŶŬǇŽƐŚŝ.
In order to understand the personal feelings and the ideas at the very end of his life which were now
firmly ƉůĂĐĞĚ ǁŝƚŚŝŶ ƚŚĞ ĨƌĂŵĞǁŽƌŬ ŽĨ ŚŝŶĞƐĞ ƐƉŝƌŝƚƵĂů ƚŚŽƵŐŚƚ ǁĞ ŶĞĞĚ ƚŽ ĂŶĂůǇƐĞ ŝŶ ĚĞƉƚŚ Ă
number of the ŬĂŶƐŚŝ from his final period.

14 August 1916
Poem 134
“No title” ໃୌ

6

^ƃƐĞŬŝĞŶƐŚƻVol.24͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇo, 1997, p. 554-ϱϱϲ͘;ůĞƚƚĞƌĂĚĚƌĞƐƐĞĚƚŽ<ƵŵĞΘŬƵƚĂŐĂǁĂĚĂƚĞĚ
ϮϭͬϬϴͬϭϵϭϲͿ͘
7 EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘212.

ϯϬϭ

༕ڋਜ਼մठ ༕ͱ͢ڋਜ਼Ͷմͤ ठ

՜േՁਤे ڹ՜േ Ձͩਤ͏Ξ ڹͶेΝ

࠴༙ࢽؕ፩ۡ ࠴Ͷࢽ༙Εͱ ͖ؕͶۡΝ፩Ε

ໃٮ੫คߵ Ͷٮໃ͚͢ͱ ੫͖ͶߵΝค͚

ؔॕ৾࿒ ؔॕ ࿒Ν৾Ζ͏

༆ډؾଵ༨ཇ ༆ ډؾ༨ཇΝଵ

ॶᬍԓੜڷଏ ॶͶ͏ ྚͶ͏ͱ ੜڷଏΕ

ߒଞೖ݆པௗ ߒଞೖ݆ པௗ͢

8

ǇůŝǀŝŶŐĂǁĂǇĨƌŽŵƚŚĞǁŽƌůĚ͕/ƵŶĚĞƌƐƚĂŶĚƚŚĞĚŝƐŐƵƐƚŝŶŐĐƵƐƚŽŵŽĨĚƌŝŶŬŝŶŐĂŶĚŵĂŬŝŶŐ
ŵĞƌƌǇ͘
/ĚŽŶ͛ƚŶĞĞĚƚŽůŝǀĞŝŶa ǁŽƌůĚůǇƉůĂĐĞŝŶŵǇŐƌĞǇ-ŚĂŝƌĞĚŽůĚĂŐĞ͘
ŵŽŶŬŝƐŝŶƚŚĞ ŵŝĚĚůĞŽĨĐŽŵƉŽƐŝŶŐa ƉŽĞŵŝŶa ůĞŝƐƵƌĞůǇŵĂŶŶĞƌŝŶƚŚĞ ƐƚƵĚǇ.
dŚĞƌĞĂƌĞ ŶŽǁŽƌůĚůǇŐƵĞƐƚs ĂŶĚ/ďƵƌŶŝŶĐĞŶƐĞŝŶƚƌĂŶƋƵŝůůŝƚǇƚŽĐĂůŵŵǇŵŝŶĚ͘
A bŝƌĚƉĞƌĐŚĞĚ ŽŶĂĨůŽǁĞƌĨůŝĞƐĂǁĂǇ͕ ƐŚĂŬŝŶŐ ŽĨĨ ƚŚĞŵŽƌŶŝŶŐ ĚĞǁ.
ŽǁƐ͕ ďĂƚŚĞĚŝŶƐƵŶƐĞƚ͕ƌĞƚƵƌŶ ŝŶƚŚĞĞǀĞŶŝŶŐ͘
dŚĞƌĞis ƉŽĞƚŝĐŝŶƐƉŝƌĂƚŝŽŶ in all ƉůĂĐĞs Ăƚ all ƚŝŵĞs.
>ŝǀŝŶŐ in a ǀŝůůĂŐĞ ďǇƚŚĞƐŝĚĞŽĨƚŚĞƌŝǀĞƌ͕/ĨĞĞůƚŚĞĚĂǇŐĞƚƐůŽŶŐĞƌĂƐI ŐĞƚŽůĚĞƌ͘
^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ

8

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕p. ϯϯϬ-331.

ϯϬϮ
/ŶƚŚŝƐƉŽĞŵ^ƃƐĞŬŝexplains his feelings on ĐŽŵŝŶŐďĂĐŬƚŽƚŚĞǁŽƌůĚŽĨŬĂŶƐŚŝ͘,ĞŝƐŬĞĞŶƚŽůĞƚƵƐ
ŬŶŽǁ ŚĞ ŚĂƐ ƉůĞŶƚǇ ŽĨ ƉŽĞƚŝĐ sensitivity to express. In the final period, ^ƃƐĞŬŝ’s ŬĂŶƐŚŝ are now
definitively a means of expressing his spiritual world.
In the first line ༕ ڋliterally means ‘Quiet residence’ which rhyme-matches with a poem by Wei
Ying-wu ᰅጱ (737-792), titled ༕“ ڋYŽƵũƵ”,

ᘒໃ ݙಢΕ͚͵͚ͽݙ

ਲ਼ࠓ༕ڋ ͞༕ڋΝਲ਼ͳ͛

9

/ĂŵŶŽƚĂƚƚĂĐŚĞĚƚŽany ƉŽƐŝƚŝŽŶŝŶƐŽĐŝĞƚǇŶŽƌĂŵ/ŝŶƚĞƌĞƐƚĞĚŝŶǁĞĂůƚŚ͘
I ĨƌĞĞŵǇƐĞůĨby living ƚŚĞůŝĨĞŽĨa ƌĞĐůƵƐĞ.
ठ in the same line originally means a clamorous ĚƌŝŶŬŝŶŐƉĂƌƚǇ. In this line, ^ƃƐĞŬŝ uses this
expression to refer to the life of worldly affairs and zŽƐŚŝŬĂǁĂƐƵŐŐĞƐƚƐƚŚĂƚin ^ƃƐĞŬŝ͛Ɛcase this
could mean writing novels. ϭϬ ^ƃƐĞŬŝin the first line is explaining his daily life of writing an episode of
his novel in the morning and composing ŬĂŶƐŚŝ in the afternoon.
՜േ in the second line means grey hairs. ^ƃƐĞŬŝ describes himself as aging rapidly. According to
EĂŬĂŵƵƌĂ͕^ƃƐĞŬŝ began to age fast in his final year and his grey hair and beard became a prominent
feature. 11
Ձਤ in the same line means unnecessary, it is followed by  ڹwhich depicts Ă ĚƌƵŶŬĞŶͬhalfconscious state of mind. This line corresponds with the first line and confirms ^ƃƐĞŬŝ’s wish to stay

9

ŚƚƚƉ͗ͬͬƐĂŶŬŽƵĂŶ͘ũƵŐĞŵ͘ũƉ͍ͬĞŝĚсϭϭ.
zŽƐŚŝŬĂǁĂ͕<ƃũŝƌƃ͘^ƃƐĞŬŝ^ŚŝŚƻ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϭϴϮ͘
11 EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘Ϯϭϱ͘
ϭϬ

ϯϬϯ
away from the vulgar everyday world. ^ƃƐĞŬŝ is also explaining he is far from the world of the novel
when composing ŬĂŶƐŚŝ.
ࢽ in the third line refers ƚŽĂŵŽŶŬƐƉĞĐŝĂůŝƐŝŶŐ in poetry. ^ƃƐĞŬŝ in the last stage of his life was
ŬŶŽǁŶto admire the ŵŽŶŬ, ZǇƃŬĂŶ, ŬŶŽǁŶ for his poems and calligraphy as well as his simplicity
and the genuine pure quality of his character. We can see that ^ƃƐĞŬŝis immersing himself in the life
ĂŶĚǁŽƌŬƐ of the ĞŶŵŽŶŬƉŽĞƚ͕ZǇƃŬĂŶ. ፩ۡ in the same line means ‘Composing a poem’ which
describes the action he is engaged in.
 ٮin the fourth line signifies people who don’t understand Ĩƻryƻ, poetic inspiration. There was no
guest at ^ƃƐĞŬŝ’s house and his mind was clear. ^ƃƐĞŬŝ spent his time ੫คߵ ‘urning incense in
tranquillity’, which expresses his meditative state while composing.
ؔॕ in the fifth line means ‘irds nesting behind the flower’ describing nature.

༆ ډؾin the corresponding line of the couplet means ĐŽǁƐŐŽŝŶŐďĂĐŬƚŽa faraway cowshed
near the willow trees, depicting a harmonious idyllic landscape showing the influence of Tao
Yuanming’s literary world. This line also prepares us for the visual image of the destination described
in the final line.
ॶᬍԓ in the seventh line is ‘Any encounter, anywhere’ which has a strong flavour of Zen. ZǇƃŬĂŶ
used this expression ᬍԓ ‘Spontaneous encounter’ often. The following is an example.

ᬍԓਤࣙ׆

ԓͶᬍͮͱਤ͚ࣙΔ͢΄׆ɽ 12

/ƐŝŶĐĞƌĞůǇĞŶũŽǇĨŽůůŽǁŝŶŐǁŚĂƚĞǀĞƌ ŚĂƉƉĞŶƐƐƉŽŶƚĂŶĞŽƵƐůǇ.

12

dƃŐƃ, Toyoharu. Edit. ZǇƃŬĂŶĞŶƐŚƻ͘:ƃŬĂŶ͘dŽŬǇŽ^ƃŐĞŶƐŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͕Ɖ͘ϭϲϰ͘

ϯϬϰ

ੜڷଏ in the same line means there is plenty of poetic inspiration. ^ƃƐĞŬŝ, in this line, is expressing
his enthusiasm for composing ŬĂŶƐŚŝ.
ߒଞ in the final line describes the village along the river. པ in the same line means ‘Growing old’.
It is followed by ௗ, ‘Time flowing peacefully’. This final line gives a visual image of a peaceful
community as described in the story, dŚĞ ƚĂůĞŽĨ ƚŚĞ WĞĂĐŚ ůŽƐƐŽŵ ^ƉƌŝŶŐ, which refers ďĂĐŬƚŽ
Laozi’s ideal community where ǇŽƵĐĂŶŽǀĞƌŚĞĂƌĐŚŝĐŬĞŶƐĂŶĚĚŽŐƐ. ^ƃƐĞŬŝ composed a similar line
ŝŶƉŽĞŵϵϬŽŶϭϭKĐƚŽďĞƌϭϵϭϬǁŚĞŶŚĞǁĂƐƌĞĐŽǀĞƌŝŶŐĨƌŽŵĂƐĞƌŝŽƵƐŝůůŶĞƐƐĂƚ^ŚƵǌĞŶ-ji. Here
^ƃƐĞŬŝagain confirms that he wants to live in a peaceful community surrounded by nature which
exists in his mind: his spiritual home.

21 August 1916
Poem 141
“No title” ໃୌ

ਚઍາฝࢃߨ ઍΝਚͷΖ າͫฝࢃͶ͖ͮͱߨ͖ͥ

ेࡑਕؔଏಕ ेΊͱਕؔͶࡑΕͱ ಕଏΖ

ҋࢀຬ࣊ ҋ ࢀຬ࣊

ຐ੶һࣙ༟ ੶һΝຐ͢ͱ ࣙ༟ͶΖ

13

ůƚŚŽƵŐŚ/ĂŵƐĞĞŬŝŶŐƚŚĞǁŽƌůĚŽĨƚŚĞŝŵŵŽƌƚĂůƐ͕ƚŚĂƚ ĚŽĞƐŶ͛ƚŵĞĂŶ/ŚĞĂĚƚŽƚŚĞŵŽƵŶƚĂŝŶs.
/ĐĂŶĂƉƉƌĞĐŝĂƚĞƉůĞŶƚǇŽĨƉŽĞƚŝĐŝŶƐƉŝƌĂƚŝŽŶ ůŝǀŝŶŐĂŵŽŶŐƐƚƉĞŽƉůĞ͘

13

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϯϰϱ͘

ϯϬϱ
^Ž ĨĂƌ / ŚĂǀĞ ǁƌŝƚƚĞŶ ϯϬ͕ϬϬϬ ǁŽƌĚƐ ŽĨ ƚŚĞ ŶŽǀĞů “>ŝŐŚƚŶĞƐƐ ĂŶĚ ĂƌŬŶĞƐƐ͕ ƚŚĞ ĞǆƚƌĞŵĞ
ŽƉƉŽƐŝƚĞs”.
dŚĞǁƌŝƚŝŶŐĐŽŵĞƐƐƉŽŶƚĂŶĞŽƵƐůǇ͕ ĂƐ/ĐŽŶƚĞŵƉůĂƚĞ ǁŚŝůĞƌƵďďŝŶŐƚŚĞƐƚŽŶĞ.
^ŚŝĐŚŝŐŽŶĞŬŬƵ
^ƃƐĞŬŝ explained the motivation for the composition of tŚŝƐƉŽĞŵŝŶĂůĞƚƚĞƌƚŽ<ƵŵĞ ĂŶĚŬƵƚĂŐĂǁĂ
dated 21 August 1916, which was mentioned at the beginning of this chapter.
In this letter, ^ƃƐĞŬŝ explains that he was inspired to write this poem by reading about a decoratively
engraved stone mentioned in a previous letter ĨƌŽŵ<ƵŵĞĂŶĚŬƵƚĂŐĂǁĂ. He said he had composed
this ^ŚŝĐŚŝŐŽŶĞŬŬƵ, and wanted to present it to <ƵŵĞĂŶĚŬƵƚĂŐĂǁĂ. ^ƃƐĞŬŝ goes on to say that
<ƵŵĞŵŝŐŚƚŶŽƚďĞŝŶƚĞƌĞƐƚĞĚĂƚĂůů͕ďƵƚ^ƃƐĞŬŝ had ŚĞĂƌĚŬƵƚĂŐĂǁĂĐŽŵƉŽƐĞĚƉŽĞŵs, and this was
the reason ^ƃƐĞŬŝ was presenting the poem to them. We can see here that ^ƃƐĞŬŝ is encouraging and
inspiring his followers to enter into the world of ŬĂŶƐŚŝ. In his final period, ^ƃƐĞŬŝ mainly composed
ZŝƐƐŚŝ, a poem with eight lines, with the exception of a few ĞŬŬƵ, a poem with four lines. This is one
of them, as ^ƃƐĞŬŝŝƐŐƵŝĚŝŶŐŬƵƚĂŐĂǁĂƚŽƚŚĞǁŽƌůĚŽĨŬĂŶƐŚŝ using a less complex style.
In this poem, ^ƃƐĞŬŝexpresses simply his life of not being a hermit and living amongst people, writing
a popular novel and composing poems.
ਚઍ in the first line means ‘I am interested in visiting a world where immortals lives’. It rhymematches with a poem composed by Li ai ;ϳϬϭ-762), ኗࢃᨴرᚱࣈޜ㐚ऺ (“>ƵƐŚĂŶǇĂŽ͗Ƌŝ >u ƐŚŝǇƵ
yƵƐŚŽƵ”: jp. ኗࢃངɼኗࣈऺڑޜͶ)ͤر

ޔብਚઍԗ ֹޔͶઍΝਚͱԗ͘Νࣛͦͥɼ

Ҳਫ਼໌ࢃ༣ Ҳਫ਼ΞͲ໌ࢃͶΕͱ༣

14

ŚƚƚƉƐ͗ͬͬďĂŝŬĞ͘ďĂŝĚƵ͘ĐŽŵͬŝƚĞŵͬᓀࢃ䉓رࣈऺڑޜ

14

ϯϬϲ
/ĂŵǁŝůůŝŶŐƚŽŐŽĨĂƌĂǁĂǇƚŽǀŝƐŝƚĂŶŝŵŵŽƌƚĂůŝŶtƵ-ǇƵĞ
I ǁŽƵůĚůŽǀĞƚŽƐƚĂǇĂŶĚƐƉĞŶĚa ĐĂƌĞĨƌĞĞƚŝŵĞŝŶƚŚĞŵŽƵŶƚĂŝŶs ĨŽƌ my ĞŶƚŝƌĞůŝĨĞ.
ฝࢃ in the same line literally means ͚lue mountain’. This word rhyme-matches again with Li ai’s
poem, ࢃਕ (“^ŚĂŶǌŚŽŶŐĚĂƐƵƌĞŶ”, jp. ࢃͶͱਕͶ͑), first line.

༪Ձқਖ਼ฝࢃ ༪Ͷ͑ ՁқͩฝࢃͶਖ਼ͳ

ࣗৼࣙؕ ͮͱ͓ͥৼ͖ࣙͥΔؕ͵Ε

౩ླྀਭ䊁ષ ڊ౩ླྀਭ 䊁ષͳ͢ͱڊΖ

พ༙ళஏඉਕؔ พͶ ళஏ ਕؔͶඉ͡Ζ༙Ε

15

zŽƵĂƐŬŵĞǁŚǇ/ůŝǀĞĚĞĞƉŝŶƚŚĞŵŽƵŶƚĂŝŶs ĂǁĂǇĨƌŽŵƉĞŽƉůĞ͘
/ũƵƐƚƐŵŝůĞĂŶĚĚŽŶ͛ƚĂŶƐǁĞƌ͘DǇŵŝŶĚŝƐas ĐĂůŵĂƐŝƚĐĂŶďĞ͘
dŚĞƐƚƌĞĂŵĐĂƌƌǇŝŶŐĨůŽĂƚŝŶŐƉĞĂĐŚƉĞƚĂůƐĨůŽǁƐƚŽ ĨĂƌĂǁĂǇ͘
dŚĞƌĞŝƐĂŶŽƚŚĞƌǁŽƌůĚĞǆŝƐƚŝŶŐ͕ ĚŝĨĨĞƌĞŶƚƚŽƚŚŝƐǁŽƌůĚ͘

We can see ฝࢃ, ‘lue mountain’ represents the mountain where the hermit lives.
The third and fourth lines of Li ai’s poem present an image of Tao Yuanming’s TŚĞ ƚĂůĞŽĨ ƚŚĞWĞĂĐŚ
ůŽƐƐŽŵ^ƉƌŝŶŐ. 16 ^ƃƐĞŬŝ, in the first line, shows us that whilst living in the ordinary world, he is deep
in the mountain inside his spiritual land.

15

16

Matsuura, Tomohisa. Trans. & Ed. ZŝŚĂŬƵ^ŚŝƐĞŶ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϮ͕Ɖ͘ϳϮ͘
Ibid., p. 73.

ϯϬϳ

ਕؔ in the second line means ‘The secular world’. ଏಕ in the same line means there is plenty of
poetic inspiration. zŽƐŚŝŬĂǁĂŝŶƚĞƌƉƌĞƚĞĚಕ as philosophical sentiment or religious sentiment. 17
SƃƐĞŬŝ ŝƐ ĚĞƐĐƌŝďŝŶŐ ŚŝƐ ĚĂŝůǇ ĂĐƚŝǀŝƚŝĞƐ ŚĞƌĞ͕ ƐŽ this study has translated this as poetic sensitivity,
although we can’t ignore the fact that it could be translated as religious sentiment. ^ƃƐĞŬŝis telling
us he has plenty of poetic inspiration although at the same time he is writing a novel about human
affairs in the everyday world.
ҋ in the third line represents a contrasting pair such ĂƐ ůŝŐŚƚŶĞƐƐ ĂŶĚ ĚĂƌŬŶĞƐƐ͘ ^ƃƐĞŬŝ
explains his use of this phrase in his letter ƚŽ<ƵŵĞĂŶĚŬƵƚĂŐĂǁĂ and how it ŝƐĂŶŝĚŝŽŵƚĂŬĞŶĨƌŽŵ
a Zen text. This phrase is cited in The ůƵĞůŝĨĨ Record, 51 and 66 cases. The commentary from 51 is
given below.
COMMENTARY
͞dŚĞůĂƐƚǁŽƌĚŝƐƐƉŽŬĞŶĨŽƌǇŽƵ͘͟tŚĞŶ,ƐƵĞŚdŽƵŵĂĚĞƵƉŚŝƐǀĞƌƐĞŽŶƚŚŝƐůĂƐƚǁŽƌĚ͕
he intentionally went to extremes falling into the weeds to help people. His verse was
thorough-going as a verse, but he only versified a little of the fine detail. If you want to see all
the way through, this is still not enough.
Daring to say even more, Hsueh Tou opened his mouth and said, “The time of light and
ĚĂƌŬƉĂŝƌďǇƉĂŝƌ͟ƚŽŽƉĞŶĂƌŽĂĚĨŽƌǇŽƵĂŶĚĂůƐŽƚŽĨŝŶŝƐŚŝƚŽĨĨĨŽƌǇŽƵin one line. Then at
ƚŚĞĞŶĚŚĞƉƌŽǀŝĚĞĚĞǀĞŶŵŽƌĞĞǆƉůĂŶĂƚŝŽŶƐĨŽƌǇŽƵ͘:ƵƐƚĂƐŚĂŽŚ͛ŝŶŐŽŶĞĚĂǇĂƐŬĞĚ>Ž
Shan, “When Yen T’oƵƐĂǇƐ͕͚^Ž͕ƐŽ͕ŶŽƚƐŽ͕ŶŽƚƐŽ͕͛ǁŚĂƚŝƐŚŝƐŵĞĂŶŝŶŐ͍͟>Ž^ŚĂŶĐĂůůĞĚŽƵƚ͕
“Great Master,” and Master Chao Ch͛ŝŶŐƌĞƐƉŽŶĚĞĚ͘^ŚĂŶƐĂŝĚ͕͞ŽƚŚůŝŐŚƚĂŶĚďŽƚŚĚĂƌŬ͘͟
Ch’ing ďŽǁĞĚŝŶƚŚĂŶŬƐĂŶĚůĞĨƚ͘dŚƌĞĞĚĂǇƐůĂƚĞƌŚĞĂŐĂŝŶƋƵĞƐƚŝŽŶĞĚ>Ž^ŚĂŶ͕͞ĨĞǁĚĂǇƐ
ago I received your compassionate instruction; it’s just that I couldn’t see through it.” Shan
said “I’ve told you the whole thing already.” Ch’ing said, “Master, please light the way.” Shan
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zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ ^ŚŝŚƻ. IwaŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϵϱ͘

ϯϬϴ
ƐĂŝĚ͕͞/ĨƐŽ͕'ƌĞĂƚDĂƐƚĞƌ͕ŐŽĂŚĞĂĚĂŶĚĂƐŬĂďŽƵƚǁŚĂƚǇŽƵĂƌĞŝn doubt over.” Ch’ing said,
͞tŚĂƚŝƐ͚ďŽƚŚůŝŐŚƚĂŶĚďŽƚŚĚĂƌŬ͍͛͟^ŚĂŶƐĂŝĚ͕͞ŽƌŶƚŚĞƐĂŵĞĂŶĚĚǇŝŶŐƚŚĞƐĂŵĞ͘͟dŚĞŶ
Ś͛ŝŶŐďŽǁĞĚŝŶƚŚĂŶŬƐĂŶĚůĞĨƚ͘
>ĂƚĞƌƚŚĞƌĞǁĂƐĂŵŽŶŬǁŚŽĂƐŬĞĚŚĂŽŚ͛ŝŶŐ͕͞,ŽǁŝƐŝƚǁŚĞŶďĞŝŶŐďŽƌŶƚŚĞƐĂŵĞ
ĂŶĚĚǇŝŶŐƚŚĞƐĂŵĞ͍͟Ś͛ŝŶŐƐĂŝĚ͕͞^ŚƵƚǇŽƵƌĚŽŐŵŽƵƚŚ͘͟dŚĞŵŽŶŬƐĂŝĚ͕͞dƌǇƚŽĞĂƚĨŽŽĚ
ǁŝƚŚǇŽƵƌŵŽƵƚŚĐůŽƐĞĚ͕'ƌĞĂƚDĂƐƚĞƌ͘͟dŚŝƐŵŽŶŬƚŚĞŶĐĂŵĞƚŽĂƐŬ>Ž^ŚĂŶ͕͞,ŽǁŝƐŝƚǁŚĞŶ
ďĞŝŶŐďŽƌŶƚŚĞƐĂŵĞĂŶĚĚǇŝŶŐƚŚĞƐĂŵĞ͍͟^ŚĂŶƐĂŝĚ͕͞>ŝŬĞĂŶŽǆǁŝƚŚŽƵƚŚŽƌŶƐ͘͟dŚĞŵŽŶŬ
ĂƐŬĞĚ͕͞,ŽǁŝƐŝƚǁŚĞŶďĞŝŶŐďŽƌŶƚŚĞƐĂŵĞďƵƚŶŽƚĚǇŝŶŐƚŚĞƐĂŵĞ͍͟^ŚĂŶƐĂŝĚ͕͞>ŝŬĞĂƚŝŐĞƌ
with horns.” The last word is precisely this truth. 18
dŚĞƚƌĂŶƐůĂƚŽƌƐ͛ŶŽƚĞƐĂǇƐƚŚĂƚ͞dŚĞŝŵĂŐĞŚĞƌĞŝƐŽĨŐŚŽƐƚƐĐůŝŶŐŝŶŐƚŽƚƌĞĞƐĂŶĚŐƌĂƐƐĞƐ͕ůŝŬĞŶĞĚƚŽ
people clinging to things, especially to words and expressions.” 19
ࢀຬ࣊ in the third line is literally ϯϬ͕ϬϬϬǁŽƌĚƐ. ^ƃƐĞŬŝ explains in his letter that he is writing DĞŝAn and has done around a hundred episodes͘,ĞƐĂŝĚŚĞǁĂƐǁƌŝƚŝŶŐĂďŽƵƚϭ͕ϴϬϬ words per episode.
So, he had written about 18Ϭ͕ϬϬϬ words now. However, 18Ϭ͕ϬϬϬĂƐĂŶƵŵďĞƌdidn’t fit the style of
the poetry, so hĞĐŚŽƐĞƚŽƵƐĞϯϬ͕ϬϬϬǁŽƌĚƐƚŽŵĂŬĞthe phrase sound poetical.
ຐ in the fourth line means ƐƚƌŽŬŝŶŐĂŶĚƌƵďďŝŶŐ͘੶һ is a decorated engraved stone seal. ^ƃƐĞŬŝ
had a custom of ƐƚƌŽŬŝŶŐ a stone while he was contemplating what to write. ϮϬ It is an action of
ŬŶĞĂĚŝŶŐƚŚĞƉŽĞƚŝĐŝŶƐƉŝƌĂƚŝŽŶǁŝƚŚŽƵƚ. ࣙ༟ at the end of the line means ‘To be formed freely’.

^ƃƐĞŬŝis saying that he is not deep in the mountain but despite writing a novel for a living he is full
of poetic inspiration. ^ƃƐĞŬŝintroduces a Zen idiom as the title of the novel. The action of rubbing a
stone is a visual image of heating up your creative energy, which may be related to Chinese alchemy.
This poem shows ^ƃƐĞŬŝ’s enthusiasm for composing poetry.
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Thomas Cleary and J. C. Cleary Trans. dŚĞlƵĞůŝĨĨZĞĐŽƌĚ͘^ŚĂŵďŚĂůĂ͕ŽƐƚŽŶΘ>ŽŶĚŽŶ͕ϭϵϵϮ͘ƉϯϬϮ-ϯϬϯ͘
/ďŝĚ͕ƉϯϬϰ͘
ϮϬ
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϯϰϱ͘
19

ϯϬϵ
23 August 1916
Poem 144
“No title” ໃୌ

ऒሜޭӆޔॉ೧ ऒሜͪΕ ޭӆޔॉ೧

ᤴড়ڊਘԓ ᤴড়ͳ͏ڊΕͱ ਘԓΝ͑

ໃଠѬࢀߍӈ ଠໃ͢ ΝѬͤ ࢀߍӈ

༫़ࡁনඨહ ़༫Ͷ নΝࡍ͑ ඨહ

݆ඏӤֺڗಕ ݆ ඏӤ ڗͺಕΝֺ͢Ί

ཚ๗ࢧళ ཚ ๗ ͺళΝࢧ͑

ॡೖೖ౨෫ ॡ ೖೖ ౨෫͚͢

ཋෞؾཔາഛీ ؾཔΝෞͦΞͳཋ͢ͱ າͫీΝഛΚͥ

21

I ŚĂǀĞůŝǀĞĚĨŽƌĨŝĨƚǇǇĞĂƌƐ͕ůŽŶĞůŝŶĞƐƐŚĂƐŽĐĐƵƉŝĞĚŵǇůŝĨĞ͘
I ŚĂǀĞŐƌŽǁŶ ŽůĚ sadly ĨŽůůŽǁŝŶŐ ǁŽƌůĚůǇĂĨĨĂŝƌƐ͘
EŽǁ/ƐŝŵƉůǇĂĚŵŝƌĞƚŚĞƐŽƵŶĚŽĨďĂŵďŽŽŝŶƚŚĞŵŝĚĚůĞŽĨƚŚĞŶŝŐŚƚ͕
/ƉůĂŶƚa ƉŝŶĞƚƌĞĞǁŝƚŚŵǇĨĞůůŽǁĨƌŝĞŶĚƐĂŶĚĞŶũŽǇƚŚĞĨůĂǀŽƵƌŽĨĞŶ͘
,ĂǌǇŵŽŽŶ͕ĨĂŝŶƚĐůŽƵĚƐ͕ ĨŝƐŚĞŶũŽǇŝŶŐƚŚĞĨƌĞĞĚŽŵŽĨƐǁŝŵŵŝŶŐ.
&ĂůůŝŶŐƉĞƚĂůƐ͕swĞĞƚ-ƐŵĞůůŝŶŐŐƌĂƐƐ ĂŶĚďŝƌĚƐĨůǇŝŶŐƚŽǁĂƌĚƐ ƚŚĞŚĞĂǀĞŶs.

21

^ƃƐĞŬŝĞŶƐŚƻvol. 18. Iwanami Shoten͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϯϱϮ͘

ϯϭϬ
dŚĞƉůĞĂƐĂŶƚƐƉƌŝŶŐǁŝŶĚďůŽǁing ƚŚƌŽƵŐŚ ƚŚĞĐŝƚǇ͕
ŽŵƉŽƐŝŶŐa ƉŽĞŵĂďŽƵƚƌĞƚƵƌŶŝŶŐŚŽŵĞ͕ďƵƚ/ŚĂǀĞŶ͛ƚ ŵĂŶĂŐĞd ƚŽďƵǇ a ŚŽŵĞǇĞƚ.
^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ
A day after ^ƃƐĞŬŝ wrote this poem, he replied again to a letter from his followers, <ƵŵĞ and
ŬƵƚĂŐĂǁĂ͘^ƃƐĞŬŝ wrote that no one had come to the last Thursday meeting, so he had spent his
time in reading articles written by others, on which he had been ĂƐŬed to give commentaries. ^ƃƐĞŬŝ
observed that as he wrote his letters he listened to the sound of cicadas. He said he was re-touching
ŬĂŶƐŚŝhe had composed in the past.
^ƃƐĞŬŝ also told ŚŝƐƐƚƵĚĞŶƚƐ͕<ƵŵĞĂŶĚŬƵƚĂŐĂǁĂƚŚĂƚŝƚwas necessary to become an ox rather
than a horse. ^ƃƐĞŬŝ advised them not to get frustrated nor to be stupid, but to be patient. ^ƃƐĞŬŝ
said that people show respect for the act of patience, whereas they easily forget a momentary
ƐƉĂƌŬůĞ͘^ƃƐĞŬŝ concludes the letter by stressing the importance of being ůŝŬĞĂŶ ox and encouraging
not other writers but people, supporting them with patience and a detached mind. 22
ऒሜ in the first line means ‘Profound loneliness’, or ‘Silence’ in Zhuangzi’s case. As we discussed
before ‘Loneliness’ had been a main theme in ^ƃƐĞŬŝ’s life since he was a young child. ^ƃƐĞŬŝuses
these words in three other poems in his final period including his final one (poems 146, 172 and ϮϬϴͿ͘
At the final stage of his life, ^ƃƐĞŬŝ’s notion of ‘Loneliness’ had shifted to ‘Profound loneliness’. It is a
loneliness removed from human sorrow. The characters ऒሜ ‘Profound loneliness’ have a Zen
influence. These characters are often used in ZǇƃŬĂŶ͛Ɛpoems. Let us refer to three rhyme-matching
poems as examples.
૮ऒሜශ ૮Ζ ऒሜශɽ 23 (Example 1)

22

^ƃƐĞŬŝĞŶƐŚƻVol.24͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇo, 1997, p. 558-ϱϲϮ͘;ůĞƚƚĞƌĂĚĚƌĞƐƐĞĚƚŽ<ƵŵĞΘŬƵƚĂŐĂǁĂĚĂƚĞĚ
ϮϰͬϬϴͬϭϵϭϲͿ͘
23 dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ě͘ZǇƃŬĂŶĞŶƐŚƻ͘sŽů͘ϭ͘dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͕Ɖ͘ϯϵ͘
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&ŽƌŐĞƚƚŝŶŐ ĞǀĞƌǇƚŚŝŶŐŽŶ ĂƋƵŝĞƚďĞĂĐŚ
Ձқᕆ෫ ՁͩқΚΞ ᕆ෫

ऒሜྨᔟূ ऒሜ ྨ ূΝᔟͤɽ 24 (Example 2)

tŚĞŶ/ƚŚŽƵŐŚƚĂďŽƵƚ a ĨƌŝĞŶĚǁŚŽǁĂƐŶŽƚƚŚĞƌĞ͕ĂƐƚƌŽŶŐǁŝŶĚďůĞw and ŶŝŐŚƚĨĞůů.
/ĨĞlƚ a ƉƌŽĨŽƵŶĚůŽŶĞůŝŶĞƐƐĂŶĚŵǇĐůŽƚŚĞƐ ǁĞƌĞ ƐŽĂŬĞĚǁŝƚŚƚĞĂƌƐ͘
ऒሜव෫ ऒሜͪΕ व෫

ಢཱི៏ҧਕ ಢཱིͤ ៏ҧਕ

25

(Example 3)

/ŶƚŚĞŵŝĚƐƚŽĨa ůŽŶĞůǇƵƚƵŵŶǁŝŶĚ͕
ŵŽŶŬǁŚŽŚĂƐƌĞŶŽunĐĞĚƚŚĞǁŽƌůĚƐƚĂŶĚƐ ĂůŽŶĞ͘
We have examined the nuance of the words ऒሜ ‘Profound loneliness’ used by the ĞŶ ŵŽŶŬ͕
ZǇƃŬĂŶ͘ They also rhyme-match with the words which appear in Zhuangzi Chapter Thirteen and
Fifteen. In this translation of the text, it is translated as ‘Silence’. Let’s refer to Zhuangzi.
Zhuangzi Chapter 13.
Emptiness, stillness, limpidity, silence, inaction- these are the level of Heaven and earth, the
substance of the Way and its Virtue. Therefore, ƚŚĞĞŵƉĞƌŽƌ͕ƚŚĞŬŝŶŐ͕ƚŚĞƐĂŐĞƌĞƐƚŝŶƚŚĞŵ͘
Resting, they may be empty; empty, they may be full; and fullness is completion. Empty, they
may be still; still, they may move; moving, they may acquire. Still, they may rest in inaction;
resting in inaction, they may demand success from those who are charged with activities.
Resting in inaction, they may be merry; being merry, they may shun the place of care and

24
25

dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ě͘ZǇƃŬĂŶĞŶƐŚƻ͘sŽů͘ϭ͘dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͕Ɖ͘ϭϭϯ͘
Ibid., p. 179.
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anxiety, and the years of their life will be long. Emptiness, stillness, limpidity, silence, inaction
are the root of the ten thousand things. 26
ڑᯫዤऒറໃᗥंɽళஏ೯ฑɽࣗಕಛ೯ࢺɽބఉԨਕٵᖾɽٵଉڑɽڑଉሚɽ
ሚंྛᛚɽڑଉᯫɽᯫଉಊɽಊଉಚᛚɽᯫଉໃᗥɽໃᗥଉࣆंᛚɽໃᗥଉၺ
ၺɽၺၺंɽ༗׳႖ɽ೧ᆻௗᛚɽڑᯫዤऒറໃᗥंɽᤊ೯ຌɽ 27

According to Zhuangzi, ‘Silence’ is one of the important elements of the Way and its virtue, which
ŵĂŬĞƐƉĞŽƉůĞŚĂƉƉǇĂŶĚƌĞŵŽǀĞs anxiety, and as a result people live longer lives. ‘Silence’ ŬĞĞƉƐĂůů
the movement within, in order to be pure and simple so that nothing can be disturbed. ‘Silence’ can
be translated as ‘Meditative state’ as it is quiet contemplation. Zhuangzi explains further that ‘Silence’
is a part of the root from which everything originates.
In Chapter 15, Zhuangzi explains ऒሜ ‘Profound loneliness’/’silence’/’meditative state of mind’
further.
Ƶƚ ƚŽ ĂƚƚĂŝŶ ůŽĨƚŝŶĞƐƐ ǁŝƚŚŽƵƚ ĐŽŶƐƚƌĂŝŶŝŶŐ ƚŚĞ ǁŝůů͖ ƚŽ ĂĐŚŝĞǀĞ ŵŽƌĂů ƚƌĂŝŶŝŶŐ ǁŝƚŚŽƵƚ
benevolence and righteousness, good order without accomplishments and fame, leisure
without rivers and seas, long life without induction; to lose everything and yet possess
everything, at ease in the illimitable where all good things come to attend- this is the Way of
Heaven and earth, the virtue of the sage. So, it is said, limpidity, silence, emptiness, inactionthese are the level of heaven and earth, the substance of The Way and its virtue. So, it is said,
the sage rests; with rest comes peaceful ease, with peaceful ease comes limpidity, and where
there is ease and limpidity, care and worry cannot get at him, noxious airs cannot assault him.
Therefore, his virtue is complete and his spirit unimpaired. 28

26
27

tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞĐŽŵƉůĞƚĞǁŽƌŬƐŽĨŚƵĂŶŐdǌƵ͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ, p. 142-143.

&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝvol.2. Asahi Shinbun ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϲ͕ p. 221-225.
28
tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞĐŽŵƉůĞƚĞǁŽƌŬƐŽĨŚƵĂŶŐdǌƵ͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ, p.168.
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ऑࠃқࣗ߶ɽໃਖٝࣗᡪɽໃޯ໌࣑ࣗɽໃߒքࣗؔɽಕӀࣗᆻɽໃɽ
ໃ༙ɽᖕષໃ़ࣗۅඔॊ೯ɽࠓళஏ೯ಕɽਕ೯ಛɽބᐎɽዤ䇤ऒറɽڑ
ໃڑᗥɽࠓళஏ೯ฑɽࣗಕ℆೯࣯ɽބᐎɽਕٵɽٵᖾଉฑҝᛚɽฑҝଉዤ䇤ᛚɽ
ฑҝዤ䇤ɽଉ༗׳ɽइᔇऽɽބଘ℆સࣗਈᥕɽ 29
Zhuangzi says that being peaceful and maintaining a meditative state of mind, then emptying your
mind and being non-action are the manifestation of nature itself, therefore they are the true
substance of the Way and Virtue. ऒറ ‘Silence’ is the meditative state of mind achieved by the lonely
ƉƌŽĐĞƐƐŽĨůŽŽŬŝŶŐŝŶside oneself which is ‘Profound loneliness’.
&ƵŬƵŶĂŐĂĞǆƉůĂŝŶƐƚŚĂƚऒറ can have the same meaning as ऒም which is used in Laozi’s Dao De Jing
Chapter Twenty-five. Now, we refer to Laozi’s text for further explanation on the words ऒറ used
as ऒም.

Chapter 25
There was something formed out of chaos,
That was born before Heaven and Earth.
Quiet and still! Pure and deep!
It stands on its own and doesn’t change.
It can be regarded as the mother of Heaven and Earth.
/ĚŽŶŽƚǇĞƚŬŶŽǁŝƚƐŶĂŵĞ͗
I “style” it “The Way.”

29

&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝǀŽů͘Ϯ͘ƐĂŚŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϲ͕ p.337-338.
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Were I forced to give it a name, I would call it “The Great.”

“Great” means “to depart”;
“To depart” means “to be far away”;
And “to be far away” means “to return.”

The Way is great;
Heaven is great;
Earth is great;
ŶĚƚŚĞŬŝŶŐŝƐĂůƐŽŐƌĞĂƚ͘
In the country there are four greats, anĚƚŚĞŬŝŶŐŽĐĐƵƉŝĞƐŽŶĞƉůĂĐĞĂŵŽŶŐƚŚĞŵ͘

Man models himself on the Earth;
The Earth models itself on Heaven;
Heaven models itself on The Way;
And The Way models itself on that which is so on its own. ϯϬ
༙ࠠɽళஏਫ਼ɽऒၻምၻɽᘒཱིࣗրɽबߨࣗຈɽՆҐᗥళԾɽޙஎ
ଘ໌ɽ࣊೯ᐎಕɽکᗥ೯໌ᐎɽᐎ੨ɽ੨ᐎԗɽԗᐎൕɽބಕɽళɽஏɽ
ԨຢɽҮ༙࢝ɽࣗԨڋଘҲᖾɽਕ๑ஏɽஏ๑ళɽళ๑ಕɽಕ๑ࣙષɽ 31

ϯϬ

,ĞŶƌŝĐŬƐ͕ZŽďĞƌƚ'͘Trans. >ĂŽ-ƚǌƵdĞ-dĂŽŚŝŶŐ. Rider, London, 1991, p. 77.

31

&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘ZƃƐŚŝ͘ŚŝŬƵŵĂ^ŚŽďƃ͕dŽŬǇŽ͕ϮϬϭϯ, p. 94-95.
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In Dao De Jing, ऒም is translated as ‘Quiet and still’. It is one of the characteristics of ‘The Way’ or
‘The Great’ which is moving all the time, spreading far away, then returning to the root͘,ĞŶƌŝĐŬs
noted, “The Way is that reality that truly exists out of its own power, the one and only thing that
does not depend for its existence on other things.” 32 This is a description of nature and SƃƐĞŬŝ
practiced being one with nature through having a quiet mind, which can lead to the explanation of
sŽŬƵƚĞŶŬǇŽƐŚŝ, SƃƐĞŬŝ͛ƐƚŚŽƵŐŚƚĂƚƚŚĞĨŝŶĂůƐƚĂŐĞŽĨŚŝƐůŝĨĞ͘
ޭӆ in the same line, means ‘Time’ and is followed by ‘Fifty years’ which is ^ƃƐĞŬŝ’s age. ^ƃƐĞŬŝis
explaining in the first line that he had meditated and thought about the fifty years of his life.
ᤴড় ڊin the second line means ‘Growing old in profound sadness’. ^ƃƐĞŬŝ finally settled for this
expression after further developing his original words ‘Growing old with many illnesses’. ਘԓ in
the same line means following worldly affairs which describes him writing the novel in the newspaper.
SƃƐĞŬŝ used ᤴড় ‘Profound sadness’ paired with ऒറ ‘Profound loneliness’ in this poem and poem
146͘ŽƚŚǁŽƌĚƐĞǆƉƌĞƐƐǀĞƌǇƐŝŵŝůĂƌŵĞĂŶŝŶŐƐ͘>ĞƚƵƐƐĞĞŚŽǁ^ƃƐĞŬŝ used these two words in line
seven and eight of poem 146.
ᤴড়ݻ෫ླྀ࣋

ᤴড়ͪΕ ݻ ෫ླྀ࣋

ऒറਫ਼ೖমԄ

ऒറͪΕ ਫ਼ ೖমԄ

dŚĞŽůĚƵĚĚŚĂŝƐŝŶa ƉƌŽĨŽƵŶĚƐƚĂƚĞŽĨŵŝŶĚŝŶƚŚĞƚĞŵƉůĞŝŶƐŝĚĞa ƉŽĞƚŝĐǁŽƌůĚ͘
I am in a ƉƌŽĨŽƵŶĚƐƚĂƚĞŽĨŵŝŶĚǁŚŝůƐƚǁĂůŬŝŶŐŝŶŵǇŐĂƌĚĞŶ͘
ᤴড় ‘Profound state of mind’ sets the atmosphere for the following words, ‘TŚĞŽůĚƵĚĚŚĂ͛͘
zŽƐŚŝŬĂǁĂin his analysis says that it is possible to interpret in Japanese ෫ླྀ࣋ ‘Temple inside

32

,ĞŶƌŝĐŬƐ͕ZŽďĞƌƚ'͘Trans. >ĂŽ-ƚǌƵdĞ-dĂŽŚŝŶŐ. Rider, London, 1991, p. 237.
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a poetic world’ as ෫ླྀ͗ΖΖ࣋ ‘The wind is blowing through the temple’ if we consider lines
six and seven as a couplet. 33 ^ƃƐĞŬŝ was in his spiritual world, so this study has chosen /ŬŬĂŝ͛Ɛ
reading, ෫ླྀ࣋ ‘Temple inside poetic inspiration’ as it describes ^ƃƐĞŬŝ’s poetic state of mind.

ऒറ ‘Profound state of mind’ in the second line describes ^ƃƐĞŬŝ’s own feeling and the following
words ਫ਼ ‘Mr.’ which reminds us of Tao Yuanming’s writing of Chinese prose, ޔ༆ਫ਼ၜ
ŝŽŐƌĂƉŚǇŽĨƚŚĞ'ĞŶƚůĞŵĂŶŽĨƚŚĞ&ŝǀĞtŝůůŽǁƐ, which is about Tao himself depicted as living in
poverty but having no concern about it and enjoying the composition of poetry. 34
zŽƐŚŝŬĂǁĂŵĞŶƚŝŽŶƐƚŚĂƚೖমԄ ‘WĂůŬŝŶƚŚĞŐĂƌĚĞŶ͛ƌŚǇŵĞ-matches with Tao Yuanming’s poem,
ZĞƚƵƌŶ,ŽmĞ͊ ('ƵŝƋƵůĂŝĐŝ: ڊؾཔࣛ). 35 Let’s refer to Tao’s composition.

ԄೖমҐट

ԄͺೖʓͶম͏ͱटΝ͢

ᦔઅࣗؖ

ͺઅͪ͜ΕͳᦔͶͦؖΕ

36

/ǁĂŶĚĞƌŝŶƚŚĞŐĂƌĚĞŶĞǀĞƌǇĚĂǇ͘tĂůŬŝŶŐƚŚĞƌĞŝƐƉŽĞƚŝĐĂůůǇŝŶƐƉŝƌĂƚŝŽŶĂů͘
/ŚĂǀĞĂŐĂƚĞ͕ďƵƚŝƚŝƐŶŽƚŝŶƵƐĞĂƐŶŽŽŶĞǀŝƐŝƚƐŵĞĨƌŽŵƚŚĞŽƵƚƐŝĚĞǁŽƌůĚ͘
When ^ƃƐĞŬŝuses the words ऒറ ‘Profound state of mind’, it helps us to understand the nuance of
the words by recalling the lines from Tao Yuanming’s writing explained above.
After examining lines six and seven of his poem in 146, we return to lines one and two of poem
144. We can see ^ƃƐĞŬŝ’s intention in using ᤴড় and ऒറ, both meaning ‘Profound state of

33

34
35

36

zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ ^ŚŝŚƻ. IwaŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϮϬϱ͘
DĂƚƐƵƐŚŝŐĞ͕dĂŬĞŽ͘ΘtĂĚĂ͕dĂŬĞƐŚŝ͘dƌĂŶƐ͘Tƃ EnmĞŝĞŶƐŚƻ sŽů͘Ϯ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϯ, p. 181-185.
zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ ^ŚŝŚƻ. IwaŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϮϬϭ͘
zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. Tƃ ŶŵĞŝĚĞŶ͘^ŚŝŶĐŚŽƐŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͕Ɖ͘ϭϯϭ-132.
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mind’; ‘Profound silence’; ‘Meditative state of mind’ to lead to ^ƃƐĞŬŝ’s poetic world, which is his
spiritual land. ^ƃƐĞŬŝ revealed his state of mind in lines one and two.
In lines three and four, ^ƃƐĞŬŝexplains his tastes in nature. ^ƃƐĞŬŝ shows his love of the rattling sound
of bamboos at night. ^ƃƐĞŬŝ is referring to “The piping of Heaven” from Zhuangzi which we have
already discussed in the first chapter when he mentions the rattling sound of bamboos. In line four,
^ƃƐĞŬŝ explains that he planted a pine tree, ࡁন͘/ŬŬĂŝ͕zŽƐŚŝŬĂǁĂĂŶĚEĂŬĂŵƵƌĂĂůůŵĞŶƚŝŽŶĞĚƚŚĂƚ
the characters ࡁন rhyme-match with the story ྡࡃࡁন ƚĂŬĞŶĨƌŽŵthe dŚĞZĞĐŽƌĚŽĨ>ŝŶũŝ (ྡࡃ
) which is a record of commentaries made by the Zen ŵŽŶŬ, Linji (Jp. Rin’zai ྡࡃ͕͍-886 ), the
founder of the ZŝŶ͛ǌĂŝƐĞĐƚŽĨĞŶƵĚĚŚŝƐŵŝŶ:ĂƉĂŶ͘ 37
dŚĞƐƚŽƌǇŝƐƚĂŬĞŶĨƌŽŵdŚĞZĞĐŽƌĚŽĨ>ŝŶũŝ, Part IV: “ZĞĐŽƌĚŽĨƚŚĞ<ĂƌŵĂŶŽĨƚŚĞDĂƐƚĞƌ͛ƐĂƌĞĞƌ”,
39.1
When the master was planting pine trees, HuanŐďŽĂƐŬĞĚŚŝŵ͕͞tŚĂƚ͛ƐƚŚĞƉŽŝŶƚŽĨƉůĂŶƚŝŶŐ
ƐŽŵĂŶǇƉŝŶĞƚƌĞĞƐĚĞĞƉŝŶƚŚĞŵŽƵŶƚĂŝŶƐ͍͟dŚĞŵĂƐƚĞƌƐĂŝĚ͕͞&ŝƌƐƚ͕ƚŽĐƌĞĂƚĞĂŶŽƌŶĂŵĞŶƚ
ĨŽƌƚŚĞŵĂŝŶŐĂƚĞ͘^ĞĐŽŶĚ͕ƚŽŵĂŬĞŬŶŽǁŶĂƐƚĂŶĚĂƌĚĨŽƌĨƵƚƵƌĞŐĞŶĞƌĂƚŝŽŶƐ͘͟,ĂǀŝŶŐĨŝŶŝƐŚĞĚ
ƐƉĞĂŬŝŶŐ͕ŚĞŚŝƚƚŚĞŐƌŽƵŶĚŝ͘Ğ͕͘ŚĞƌĞǁŝƚŚƚŚĞŚŽĞƚŚƌĞĞƚŝŵĞƐ͘,ƵĂŶŐďŽƐĂŝĚ͕͞ůůƚŚĞƐĂŵĞ͕
you have already eaten thirty blows ŽĨƚŚĞƐƚŝĐŬďǇŵĞ͘͟dŚĞŵĂƐƚĞƌĂŐĂŝŶŚŝƚƚŚĞŐƌŽƵŶĚǁŝƚŚ
ƚŚĞŚŽĞƚŚƌĞĞƚŝŵĞƐ͕ĂŶĚĨĞŝŐŶĞĚŝŶĚŝĨĨĞƌĞŶĐĞďǇĞŵŝƚƚŝŶŐĂƐŚĂƌƉƐŽƵŶĚĂƐŚĞƐůŽǁůǇĞǆŚĂůĞĚ͘
Huangbao said, “My personal-realization-of-the-meaning-beyond-ǁŽƌĚƐ ŝ͘Ğ͕͘ ŵǇ ŚĂŶ ŚĂƐ
reached you- it will flourish greatly in the world.” 38

37

^ƃƐĞŬŝĞŶƐŚƻvol. 18. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϯϱϯ͘
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ, p. 232.
zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ ^ŚŝŚƻ. IwaŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϮϬϬ-ϮϬϭ͘
38 ƌŽƵŐŚƚŽŶ͕:ĞĨĨĞƌĞǇ͘>͘ǁŝƚŚtĂƚĂŶĂďĞ͕zŽŬŽ͘dƌĂŶƐ͘dŚĞZĞĐŽƌĚŽĨ>ŝŶũŝ. EĞǁdƌĂŶƐůĂƚŝŽŶŽĨƚŚĞ>ŝŶũŝůƵŝŶƚŚĞ>ŝŐŚƚ
ŽĨ dĞŶ:ĂƉĂŶĞƐĞĞŶŽŵŵĞŶƚĂƌŝĞƐ͘KǆĨŽƌĚhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕ϮϬϭϯ͕Ɖ͘ϵϬ͘

318

ࢥࡁন࣏ɼԭᓂɼࢃཬࡁڒଡࡠॆኆɽࢥӢɼҲᢝࢃࡠڧɼ್ᢝޛਕࡠඬᒙɽ
ಕ྅ɼሣᮔಆஏࢀԾɽԭᓂӢɼᦔષ੍ɼࢢተ٦ࢀޙॉ྅ɽࢥҐᮔಆஏ
ࢀԾɼࡠӗӗᡐɽԭᓂӢɼޙभ౺ೌɼᢝԛɽ 39

Linji planted pine trees as an act of religious compassion manifested in daily life, and there is no
cause to be concerned about the function or end result of his action. However, here, Linji explains
the reasons for Śŝŵ ƉůĂŶƚŝŶŐ ƚƌĞĞƐ ǁŚĞŶ ŚĞ ǁĂƐ ĂƐŬĞĚ ďǇ ŵĂƐƚĞƌ Huangbao: fŝƌƐƚ ĨŽƌ ŵĂŬŝŶŐ the
scenery beautiful, second for guiding the junior, both of which are practical answers which go against
purity of action. Linji answered in a practical manner in order to surprise his master. Linji challenged
his master to be alert by giving a contradictory statement on Zen teaching.
In modern society, it has become important to be practical and efficient and the simple daily activities
ƐƵĐŚ ĂƐ ĐŽůůĞĐƚŝŶŐ ǁŽŽĚ ĨŽƌ ĨŝƌĞ ďǇ ŽƵƌƐĞůǀĞƐ ĂŶĚ ďĞĂƌŝŶŐ ƚŚĞ ǁĂƚĞƌ ďǇ ďƵĐŬĞƚ ƐŽ ĂƐ ƚŽ ďĞ ƐĞůĨsufficient have been neglected. The practical life has been considered as more important and better
than us being directly involved in doing those activities. Thus, we need to produce a lot of energy to
support our modern lives, the result of which is pollution and the destruction of nature.
^ƃƐĞŬŝwho was well aware of the evils of modernisation used the words ࡁন planting pine trees
ƚĂŬĞŶĨƌŽŵthe Record of Linji to warn us to be aware of the outcome of modernisation. Hence, the
fourth line describes how ^ƃƐĞŬŝ, bearing Linji’s actions in mind, planted pine tree with his friends in
his garden.
The fifth line ƚĂŬĞƐ ĂŶ image from a Daoist text. ֺڗಕ in the fifth line is a reference to ‘Fish
swimming spontaneously’, an expression which relates to Zhuangzi Chapter Six “The Great and
Venerable Teacher” (ଢभࢥἭ). It is the image of fish swimming spontaneously in nature. ^ƃƐĞŬŝ
changed this image three times from ‘A ƉĞƌƐŽŶƚŚŝŶŬƐŽĨƚŚĞǁĂǇ͛ƚŽ͚A ƉĞƌƐŽŶƐĞĞŬƐƚŚĞǁĂǇ͕͛ƚŚĞn

39

Iriya͕zŽƐŚŝƚĂŬĂ͘Ŷ͘ZŝŶǌĂŝZŽŬƵ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϳ, p. 185-186.
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to ‘The spring enjoys the way’ before settling on the image of a fish. ϰϬ The transition of this idea in
four stages shows ŚŽǁ^ƃƐĞŬŝƚƌŝĞĚƚŽexpress the spiritual development from the self into nature
and is an example of how he attempted to describe sŽŬƵƚĞŶŬǇŽƐŚŝ in his poems.
We refer to Zhuangzi Chapter six where ĂĚŝƐĐŝƉůĞŽĨŽŶĨƵĐŝƵƐĂƐŬĞĚŚŝƐƚĞĂĐŚĞƌŚŽǁƚŽĂƚƚĂŝŶƚŚĞ
Way. Confucius ǁŚĞŶƌĞƐƉŽŶĚŝŶŐǁĂŶƚĞĚƚŽƚĂŬĞƚŚĞopportunity to learn a lesson in unattachment.
Tzu-ŬƵŶŐƐĂŝĚ͕͞tĞůůƚŚĞŶ͕DĂƐƚĞƌ͕ǁŚĂƚŝƐƚŚŝƐ͚ƌĞĂůŵ͛ƚŚĂƚǇŽƵƐƚŝĐŬƚŽ͍͟
Confucius said, “I am one of those men punished by Heaven. Nevertheless, I will share with
you what I have.”
͞dŚĞŶŵĂǇ/ĂƐŬĂďŽƵƚƚŚĞƌĞĂůŵ͍͟ 41 said Tzu-ŬƵŶŐ͘
Confucius said “Fish thrive in water, man thrives in The Way. For those that thrive in water,
dig a pond and they will find nourishment enough. For those that thrive in the Way, don’t
bother about them and their lives will be secure. So, it is said, the fish forget each other in the
ƌŝǀĞƌƐĂŶĚůĂŬĞƐ͕ĂŶĚŵĞŶforget each other in the arts of The Way.” 42
ࢢ߫ᐎɽષଉࢢՁ๏೯ғɽᐎɽٲɽళ೯ፍɽᦔષɽޙᢝೌڠ೯ɽࢢ߫ᐎɽ
ଘ๏ɽࢢᐎɽڗ૮ଆݹਭɽਕ૮ଆݹಕɽ૮ଆݹਭंɽἧஓࣗڇɽ૮ଆݹಕंɽ
ໃࣆࣗਫ਼ఈɽބᐎɽڗ૮ކߒݹɽਕ૮ݹಕढ़ɽ 43

Zhuangzi explains here that fish enjoy real freedom ŝŶůĂŬĞs and rivers, and people can enjoy the
freedom of life by forgetting themselves. In SƃƐĞŬŝ͛ƐƐƉŝƌŝƚƵĂůůĂŶĚ͕ƚŚŝƐŝƐsŽŬƵƚĞŶŬǇŽƐŚŝ.

ϰϬ
41

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p. 353.

Watson noted that he translated as ‘realm’ and it can be translated as ‘process’. tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞ
ĐŽŵƉůĞƚĞǁŽƌŬƐŽĨŚƵĂŶŐdǌƵ͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ, p. 87
42
Ibid., p.87.
43 &ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝ͘sŽů͘ϭ͕ƐĂŚŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϲ, p. 273-274.

ϯϮϬ

tŚĞŶ^ƃƐĞŬŝƵƐĞƐ ֺڗಕ ‘Fish enjoying the Way’ together with the characters ݆ ‘Moon’ and Ӥ
‘Cloud’, in this line, he is telling us he is at one with nature; moon and cloud. This is again an
expression of sŽŬƵƚĞŶfrom sŽŬƵƚĞŶŬǇŽƐŚŝ.
๗ in the sixth line means ‘Sweet smelling grass’. It is cited in dŚĞůƵĞůŝĨf Record 36 case

࢟๗ᢴ࢟ ڊΌͺ๗Ͷͮͱ͘ڊɼ

ཚյ ཚΝ͕ͮͱյΖ

44

The ůƵĞůŝĨĨZĞĐŽƌĚ36 case is the story of Ch’ang Sha ŚĂŶŐ^ŚĂwandering in the Mountain. The
underlined sentence below corresponds to the line mentioned above.
One day Ch’ang Sha ŚĂŶŐ^Ăwent wandering in the mountains. Upon returning,
ǁŚĞŶŚĞŐŽƚƚŽƚŚĞŐĂƚĞ͕ƚŚĞŚĞĂĚŵŽŶŬĂƐŬĞĚ͕
͞tŚĞƌĞĂƌĞǇŽƵĐŽŵŝŶŐĨƌŽŵ͕DĂƐƚĞƌ͍͟
Sha said, “From wandering in the mountains.”
dŚĞŚĞĂĚŵŽŶŬĂƐŬĞĚ͕͞tŚĞƌĞĚŝĚǇŽƵŐŽ͍͟
Sha said, “First I went pursuing the fragrant grasses; then I returned following
the falling flowers.”
dŚĞŚĞĂĚŵŽŶŬƐĂŝĚ͕͞,ŽǁǀĞƌǇŵƵĐŚůŝŬĞƚŚĞƐĞŶƐĞŽĨƐƉƌŝŶŐƚŝŵĞ͘͟
Sha said, “It even surpasses the autumn dew dripping on the lotuses.” Hsueh
Tou yƵĞŽƵ ĂĚĚĞĚƚŚĞƌĞŵĂƌŬ͕͞dŚĂŶŬƐĨŽƌ your reply.” 45

44

Iriya͕zŽƐŚŝƚĂŬĂ͕͘DŝǌŽŐƵĐŚŝ͕zƻǌŽ͕͘^ƵĞŬŝ͕&ƵŵŝŚŝŬŽ͕͘/ƚƃ͕&ƵŵŝŽ͘Ŷ͘,ĞŬŝŐĂŶZŽŬƵ͘sŽů͘Ϯ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕
ϮϬϬϱ, p. 57.
45 Cleary, Thomas & Cleary, J. T. Trans. dŚĞůƵĞůŝĨĨZĞĐŽƌĚ͘^ŚĂŵďŚĂůĂWƵďůŝĐĂƚŝŽŶƐ͕/ŶĐ͘ŽƐƚŽŶ͕DĂƐƐĂĐŚƵƐĞƚƚƐ͕
1977, p. 221.
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Fragrant grasses represent the pleasant and peaceful feeling of a spring day͘dĂŶĂŬĂŶŽƚĞĚƚŚĂƚƚŚĞ
ůŝŶĞƐĨƌŽŵƚŚĞůƵĞůŝĨĨZĞĐŽƌĚshow the image of awareness being lost in the sensuousness of the
real world. 46 However, it is important to stress the point that it is ŶĂƚƵƌĞƚŚĂƚŵĂŬĞƐǇŽƵĨŽƌŐĞƚ
yourself. it is a simple but direct expression of praising nature and ^ƃƐĞŬŝ was fond of this image. The
underlined part is a line in the poem mentioned in the translation. ^ƃƐĞŬŝ͛Ɛwife, DƌƐ͘<ǇƃŬŽEĂƚƐƵŵĞ
noted in her writing that ^ƃƐĞŬŝ was fond of writing this line ƚĂŬĞŶ ĨƌŽŵ dŚĞ ůƵĞ ůŝĨĨ ZĞĐŽƌĚ in
calligraphy. 47
ࢧళ in the same line is literally ‘The bird longs for the heavens’. The fifth and six lines show the
image of the carefree and spontaneous life of fish and birds, expressing ^ƃƐĞŬŝ’s desire to liberate
himself from human attachment. We see here the fluidity and creativity of ^ƃƐĞŬŝ’s thought in
composing poetry.
After admiring nature in his spiritual lands for four lines, ^ƃƐĞŬŝŝŶůŝŶĞƐĞǀĞŶbrings the reader ďĂĐŬ
to the everyday world. ॡ in the seventh line is ‘The city in the spring’. ౨෫ in the same line refers
to ‘The spring wind’. ೖೖ and  put together in the same line (ೖೖ) create the expression ‘Every
day is a good day’. These words are cited in TŚĞůƵĞCliff Record 6 case.
Yen Men said, “I’m not ĂƐŬing you about before the fifteenth day in order to say something
about after the fifteenth day.”
Yun Men himself answered for everyone, “Every day is a good day.”
ӤਪޢӢɼॉޔೖተɼೌɽॉޔೖޛɼಕগҲۡཔɽ

ࣙఽӢɼೖೖ੍ೖɽ

This concept is explained further in the notes.

46

47

dĂŶĂŬĂ͕<ƵŶŝŽ͘SƃƐĞŬŝ͞DĞŝ-Ŷ͟ŶŽ<ĂŶƐŚŝ͘<ĂŶƌŝŶ^ŚŽďƃ͕dŽŬǇŽ͕ϮϬϭϬ, P. 167.
EĂƚƐƵŵĞ͕<ǇƃŬŽ͘^ƃƐĞŬŝŶŽKŵŽŝĚĞ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕ϮϬϬϯ͕p. 366.
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He’s gathered it up. Though the frog jumps, he can’ƚŐĞƚŽƵƚŽĨƚŚĞďĂƐŬĞƚ͘tŚŽƐĞŚŽƵƐĞ
doesn’t have a ďƌŝŐŚƚŵŽŽŶĂŶĚƉƵƌĞǁŝŶĚ͍Ƶƚare you aware of it͍dŚĞƐĞĂŐŽĚŬŶŽǁƐŝƚƐ
ǀĂůƵĞ͕ŚĞĚŽĞƐŶ͛ƚŬŶŽǁŝƚƐƉƌŝĐĞ͘ 48
^ƃƐĞŬŝ describes how nature brings a nice breeze to his house in the city by itself. dŚŝƐďƌŝŶŐƐďĂĐŬƚŽ
the mind ‘Who is their creator͍͛which we discussed in Chapter Four in this study and the explanation
of “The piping of Heaven” from Zhuangzi in various chapters in this study.
ཋෞ in the final line means ‘Wanting to compose a poem’ followed by ؾཔ referring to Tao
Yuanming’s prose, ZĞƚƵƌŶŚŽŵĞ͊ ('ƵŝƋƵůĂŝĐŝ ڊؾཔࣛ). ^ƃƐĞŬŝ shows his admiration for the action
of Tao Yuanming who retired early from his position as a government official and returned to his
ŚŽŵĞƚŽǁŶ ŝŶ ŽƌĚĞƌ ƚŽ ŬĞĞƉ ŚŝƐ ƉƌŝĚĞ ĂŶĚ ĚŝŐŶŝƚǇ and not to be a cog in the wheel of the
government. 49
າഛీ, the last words in the final line, mean ‘Have not bought home’. ^ƃƐĞŬŝ explains the reality at
the end of a poem that he is not ready to buy a home and ƌĞƚŝƌĞĨƌŽŵǁŽƌŬ͘
In this poem, ^ƃƐĞŬŝdescribes ŚŝƐŵĞĚŝƚĂƚŝǀĞƐƚĂƚĞŽĨŵŝŶĚŝŶƚǁŽůŝŶĞƐĂŶĚƚĂŬĞs us inside his spiritual
land by describing nature until line six. ^ƃƐĞŬŝ comes ďĂĐŬƚŽ the real world in lines seven and eight,
showing his admiration for Tao Yuanming who chose to live in dignity and be himself by living within
nature and composing poems about it.

ϯϬƵŐƵƐƚϭϵϭϲ
Poem 148
“No Title” ໃୌ

48
49

EĂƚƐƵŵĞ͕<ǇƃŬŽ͘^ƃƐĞŬŝŶŽKŵŽŝĚĞ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕ϮϬϬϯ͕p. 37.
Wada, Toshio. ^ƃƐĞŬŝŶŽ^ŚŝƚŽ,ĂŝŬƵ͘DĞƌŬŵĂůƐŚĂ͕dŽŬǇŽ͕ϭϵϳϰ͕Ɖ͘Ϯϭϴ-219.
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ܨཔބຯҟ༗ ބΝܨཔͪΕͱ ຯΕͶ༗͏Νҟ͢

࣏ڵཋ㤃ࣙ༟  ࣏ڵ㤃΄Ξͳཋ͢ͱ ࣙ༟͵Δͥ

୯ಕชহએ ࣆݻ୯͖ಕ͑ ชহͺએݻࣆͳ

ુࢧ࣯ોඨ೧ ુͱࢧ͑ ࣯ોͺඨ೧ͳ

ঘ ڧߨౕشঘ ڧ ౕ͖شΝߨ͘͢

ޝՁ࣎ի ٲބ ޝՁΗ͖࣎ ٲބͶիͦΞ

ࡤೖؕఋ෫ӏѳ ࡤೖ ؕఋ ෫ӏѳ͚͢

ആীཁஎव ആীཁ ͪवΝஎΖ

ϱϬ

/ŚĂǀĞŵĂŶǇǁŽƌƌŝĞƐĐĂƵƐĞĚďǇǁŽƌůĚůǇĂĨĨĂŝƌƐ͘
I ƚƌǇ ƚŽĞǆƉƌĞƐƐ ŵǇĨĞĞůŝŶŐs͕ďƵƚŝƚis ĚŝĨĨŝĐƵůƚƚŽŽƉĞŶŵǇŚĞĂƌƚ͘
/ƚŝƐƐĂŝĚƚŚĂƚůŝƚĞƌĂƚƵƌĞŝƐĂŶŝŵŵŽƌƚĂůǁŽƌŬ͘
I am ŝŶƚĞƌĞƐƚĞĚŝŶƚŚĞƐŝŵƉůŝĐŝƚǇŽĨĞŶ͕ ŝƚŝƐĂůŝĨĞůŽŶŐĐŽŵŵŝƚŵĞŶƚ͘
I ƚƌŝĞĚĂĨĞǁƚŝŵĞƐǁŝƚŚŵǇŵĞĂŐƌĞƚĂůĞŶƚƚŽĐŚĂƌƚĞƌŶĞǁƚĞƌƌŝƚŽƌŝĞƐ.
I ůŽŶŐ ƚŽƌĞĂĐŚƚŚĞĂďƐŽůƵƚĞƚƌƵƚŚĂŶĚŐĞƚĞŶůŝŐŚƚĞŶĞĚĂŶĚ/ǁŽŶĚĞƌǁŚĞŶƚŚĞƚŝŵĞǁŝůůĐŽŵĞ͘
dŚĞƌĞ was ĂƐƚƌŽŶŐǁŝŶĚĂŶĚƌĂŝŶůĂƐƚŶŝŐŚƚŝŶƚŚĞƋƵŝĞƚŐĂƌĚĞŶ͘
ĞĂƚĞŶďǇƚŚĞ ƐƚƌŽŶŐƌĂŝŶĂŶĚǁŝŶĚ͕ƉůĂŶƚĂŝŶůĞĂǀĞƐƐŚŽǁƚŚĞĂƌƌŝǀĂůŽĨĂƵƚƵŵŶ͘
^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ

ϱϬ

^ƃƐĞŬŝĞŶƐŚƻvol. 18. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϯϲϮ-363.
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^ƃƐĞŬŝ noted aftĞƌĐŽŵƉŽƐŝŶŐƚŚŝƐƉŽĞŵƚŚĂƚ,ƵĂŶŐyŝŶŐ (ԭڷ: jp. <ƃŬƃ, 1873-1916) had written a
piece of calligraphy for him which said “Literature is immortal” and this is how the origin of the third
and fourth line came about. 51 ,ƵĂŶŐyŝŶŐ was a revolutionary who participated in the yŝŶŚĂŝ uprising
(ҭַໍ 1911-1912). He came to Japan in May from the h^ǁŚĞƌĞŚĞƚŽŽŬƌĞĨƵŐĞas an exile, and
returned to Shanghai in July 1916. There is no information on how they got to ŬŶŽǁĞĂĐŚŽƚŚĞƌ͕ďƵƚ
in chapter two of this study we discussed there is a possibility that they met at the Maeda Inn in
<ƵŵĂŵŽƚŽ͕ǁŚĞƌĞƚŚĞŽǁŶĞƌ͕Dƌ͘DĂĞĚĂ<Ăgashi (ీҌࢃࢢ, 1828-ϭϵϬϰͿ who was a politician,
supported the Human Rights Movement and used his hot spring inn as a salon where intellectuals
could meet.
Maeda’s daughter, TsunaŬŽ (ࢢ 1868-1938), who became a model for the character, Nami (ඔ)
in ^ƃƐĞŬŝ’s novel, <ƵƐĂŵĂŬƵƌĂ͕ ǁĂƐ ŬŶŽǁŶ ƚŽ ďĞ Ă ƐƵƉƉŽƌƚĞƌ ŽĨ the Association for the Chinese
Revolution founded in Japan by revolutionaries such as Sun Yatsen (ଛช 1866-1925ͿĂŶĚ,ƵĂŶŐyŝŶŐ.
TsunaŬŽ͛ƐƐŝƐƚĞƌŵĂƌƌŝĞĚDŝǇĂǌĂŬŝTƃten (ٸᕬళ 1871-1922), who was a Japanese revolutionary
and supported the yŝŶŚĂŝ uprising from Japan. He was a wandering Samurai warrior and a
ŶĂŶŝǁĂďƵƐŚŝ reciter. 52
Maeda’s sixth son, Togama (ཤ י1888- 1931), who was introduced to ^ƃƐĞŬŝ by Togama’s sister
TsunaŬŽǁŚŽadopted Togama as her son, became ^ƃƐĞŬŝ’s disciple during the final period. 53 Fujita
ƐĂǇƐƚŚĂƚdŽŐĂŵĂǁĂƐůŽǀĞĚďǇ,ƵĂŶŐyŝŶŐǁŚĞŶdŽŐĂŵĂǁĂƐĂĐŚŝůĚ͘dŚĞǇƉƌŽďĂďůǇŵĞƚĞĂĐŚŽƚŚĞƌ

51

^ƃƐĞŬŝĞŶƐŚƻvol. 18. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϯϲϯ͘
Fujita, Yoshimi. ͞ƵŶŐĂŬƵƚŽ<ĂŬƵŵĞŝƚŽZĞŶĂŝƚŽdĞƚƐƵŐĂŬƵƚŽ– /ƐƐĂƚƐƵŶŽ,ŽŶŶŽ'ĞŶƌǇƻǁŽdĂǌƵŶĞƚĞ͘͟ZŝƐƐŚƃ
ĂŝŐĂŬƵƵŶŐĂŬƵďƵZŽŶƐƃ ϴϬ͕dŽŬǇŽ͕ϭϵϴϰ, p. 16-22.
53 EĂƚƐƵŵĞ͕<ǇƃŬŽ͘^ƃƐĞŬŝ ŶŽKŵŽŝĚĞ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϯ͕Ɖ͘ϲϮ-63.
52
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ĂƚdŽŐĂŵĂ͛ƐĨĂƚŚĞƌ͛ƐƌĞƐŝĚĞŶĐĞŝŶ<ƵŵĂŵŽƚŽ͘ 54 Influenced by ^ƃƐĞŬŝ, TogĂŵĂǁƌŽƚĞĂďŽŽŬƚŝƚůĞĚ
ZŝŶǌĂŝ͕ŚƵĂŶŐǌŝ, 55 which helped to continue interest in ^ƃƐĞŬŝ ‘s thought. 56
Now we move on to examine the poem.
 ބin the first line refers to ‘Worldly affairs’. It is cited in a poem by Su Shi (્͕᫉ϭϬϯϳ-ϭϭϬϭͿ in
one of his ŬŽƐŚŝ, the long poem style.
ళعܰ ళ عͶܰ

ݻຢḏߍ ݻຢḏ͢ͻߍͪΕ

57

zŽƵƌŶĂƚƵƌĂůƚĂůĞŶƚŚĂƐ ĂůƌĞĂĚǇŵĂƐƚĞƌĞĚƚŚĞŚĞĂƌƚŽĨƐƚƵĚǇ
zŽƵŚĂĚŵĂŶǇĞǆƉĞƌŝĞŶĐĞƐ ŝŶƚŚĞǁŽƌůĚŽĨŵĞŶ.
^ƃƐĞŬŝ writes in the first line that he was worried. The subject of ^ƃƐĞŬŝ’s worry here is not a personal
one. ^ƃƐĞŬŝwrote in his final commentaries, dĞŶƚƃƌŽŬƵ (఼ಆ) which we discussed at the beginning
of this chapter of his concern about The First World War commenting that it was superficial. ^ƃƐĞŬŝ
began to show his concern for the situation of the world and where it was heading to in this poem.
 ࣏ڵin the second line refers to inner feeling. Ƶƚ^ƃƐĞŬŝtells us he found it difficult to explain his
inner feeling about current world affairs.

54

Fujita, Yoshimi. ͞ƵŶŐĂŬƵƚŽ<ĂŬƵŵĞŝƚŽZĞŶĂŝƚŽdĞƚƐƵŐĂŬƵƚŽ– /ƐƐĂƚƐƵŶŽ,ŽŶŶŽ'ĞŶƌǇƻǁŽdĂǌƵŶĞƚĞ͘͟ZŝƐƐŚƃ
ĂŝŐĂŬƵƵŶŐĂŬƵďƵZŽŶƐƃ ϴϬ͕dŽŬǇŽ͕ϭϵϴϰ͕Ɖ͘ϯϬ͘
55 Maeda, Togama. ZŝŶǌĂŝ࣭^ƃƐŚŝ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϬ͘
56

<Ăƚƃ͕:ŝƌƃ͘͞^ƃƐĞŬŝŶŽ^ƵŝŵǇĂŬƵ- Maeda Togama Ron.” ^ƃƐĞŬŝƚŽĞŶ͘<ĂŶƌŝŶ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϵϵ͕Ɖ͘Ϯϰϲ-267.
KŐĂǁĂ͕dĂŵĂŬŝ͘ΘzĂŵĂŵŽƚŽ͕<ĂǌƵǇŽƐŚŝ͘Ě͘ΘdƌĂŶƐ͘^ŽdƃďĂ^ŚŝƐĞŶ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϭ;Ϯϳth
edition), Ɖ͘ϮϰϬ-242.
57
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ชহએ ࣆݻin the third line means ‘LiteratuƌĞ ŝƐ ĂŶ ŝŵŵŽƌƚĂů ǁŽƌŬ͛͘ EĂŬĂŵƵƌĂ ƐĂǇƐ ƚŚĂƚ ชহ,
‘Literature’ used here has a broader sense, as this line corresponds with ࣯ો in the following line,
‘Simplicity of Zen’. 58 These words are cited in a poem by Du Fu (ొี, 712-ϳϳϬͿ͘

ชহએ ࣆݻชহͺએݻ͞ͳ

ಚࣨৼஎ ಚࣨৼ எΖ

tƌŝƚŝŶŐŚĂƐĞƚĞƌŶĂůůŝĨĞ͘
KŶůǇƚŚĞŚĞĂƌƚŽĨƚŚĞǁƌŝƚĞƌŬŶŽǁƐǁŚĞƚŚĞƌŝƚŝƐŐŽŽĚŽƌďĂĚ͘
Du Fu’s first line expresses the immortality of writing. He is correct as we are still sharing the ideas
offered by artists from thousands of years ago. ĞĂƌŝŶŐŝŶŵŝŶĚƚŚĞŶĂƚƵƌĞŽĨŚŝƐůŝĨĞĂŶĚǁŽƌŬ͕ŶŽǀĞůƐ͕
ĐŽŵŵĞŶƚĂƌŝĞƐ͕ŶĞǁƐƉĂƉĞƌĂƌƚŝĐůĞƐ͕^ƃƐĞŬŝfelt the same way and wanted his writing to last for a long
time after his death so his ideas could be shared with later generations. The dangers of
ŵŽĚĞƌŶŝƐĂƚŝŽŶǁŚŝĐŚ^ƃƐĞŬŝwarned us about one hundred years ago in his writings are still relevant
today as we witness the consequences of modernisation, in the form of for example psychological
problems caused by loneliness, and physical dĂŶŐĞƌƐůŝŬĞpollution, global warming and famine.
ુࢧ࣯ોඨ೧ in the fourth line expresses ^ƃƐĞŬŝ’s opinion that to become a simple ŵŽŶŬǁĂƐ a
lifelong commitment. zŽƐŚŝŬĂǁĂĂŶĚ/ŝĚĂƐĂǇƚŚĂƚ^ƃƐĞŬŝis referring to his speech dŚĞŝǀŝůŝsĂƚŝŽŶŽĨ
DŽĚĞƌŶ:ĂƉan (ʲݳେೖຌʳ).

59

In dŚĞŝǀŝůŝsĂƚŝŽŶŽĨDŽĚĞƌŶ:ĂƉĂŶ, ^ƃƐĞŬŝexplains that it

ƚŽŽŬ tĞƐƚĞƌŶ ŝǀŝůŝsation one hundred years to come to modernisation. ^ƃƐĞŬŝ is saying that to
develop a simple way of life will similarly ƚĂŬĞŽŶĞŚƵŶĚƌĞĚǇĞĂƌƐ͘

58

EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ. Dai /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͘W͘Ϯϯϴ͘
/ŝĚĂ͕ZŝŐǇƃ͘^ƃƐĞŬŝ^Śŝ-ƐŚƻ zĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ, p.356.
zŽƐŚŝŬĂǁĂ͕<ƃũŝƌƃ͘^ƃƐĞŬŝ^ŚŝŚƻ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϮϬϳ͘
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ߨ ڧin the fifth line means ‘Opening up new territory’. ^ƃƐĞŬŝ is describing the challenge involved
in writing his poetic novel, ຝ <ƵƐĂŵĂŬƵƌĂ. He also made this observation about “Opening up new
territory” in a commentary noted in zŽŐĂ“<ƵƐĂŵĂŬƵƌĂ”, (༪͗ʲຝʳ). ϲϬ /ŬŬĂŝĂŶĚ/ŝĚĂďŽƚŚ
comment on it and Iida states that there is no firm evidence to regard ^ƃƐĞŬŝ’s ‘<ƵƐĂŵĂŬƵƌĂ͛ as a
subject of ‘Opening up new territory’. 61 When we ƚĂŬĞŝŶƚŽconsideration the nature of <ƵƐĂŵĂŬƵƌĂ
which was a poetical novel including two philosophical ŬĂŶƐŚŝ in it, this study is of the opinion that
in many ways it can be regarded as new territory in the development of popular novels.
 ޝin the sixth line mean ͚eing enlightened’. ի ٲބis ‘To ůŝĞďĂĐŬŝŶŵǇŽůĚŚŽŵĞ’ but not the
geographical home. It is the Daoist idea of returning to the roots which was mentioned in chapter
three of this study where we quoted the first half of chapter sixteen from Laozi’s text. Here, we will
examine the whole chapter.
dĂŬĞĞŵƉƚŝŶĞƐƐƚŽƚŚĞůŝŵŝƚ͖
Maintain tranquillity in the centre.

The ten thousand things-side by side they arise;
And by this I see their return.
Things come forth in great numbers;
Each one returns to its root.
This is called tranquillity.
“Tranquillity”- This means to return to your fate.

ϲϬ

^ƃƐĞŬŝĞŶƐŚƻvol. 25. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘ϮϬϵ-212, “Yo ga ‘<ƵƐĂŵĂŬƵƌĂ’”.
/ŝĚĂ͕ZŝŐǇƃ͘^ƃƐĞŬŝ^Śŝ-ƐŚƻ zĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϯϱϳ͘
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p. 364.
61
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To return to your fate is to be constant;
dŽŬŶŽǁƚŚĞĐŽŶƐƚĂŶƚŝƐƚŽďĞǁŝƐĞ͘
EŽƚƚŽŬŶŽǁ ƚŚĞĐŽŶƐƚĂŶƚŝƐƚŽďĞƌĞĐŬůĞƐƐĂŶĚǁŝůĚ͖
If you’re ƌĞĐŬůĞƐƐĂŶĚǁŝůĚ͕ǇŽƵƌĂĐƚŝŽŶs will lead to misfortune.

dŽŬŶŽǁƚŚĞĐŽŶƐƚĂŶƚŝƐƚŽďĞĂůů-embracing;
To be all-embracing is to be impartial;
dŽďĞŝŵƉĂƌƚŝĂůŝƐƚŽďĞŬŝŶŐůǇ͖
dŽďĞŬŝŶŐůǇŝƐƚŽďĞůŝŬĞ,ĞĂǀĞŶ͖
dŽďĞůŝŬĞ,ĞĂǀĞŶŝƐƚŽďĞŽŶĞǁŝƚŚdĂŽ͖
If you’re one with the Tao, to the end of your days you’ll suffer no harm. 62
The last two lines of this chapter have a strong resemblance to sŽŬƵƚĞŶŬǇŽƐŚŝ. ‘Merging with heaven,
abandoning self’ is “dŽďĞůŝŬĞ,ĞĂǀĞŶŝƐƚŽďĞŽŶĞǁŝƚŚdĂŽ”. The final line “If you’re one with the
Tao, to the end of your days you’ll suffer no harm”, describes clearly the longing for a peaceful home
in the heart which ^ƃƐĞŬŝ sought for all his life. He finally came to express the nature of The Way
through the idea of sŽŬƵƚĞŶŬǇŽƐŚŝ.
Lines seven and eight, using the image of plantains in autumn beaten by the strong rain and wind,
describe how ^ƃƐĞŬŝ survived through serious health conditions and was grateful to be alive.
EĂŬĂŵƵƌĂŶŽƚĞĚƚŚĂƚ^ƃƐĞŬŝ expressed his feeling about his life using plantain leaves in the Autumn
as a metaphor. 63

62

63

,ĞŶƌŝĐŬƐ͕ZŽďĞƌƚ'͘Trans. >ĂŽ-ƚǌƵdĞ-dĂŽŚŝŶŐ. Rider, London, 1991, p. 68.
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ. Dai /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘Ϯϯϵ͘

329
Later, at the Thursday meetings at the beginning of November, ^ƃƐĞŬŝ began to explain to his
students the meaning of sŽŬƵƚĞŶŬǇŽƐŚŝ. 64 SƃƐĞŬŝwent on to explain ƚŚĂƚŚĞǁŽƵůĚůŝŬĞƚŽƚĞĂĐŚĂ
new and true theory of literature at the university with the view point of equality of things. SƃƐĞŬŝ
also said that it was not because he wanted to amend his old theory of literature which he wrote in
the past. Ƶƚbecause he felt an inner urge to pass on to people his newly acquired philosophy and
theory of literature which came from an absolute state of mind where everything is equal. SƃƐĞŬŝ
said that he felt as though Heaven was giving him an order to do this. 65

13 September 1916
Poem 163
“No Title” ໃୌ

፵ݍඏࢧࣙஎ ݍΝ፵͚Ζඏࢧ ࣙΔஎΔͥ

ޣҟࢢلጎໃͳࢢلͱͮޣ غҟΕ غໃ͘Νጎͥ

व෫ഃਜആীໂ व෫ ഃΕਜͤ ആীໂ

צӏླྀཚࢽ צӏ ͬͱͤ ླྀཚࢽ

ళԾՁڲ౦ජً ళԾ Ձ͓ͩڲΖ ජΝ౦ͣͱًͬ

ਕ༙ؔಕ佀ਐ೯ ਕؔ ಕ༙Ε ਐΝ佀͢ͱ೯͖Ξ

ޙࢰॴޙࢰ ޙͶࢰͤ΄͘ॴ ޙͶࢰͤ΄͢

64

Wada, Toshio. ^ƃƐĞŬŝŶŽ^ŚŝƚŽ,ĂŝŬƵ͘DĞƌŬŵĂůƐŚĂ͕dŽŬǇŽ͕ϭϵϳϰ͕Ɖ͘ϯϮϬ͘
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DĂƚƐƵŽŬĂ͕zƵǌƵƌƵ͘SƃƐĞŬŝ^ĞŶƐĞŝ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϯϰ͕Ɖ͘Ϯϭϰ-215.

ϯϯϬ

Ҳೖݫཔॉ್࣎ Ҳೖ ݫཔ ॉ್࣎

66

/ŚĂǀĞĂĚĞƐŝƌĞ ŝŶŵǇŚĞĂƌƚƚŽ ŽĨĨĞƌƚŚĂŶŬƐ ƚŽƚŚĞĚĞƉĂƌƚĞĚ ĂŶĚ/ĚŽŶ͛ƚŬŶŽǁǁŚǇ.
/ƚŵĂǇďĞa ŵŝƐƚĂŬĞƚŽƚŚŝŶŬ/ƉůĂǇƚŚĞ ƌŽůĞŽĨ :ŝǌŝ ĨƌŽŵ ƚŚĞĂŶĐŝĞŶƚƐƚŽƌǇ͕as /Ɛƚŝůů ŚĂǀĞŶ͛ƚĚŽŶĞ
ŵǇĚƵƚǇ ǇĞƚ.
dŚĞĂƵƚƵŵŶǁŝŶĚƚĞĂƌƐĂƉĂƌƚƚŚĞ ĚƌĞĂŵŽĨƚŚĞƉůĂŶƚĂŝŶůĞĂǀĞs͕
dŚĞƐŽƵŶĚŽĨĐŽůĚƌĂŝŶŝŶƐƉŝƌĞƐŵĞƚŽĐŽŵƉŽƐĞ a ƌŽĂŵŝŶŐƉŽĞŵ͘
I ĂŵŐŽŝŶŐƚŽĂďĂŶĚŽŶŵǇǁƌŝƚŝŶŐĂŶĚƐƚĂŶĚƵƉĂŶĚĨŝŐŚƚĂŐĂŝŶƐƚƚŚŝƐ ŝŶƐĂŶĞǁŽƌůĚ͘
dŚĞƌĞŵƵƐƚďĞĂƉĂƚŚĨŽƌŚƵŵĂŶŝƚǇĂŶĚ/ĂŵĚĞǀŽƚŝŶŐŵǇůŝĨĞƚŽĨŽůůŽǁŝŶŐŝƚ͘
/ǁŝůůĚŝĞǁŚĞŶ/ĂŵĚĞƐƚŝŶĞĚ ƚŽ͘
EŽŵĂƚƚĞƌǁŚĂƚŚĂƉƉĞŶƐ͕ƚŚĞƌĞĂƌĞŽŶůǇƚǁĞŶƚǇ-ĨŽƵƌŚŽƵƌƐŝŶĂĚĂǇ͘
^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ
^ƃƐĞŬŝ often expresses his love of quiet and calm, peaceful moments and staying away from noisy
worldly affairs. This poem, however, shows another side of ^ƃƐĞŬŝ. He wrote a letter to his friend,
^ƵǌƵŬŝ DŝĞŬŝĐŚŝ on 26 October ϭϵϬϲ ĞǆƉůĂŝŶŝŶŐ ŚŝƐ ĨĞĞůŝŶŐ ƚŽǁĂƌĚƐ ůŝƚĞƌĂƚƵƌĞ and criticising the
protagonist of <ƵƐĂŵĂŬƵƌĂ (ຝ).

“To live life beautifully, in other ǁŽƌĚƐůŝǀŝŶŐůŝŬĞĂƉŽĞƚŽĐĐƵƉŝĞƐ a very small part of any meaningful
life. So, it is not good to follow the example of the protagonist in <ƵƐĂŵĂŬƵƌĂ. We can accept that
ǁĂǇŽĨůŝĨĞ͘ƵƚŝŶŵǇŽƉŝŶŝŽŶ͕ǁĞŚave to follow Ibsen’s character if you want to create a modern
society of meaningful values”. He goes on to say “I am promoting the world of poetic literature on
ŽŶĞŚĂŶĚ͘ƵƚŽŶƚŚĞŽƚŚĞƌ͕/ǁĂŶƚƚŽƐƚƵĚǇƉĂƐƐŝŽŶĂƚĞůǇ to realise the ideal world ũƵƐƚůŝŬĞ the men
of noble ŽƵƚůŽŽŬ in the restoration period who were in a life-and-death situation.” 67
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^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 393-394.
^ƃƐĞŬŝĞŶƐŚƻ vol.22. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕1996͕Ɖ͘ϲϬϱ-ϲϬϲ͘;ůĞƚƚĞƌĂĚĚƌĞƐƐĞĚƚŽ^ƵǌƵŬŝŽŶϮϲͬϭϬͬϭϵϬϲͿ͘

331
This poem shows clearly that ^ƃƐĞŬŝ is living in the current world and reacting to the present situation,
as we discussed at the beginning of this chapter when we ůŽŽŬĞĚĂƚ ^ƃƐĞŬŝ’s final commentaries,
dĞŶƚƃƌŽŬƵ (఼ಆ).

፵ ݍin the first line gives us the image of a sword hanging on a tree in a graveyard, placed there in
order to repay the wish held by the departed when the person was alive. The tale ǁĂƐƚĂŬĞŶĨƌŽŵan
old story about a man called Jizi (͕͘ࢢلϱϳϲ-484) ǁŚŽǁŽƌŬĞĚĂƐĂŶŽĨĨŝĐŝĂůin China. When Jizi
ǀŝƐŝƚĞĚƚŚĞĐŽƵŶƚƌǇŽĨyƵ on the way to a mission in the north region͕ƚŚĞŬŝŶŐŽĨyƵƚŽŽŬĂ fancy to
Jizi’s sword. Jizi, however, needed his sword at the time, so he could not give it ƚŽƚŚĞŬŝŶŐŽĨyƵ͘KŶ
his ǁĂǇďĂĐŬŚŽŵĞ͕:ŝǌŝǀŝƐŝƚĞĚyƵƚŽŐŝǀĞthe ƐǁŽƌĚƚŽƚŚĞŬŝŶŐbut discovered ƚŚĂƚƚŚĞŬŝŶŐhad
passed away. So, Jizi hung the sword on a ƚƌĞĞŝŶĨƌŽŶƚŽĨƚŚĞŬŝŶŐ͛ƐŐƌĂǀĞ͘;ƚŚĞƐƚŽƌǇǁĂƐƚĂŬĞŶĨƌŽŵ
^Śŝ-ũŝ ࢛)ى.

^ƃƐĞŬŝ mentioned this story in his novel, I ĂŵĂĐĂƚ. It is believed that I ĂŵĂĐĂƚ was indeed for ^ƃƐĞŬŝ
a ‘Sword’ in the sense of a dedication to his dear friend ^ŚŝŬŝ. 68 zŽƐŚŝŬĂǁĂƐĂǇƐƚŚĂƚƚŚĞŶŽǀĞůDĞŝAn might well be another ‘Sword’ ^ƃƐĞŬŝ dedicated to another great friend, /ŬĞďĞ. 69 An annotation
for ^ƃƐĞŬŝ͛ƐǁƌŝƚŝŶŐĂďŽƵƚ/ŬĞďĞ^ĂŶǌĂŶŝŶ“^ĂŶǌĂŶŬŽũŝ” in ^ƃƐĞŬŝĞŶƐŚƻ volume 12 notes that ^ƃƐĞŬŝ
ǁĂƐƌĞŵĞŵďĞƌŝŶŐ/ŬĞďĞǁŚĞŶŚĞǁĂƐĐŽŵƉŽƐŝŶŐƚŚŝƐůŝŶĞ͘ ϳϬ
ඏࢧ in the same line, literally means ‘My thought’ and ࣙஎ in the same line ‘To not ŬŶŽǁƚŚĞ
reason’. ^ƃƐĞŬŝƚĞůůƐƵƐ that he was unable to have the opportunity to show his gratitude ƚŽ/ŬĞďĞfor
their friendship when he was alive. /ŬĞďĞ negotiated with ^ƃƐĞŬŝfor his position in ƐĂŚŝ ĂŶĚůŽŽŬĞĚ
after ^ƃƐĞŬŝat the newspaper when he ǁĂƐǁŽƌŬŝŶŐthere as chief editor, especially when ^ƃƐĞŬŝwas
in a critically ill condition. 71SƃƐĞŬŝĂůƐŽǁƌŽƚĞƚŚĂƚƚŚĞŝƌĨƌŝĞŶĚƐŚŝƉbecame ĞǀĞŶĐůŽƐĞƌĂĨƚĞƌ/ŬĞďĞ

68

^ƃƐĞŬŝĞŶƐŚƻVol.16. IwĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, “Jyo ‘WagĂŚĂŝǁĂEĞŬŽĚĞĂƌƵ͛ŚƻŚĞŶjijyo”, p. 32-35.
zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ ^ŚŝŚƻ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϰ, p. 231-232.
ϳϬ
^ƃƐĞŬŝĞŶƐŚƻvol.12. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϰ͕͞^ĂŶǌĂŶŬŽũŝ͕͟Ɖ͘ϰϵϳ-ϱϬϬ͘
71
^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϮϬ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕ p. 249 & 251.
69
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left the ƐĂŚŝ, and how he ǁĂƐůŽŽŬŝŶŐĨŽƌǁĂƌĚƚŽĚĞĞƉĞŶing their relationship, sadly this was not
possible as /ŬĞďĞĚŝĞĚƐƵĚĚĞŶůǇ on 28 February 1912. 72
ޣҟ ࢢلin the second line literally means ͚/ĂŵŵŝƐƚĂŬĞŶůǇƉůĂǇŝŶŐƚŚĞƌŽůĞŽĨ:ŝǌŝ driven by my
‘Emotion’ and ጎໃ‘ غI am ashamed that I still haven’t fulfilled my intention’. ^ƃƐĞŬŝ shows his
despair of not yet being able to return his gratitude ƚŽ/ŬĞďĞ.
In the third line, ^ƃƐĞŬŝ uses a plantain tree ആী as metaphor for himself and writes that his calm
state of mind was disturbed by the autumn wind व෫, which is a metaphor for sad feelings. ^ƃƐĞŬŝ
clearly shows he was emotionally distressed.
In the fourth line, SƃƐĞŬŝwrites about the action of composing a poem inspired by the sound of cold
rain.
ళԾՁ ڲin the fifth line ĐĂŶďĞƚĂŬĞŶƚŽŵĞĂŶ ‘What madness is happening ŝŶ:ĂƉĂŶ͍͛౦ජً in
the same line ‘Standing up, quitting the occupation of a writer’ refers ƚŽƚŚĞƐƚŽƌǇŽĨĂŶŚĂŽ;ൟ,
32-ϭϬϮ) who abandoned his career as a literatus and government official and joined the military as
shown in dŚĞ,ŝƐƚŽƌǇŽĨƚŚĞ>ĂƚĞƌ,ĂŶǇŶĂƐƚǇ ( )ॽޛŶŽƚĞĚďǇ/ŬŬĂŝĂŶĚzŽƐŚŝŬĂǁĂ 73. In his poem,
^ƃƐĞŬŝ is criticising an aggressive government determined to carry on with its militaristic programme.
ਕ༙ؔಕ in the sixth line means ‘There is a way people should act in order to be human beings’ and
佀 ਐ ೯ in the same line ‘I devote myself to ƚĂŬŝŶŐ action’. In this line, ^ƃƐĞŬŝ expresses his
determination to react to events.
ࢰॴ in the seventh line reads as ‘I will die when the time arrives’.
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^ƃƐĞŬŝĞŶƐŚƻVol.16. IwĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, ͞/ŬĞďĞŬƵŶŶŽ^ŚŝƌŽŶŶŝƚƐƵŝƚĞ͕͟Ɖ͘ϰϵϴ-ϱϬϯ͘
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϯϵϱ͘
zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ ^ŚŝŚƻ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϰ, p. 232.
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ॉ್࣎ in the last line mean ‘twenty four hours’. ^ƃƐĞŬŝ says that there are only twenty-four hours
in a day. In this poem, ^ƃƐĞŬŝ explains that he wants to ƚĂŬĞĂĐƚŝŽŶĂŶĚ it is necessary to devote
himself to following The Way ŝŶŽƌĚĞƌƚŽŵĂŬĞƚŚĞĨullest use of the time he has left in his life.
zŽƐŚŝŬĂǁĂŶŽƚĞƐƚŚŝƐƉŽĞŵŝƐĞǆƚƌĞŵĞůǇŝŶƚĞŶƐĞ͘ 74 EĂŬĂŵƵƌĂŶŽƚĞƐƚŚĂƚŵĂŶǇƉŽĞŵƐĨƌŽŵ^ƃƐĞŬŝ’s
ĨŝŶĂůƉĞƌŝŽĚƐĞĞŬƋƵŝĞƚŶĞƐƐĂŶĚspirituality, but this poem has an exceptionally intense expression. 75
^ƃƐĞŬŝ was angry about the result of modernisation which had caused ugly and meaningless wars in
the world, destroying nature and ŵĂŬŝŶŐ ƉĞŽƉůĞ͛Ɛ ůŝves stressful and insane, all for pointless and
senseless reasons. In this poem, SƃƐĞŬŝ is attempting to revive the tradition of ŬĂŶƐŚŝ which played a
major role in discussing political ideas. TucŬ said poetry played an important political role in the
media in the Meiji period and he wrote, “The growth of print media had further implications for
poetic sociality. One of the most important was the exchange of verse on openly political topics,
something that had a great deal to do with the increasing use of the newspaper as space for poetic
exchange. For its part, ŬĂŶƐŚŝalready had a long tradition of political engagement, and it was usually
featured in the more highbrow newspapers, which also devoted a great deal of coverage to political
issues… EŝƉƉŽŶ’s editorial line was consistently antagonistic towards the Meiji government, and as
a result we find poetry exchanges in EŝƉƉŽŶ’s pages between readers and the paper’s journalists that
are openly satirical, covering political topics such as bureaucratic corruption, international treaties
and environmental disasters… The result was the composition of large numbers of ŬĂŶƐŚŝ, ƚĂŶŬĂand
ŚĂŝŬƵ in which was expressed an ardent nationalism that painted the Meiji government as traitors,
and the poets themselves as the true patriots.” 76

74

zŽƐŚŝŬĂǁĂ͕<ƃũŝƌƃ͘^ƃƐĞŬŝ ^ŚŝŚƻ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϮϯϬ͘
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ. Dai /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘Ϯϲϰ͘
76 dƵĐŬ͕ZŽďĞƌƚ:ĂŵĞƐ͘dŚĞWŽĞƚƌǇŽĨŝĂůŽŐƵĞ͗<ĂŶƐŚŝ͕,ĂŝŬƵĂŶĚDĞĚŝĂŝŶDĞŝũŝ:ĂƉĂŶϭϴϳϬ-ϭϵϬϬ. Columbia University,
EĞǁzŽƌŬ͕ϮϬϭϮ͕ p. 16-17.
75
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EŝƉƉŽŶ was a newspaper for ǁŚŝĐŚ^ŚŝŬŝǁŽƌŬĞĚďĞĨŽƌĞŚĞďĞĐĂŵĞƐĞƌŝŽƵƐůǇŝůů 77. SƃƐĞŬŝŵŝŐŚƚwell
have been hoping to later present political poems in the ƐĂŚŝ ƚŽ/ŬĞďĞĂƐĂ‘sword’, but SƃƐĞŬŝ passed
away before he could realise his objective.

16 September 1916
Poem 166
“No Title” ໃୌ

ࢧപӤ࣎ৼ࢟߳ പӤΝࢧ͑ͳ͘ ৼ ࢟Όͱ߳Ε

ڑޒӪॴқ ڑӪΝޒΊΖॴ қ Νͤ

༕ᘒ᚛ᔱᔱਭ ༕ ಢΕ͚ ᔱᔱਭ

ࡋӏؕုऒऒ૯ ࡋӏ ؕͶཔΖ ऒऒ૯

ཋြݿ㩝Ꮩᛩ ݿ㩝ͶြΕͱ ᏙᛩΝΞͳཋ͢

ؒڽঘգିᛜ ؒͪঘΝି ͱ͖ͦڽᛜΝգ͛

↢རࠕচࡑۯ୫ ↢ར  ࠕচ͕ۯ୫ͶࡑΕ

Ҳຼ෫ࢢ܇ Ҳຼ  ෫ͺ͚ ࢢ܇

78

tŚĞŶ/ĐŽŶĐĞŶƚƌĂƚĞŽŶŵĞƌŐŝŶŐǁŝƚŚƚŚĞǁŚŝƚĞĐůŽƵĚƐŚŝŐŚĂďŽǀĞ͕ŵǇŚĞĂƌƚĐĂůŵƐ.
DǇƐĞůĨ and my ƐŚĂĚŽǁƐŚĂƌĞƚŚĞƐĂŵĞĨĞĞůŝŶŐŽĨůŽŶĞůŝŶĞƐƐ.

77
78

Mentioned in this study’s introduction, p. 17-18 ΘƉ͘ϯϬ͘
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϰϬϬ͘
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dŚĞĨůŽǁĞƌƐŽƉĞŶŝŶŐƋƵŝĞƚůǇĚĞĞƉŝŶ ƚŚĞŵŽƵŶƚĂŝŶƐĂůŽŶŐƚŚĞƐŵŽŽƚŚĨůŽǁŝŶŐƐƚƌĞĂŵ͘
A ůŝŐŚƚdrŝǌǌůĞŵŽŝƐƚĞŶs ƚŚĞƐƚŝůůǁŝŶĚŽǁ͘
>ĞĂŶŝŶŐ ŽŶĂƐƚŝĐŬůŽŽŬŝŶŐĂƚĂďƌŽŬĞŶŵŽŶƵŵĞŶƚ.
ƌŽƐƐŝŶŐƚŚĞŵŽƐƐ-ĐŽǀĞƌĞĚďƌŝĚŐĞ͕ƐƵƌƉƌŝƐŝŶŐƚŚĞďŝƌĚƐ͘
dŚĞŵǇƐƚŝĐĨrĂŐƌĂŶƚŶŽďůĞĨůŽǁĞƌƐƐƚŝůůĞǆŝƐƚŝŶa ĚĞƐĞƌƚĞĚǀĂůůĞǇ͕
^ĞŶĚŝŶŐƐĞƌĞŶĞĞĂƌŶĞƐƚƐĐĞŶƚƐƚŽĐĂůŵ ŵǇĐŽƵŶƚƌǇ.
^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ
^ƃƐĞŬŝ begins the poem with the image of home in mind, as expressed by പӤ ‘The white clouds’ in
the first line, which so often appear in ^ƃƐĞŬŝ’s poems. When the white clouds appear, they bring a
calm state of mind to ^ƃƐĞŬŝ. They are a symbol for ^ƃƐĞŬŝ’s tranquillity and the peaceful home in his
mind. ^ƃƐĞŬŝ expresses clearly here how the white clouds bring him tranquillity.
 ڑand  in the second line confirm ^ƃƐĞŬŝ’s meditative state of mind. ‘ ڑEmptiness’ is explained
through the words of Confucius to his pupil Yen Hui zĂŶ,Ƶŝ in Zhuangzi Chapter Four , ‘In the World
of Men’.
Confucius ƐĂŝĚ͕͞'ŽŽĚŶĞƐƐ͕ŚŽǁĐŽƵůĚƚŚĂƚĚŽ͍zŽƵŚĂǀĞƚŽŽŵĂŶǇƉŽůŝĐŝĞƐĂŶĚƉůĂŶƐ
and you haven’t seen what is needed. You will probably get off without incurring any
ďůĂŵĞ͕ǇĞƐ͘ƵƚƚŚĂƚǁŝůůďĞĂƐĨĂƌĂƐŝƚŐŽĞƐ͘,ŽǁĚŽǇŽƵƚŚŝŶŬǇŽƵĐĂŶĂĐƚƵĂůůǇĐŽŶǀĞƌƚ
Śŝŵ͍zŽƵ ĂƌĞƐƚŝůůŵĂŬŝŶŐƚŚĞŵŝŶĚǇŽƵƌƚĞĂĐŚĞƌ͊͟
Yen Hui zĂŶ,ƵŝƐĂŝĚ͕͞/ŚĂǀĞŶŽƚŚŝŶŐŵŽƌĞƚŽŽĨĨĞƌ͘DĂǇ/ĂƐŬƚŚĞƉƌŽƉĞƌ
ǁĂǇ͍͟
͞zŽƵŵƵƐƚĨĂƐƚ͊͟ƐĂŝĚŽŶĨƵĐŝƵƐ͘͞/ǁŝůůƚĞůůǇŽƵǁŚĂƚƚŚĂƚŵĞĂŶƐ͘ŽǇŽƵƚŚŝŶŬ
ŝƚŝƐĞĂƐǇƚŽĚŽĂŶǇƚŚŝŶŐǁŚŝůĞǇŽƵŚĂǀĞĂŵŝŶĚ͍ /ĨǇŽƵĚŽ͕ƌŝŐŚƚ,ĞĂǀĞŶǁŝůůŶŽƚ
sanction you.”
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Yen Hui zĂŶ,ƵŝƐĂŝĚ͕͞DǇĨĂŵŝůǇŝƐƉŽŽƌ͘/ŚĂǀĞŶ͛ƚĚƌƵŶŬǁŝŶĞŽƌĞĂƚĞŶĂŶǇ
strong foods for several months. So, ĐĂŶ/ďĞĐŽŶƐŝĚĞƌĞĚĂƐŚĂǀŝŶŐĨĂƐƚĞĚ͍͟
“That is the fasting one does before a sacrifice, not the fasting of the mind.”
͞DĂǇ/ĂƐŬǁŚĂƚƚŚĞĨĂƐƚŝŶŐŽĨƚŚĞŵŝŶĚŝƐ͍͟
͞ŽŶĨƵĐŝƵƐƐĂŝĚ͕͞DĂŬĞǇŽƵƌǁŝůůŽŶĞ͊ŽŶ͛ƚůŝƐƚĞŶǁŝƚŚǇŽƵƌears, listen with
your mind. No, don’t listen with your mind, but listen with your spirit. Listening stops
with the ears, the mind stops with recognition, but spirit is empty and waits on all
things. The Way gathers in emptiness alone. Emptiness is the fasting of the mind.”
Yen Hui zĂŶ,Ƶŝsaid͕͞ĞĨŽƌĞ/ŚĞĂƌĚƚŚŝƐ͕/ǁĂƐĐĞƌƚĂŝŶƚŚĂƚ/ǁĂƐ,Ƶŝ͘Ƶƚ
now that I have heĂƌĚŝƚ͕ƚŚĞƌĞŝƐŶŽŵŽƌĞ,Ƶŝ͘ĂŶƚŚŝƐďĞĐĂůůĞĚĞŵƉƚŝŶĞƐƐ͍͟
“That’s all there is to it,” said Confucius. 79
Zhuangzi states that “Emptiness is the fasting of the mind.” We can consider that “Fasting of the
mind” is “Forgetting oneself”. In ^ƃƐĞŬŝ’s concept, it is <ǇŽƐŚŝ, ‘Abandoning self’ which is the same as
‘Forgetting oneself’.
The third and fourth lines also express the images of a meditative state of mind.
༕ in the third line refers to a mysterious flower, ᔱᔱ in the same line is ƚŚĞŵƵƌŵƵƌŽĨĂďƌŽŽŬ͘
ᔱᔱ is cited in Tao Yuanming’s 'ƵŝƋƵůĂŝĐŝ (ᓦုڊၻ)

ચᔱᔱࣗ࢟ླྀ ચͺᔱᔱͳ͢ͱ࢟ΌͱླྀΖɽ ϴϬ

ĨŽƵŶƚĂŝŶďĞŐŝŶƐ ƚŽŵƵƌŵƵƌ
ᔱᔱਭ ‘Water flows smoothly’ also rhyme-matches with RyƃŬĂŶ͛ƐƉŽĞŵ͘

79

tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdǌƵ. Colombia hŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͕
p. 57-58.
ϴϬ Matsueda͕dĂŬĞŽ͘ΘtĂĚĂ͕dĂŬĞƐŚŝ͘dƌĂŶƐ͘Tƃ EnmĞŝĞŶƐŚƻ sŽů͘Ϯ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϯ, p. 147.
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ᕣؔਭᔱᔱ

ᕣؔͶͺ ਭ ᔱᔱ

ࢃྜྷᄷᄷ

ࢃྜྷͶͺ  ᄷᄷ

81

tĂƚĞƌĨůŽǁs ƐŵŽŽƚŚůǇin ƚŚĞǀĂůůĞǇ͘
dŚĞďŝƌĚƐĂƌĞƐŝŶŐŝŶŐŝŶƚŚĞĨŽƌĞƐƚ͘
With ༕ᘒ᚛ ‘Mysterious flower opening alone’ together with ᔱᔱਭ ‘Water flows smoothly’ in
the third line ^ƃƐĞŬŝ creates a beautiful and serene visual image and atmosphere and tells us he is
entering into the meditative state of mind.
ࡋӏ in the fourth line depicts ‘Fine rain’. ؕု in the same line means ‘Come quietly’ and ऒऒ
‘Silently’ with an emphasis on stillness. ^ƃƐĞŬŝ tells us he is in a meditative state of mind by using ऒ
ऒ ‘Silently’ as we discussed before. ૯ ‘Window’ is a metaphor for the entering point into the mind.

ཋြ in the fifth line means ‘Lean against’, ݿ㩝 ‘A ƐƚŝĐŬ͛ and Ꮩᛩ, the focal point of the line, a
‘ƌŽŬĞŶ ŵŽŶƵŵĞŶƚ’. The meaning of ‘SƚŝĐŬ’ has already been examined, in poem 65, ‘Spring
Amusement’ in Chapter Two. This line shows deliberate and unnatural action.
ିᛜ in the sixth line means ‘A bridge covered with moss’. The deliberate action of crossing the bridge
surprises the birds ĂŶĚŵĂŬĞƐƚŚĞŵĨůǇĂǁĂǇĂŶĚŝƐ described at the beginning of the line, ؒڽঘ.
^ƃƐĞŬŝhere shows the result of unnatural action which disturbs nature. In lines five and six ^ƃƐĞŬŝis
expressing his opinion about the impact of modernisation in which men are destroying nature
deliberately.

81

dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ěŝƚ͘ZǇƃŬĂŶĞŶƐŚƻ͘:ƃŬĂŶ͘dŽŬǇŽ^ƃŐĞŶƐŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͕Ɖ͘ϭϱϴ͘
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↢ར in the seventh line means ‘Fragrant noble flowers’ ŶŽƚĞĚďǇzŽƐŚŝŬĂǁĂ͘EĂŬĂŵƵƌĂĞǆƉůĂŝŶƐƚŚĂƚ
^ƃƐĞŬŝ is expressing his admiration of purity and integrity. ۯ୫ means ‘Deserted valley’. These
ĨƌĂŐƌĂŶƚŶŽďůĞĨůŽǁĞƌƐĂƌĞŬŶŽǁn as the crown jewels of the quiet valley and ^ƃƐĞŬŝ uses them as an
expression of his meditative state of mind.
ࢢ܇ in the final line means ‘Japan’. ^ƃƐĞŬŝ commented in poem 163 composed on 13 September
that ళԾՁڲ, ‘The country is going through madness’. ^ƃƐĞŬŝ’s intention is to show that ugly things
were happening in Japan and the world but by the meditation expressed in the image of fragrant
noble flowers this impurity can be blown away from the mind.

17 September 1916
Poem 167
“No title” ໃୌ

คߵ㦣ޤੜখ ͢ ߵ㦣Νค͏ͱ ੜখΝޤΔΞ

੍ޅહѬऒም ੍Η ބહऒምΝѬͤΖ͵Δͥ

݆ஈࢀߍྣӏ੫ ݆ஈ͖Ͷ͢ͱ ࢀߍ ӏ੫͖͵ΖΝ࿃ΗΊ

ਭؕൔڗ ਭ͖ؕͶ͢ͱ ൔ ڗͷΖΝ͚

ࢧࢽࣇ׆ఖԗ ࢽΝࢧ͓ͻ ׆ఖԗ͘Ͷࣇ

ىໂ୯எڊ࿑ཆ ໂΝͤىΗͻ ୯͖எΔΞ ڊ࿑ཆ͖͵ΖΝ

ಢ࠳ᜭᜯڑപཬ ಢΕᜭᜯڑപཬͶ࠳ͤΗͻ
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ཟߜলਜ རߜ লΔ͢ਜ͚͢ͱ ͶΖ

82

/ĂŵŐŽŝŶŐƚŽƐƉĞŶĚƚŚĞ ŶŝŐŚƚďƵƌŶŝŶŐŝŶĐĞŶƐĞĂŶĚƐŝƚƚŝŶŐŝŶƐŝůĞŶĐĞ.
/ƚ ĚŽĞƐŶ͛ƚ ŵĞĂŶ / am ũƵƐƚ indulging ŵǇƐĞůĨ in ĞŶ ŵĞĚŝƚĂƚŝŽŶ ĂďĂŶĚŽŶŝŶŐ ĞǀĞƌǇƚŚŝŶŐ ƚŽ
ƐŽůŝƚƵĚĞ.
dŚĞƌĞ ŝƐĂĚĂƌŬ ϴϯ ŵŽŽŶ͕ĂŶĚ/ĂĚŵŝƌĞƚŚĞƐŽƵŶĚŽĨƚŚĞƌĂŝŶĨĂůůŝŶŐƋƵŝĞƚůǇĂƚ ŵŝĚŶŝŐŚƚ͘
/ůŝƐƚĞŶƚŽĨŝƐŚũƵŵƉŝŶŐ͕ĂƚŵŝĚŶŝŐŚƚ͕ ŝŶƚŚĞĐĂůŵƐƚƌĞĂŵ͘
dŚŝŶŬŝŶŐŽĨĐŽŵƉŽƐŝŶŐa ƉŽĞŵŝƐƐŝŵŝůĂƌƚŽƚŚĞƵŶĐĞƌƚĂŝŶƚǇ and ambiguŝƚǇŽĨĂũŽƵƌŶĞǇ͘
tŚĞŶ/ůŽŽŬďĂĐŬŽŶŵǇůŝĨĞ͕ŝƚŝƐ ǀĞƌǇ ĨĂƌĂǁĂǇ͕ ůŝŬĞƚƌǇŝŶŐƚŽƌĞĐĂůůĂĚƌĞĂŵǁŚĞŶǁĂŬŝŶŐƵƉ͘
/ƐŝƚŝŶƉƌŽĨŽƵŶĚƐƚŝůůŶĞƐƐ ĂůŽŶĞin a ǁŚŝƚĞĞŵƉƚŝŶĞƐƐ͘
ǇƚŚĞƚŝŵĞƚŚĞĐĂŶĚůĞǁŝƚŚŽƌĐŚŝĚŽŝůŐŽĞƐŽƵƚ͕ ŝƚŝƐŵŽƌŶŝŶŐ͘
^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ
 in the first line describes his intention, ‘I am going to’ ŶŽƚĞĚďǇzŽƐŚŝŬĂǁĂ͕/ŬŬĂŝĂŶĚEĂŬĂŵƵƌĂ. 84
ߵ㦣 means ‘urning incense’ and ޤੜখ ‘Staying up all night’. ^ƃƐĞŬŝ is ŵĂŬŝŶŐƚŚĞŵŽƐƚŽĨŚŝƐƚŝŵĞ,
as he had already explained there were only twenty-four hours in a day. He is expressing his
ĚĞƚĞƌŵŝŶĂƚŝŽŶƚŽǁŽƌŬŚĂrd burning incense and inspiring himself.
ޅહ in the second line mean ‘Devoting oneself to Zen, sitting and abandoning everything else’. Ѭ
ऒም in the same line is ‘Indulging in solitude’. /ŬŬĂŝŶŽƚĞƚŚĂƚƚŚĞůŝŶĞƐĂǇƐ^ƃƐĞŬŝǁĂƐŶŽƚsitting in

82

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϰϬϮ͘
,ĞƌĞ͕ƚŚĞǁŽƌĚŝƐƚƌĂŶƐůĂƚĞĚĂƐ͚ĚĂƌŬ͛ƌĂƚŚĞƌƚŚĂŶ͚ǁĂƌŵ͛ďĞĐĂƵƐĞ͚ǁĂƌŵ͛ĚŽĞƐŶŽƚĐŽƌƌĞƐƉŽŶĚǁŝƚŚ͚ƌĂŝŶ͛ĂƐ
ƐƚĂƚĞĚŝŶ/ŬŬĂŝĂŶĚEĂŬĂŵƵƌĂ͛ƐĂŶŶŽƚĂƚŝŽŶ.
84 ^ƃƐĞŬŝĞŶaƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϰϬϯ͘
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϮϳϬ͘
zŽƐŚŝŬĂǁĂ͕<ƃũŝƌƃ͘^ƃƐĞŬŝ^ŚŝŚƻ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘Ϯϯϴ͘
83

ϯϰϬ
silence at night because he was devoting himself to Zen. 85 He is emphasising the fact that he is not
a mŽŶŬ.
݆ஈ ‘The soft light of the moon’ in the third line doesn’t match with the following words in the
same line ӏ੫ ‘The rain falling quietly’. EĂŬĂŵƵƌĂ ĂŶĚ /ŬŬĂŝ ƐĂǇ ƚŚĂƚ this ŝƐ Ă ŵŝƐƚĂŬĞ (maybe a
printing error) and it should be ݆ҋ ‘TŚĞĚĂƌŬŶĞƐƐŽĨmoon’, which fits better with the rain. 86 This
study agrees with their interpretation.
ࢀߍ is ‘Midnight’, and ྣ ‘TĂŬĞĂƐĂƉƌĞĐŝŽƵƐƚŚŝŶŐ͛͘^ƃƐĞŬŝ is experiencing a pleasant feeling in the
precious midnight moment, meditating as he listens to the sound of quiet rain. This is an image of
purifying one’s mind.
ਭؕ in the fourth line means ‘Quiet stream’, followed by ൔ ‘Midnight’, then ڗ ‘Fish jumping’.
ൔ ‘Midnight’ rhyme-matches with RyƃŬĂŶ͛ƐƉŽĞŵ͘

ऒሜգൔ

ऒሜͳ͢ͱ ൔΝգ͙

ୠซԗᕣ

ୠ ซ͚ ԗᕣ

87

DŝĚŶŝŐŚƚŚĂƐƉĂƐƐĞĚŝŶƉƌŽĨŽƵŶĚƐŝůĞŶĐĞ͘
/ŚĞĂƌŽŶůǇƚŚĞƐŽƵŶĚŽĨa ƐƚƌĞĂŵin ĂĨĂƌ-away ǀĂůůĞǇ͘
RyƃŬĂŶ͛ƐƉŽĞŵrefers to meditation at midnight. We recall that the scene of ‘A fish swimming freely’
from Zhuangzi means ‘Forgetting oneself’, therefore SƃƐĞŬŝ is in a meditative state of mind. This line
tells us he is forgetting himself at midnight in a meditative state of mind which means that he is in
his spiritual land.

85

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϰϬϯ͘
Ibid., p. ϰϬϯ͘
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϮϳϬ͘
87 dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ě͘ZǇƃŬĂŶĞŶƐŚƻ͘sŽů͘ϭ͘dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͕Ɖ͘Ϯϰϵ͘
86
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In the fifth line, ࢧࢽ, means ‘Developing ideas for a poem’ and ఖ, literally, ‘Uncertainty to the
length of the journey ahead’. In this line, ^ƃƐĞŬŝŝƐǁŽŶĚĞƌŝŶŐŚŽǁůŽŶŐƚŚŝƐƉŽĞŵǁŝůůƚĂŬĞƚŽĨŝŶŝƐŚ͕
and at the same time, he is wondering how long he has got to live.
ىໂ in the sixth line is ‘Trying to remember the dream’, and ୯எ in the same line means ‘Who
ŬŶŽǁƐ’, followed by ڊ࿑ཆ, ‘My life recedes as it passes’. ^ƃƐĞŬŝƐĂǇƐƚŚĂƚůŽŽŬŝŶŐďĂĐŬŚŝƐůŝĨĞƐĞĞŵƐ
to be transitory as if he was trying to remember a ĚƌĞĂŵ͘>ŝŶĞĨŝǀĞĂŶĚƐŝǆŵĂŬĞǇŽƵĂǁĂƌĞŽĨthe
impermanent nature of life.
In the seventh line, ಢ࠳ depicts ‘Meditating alone’ and ᜭᜯ means profound and silent. ڑപ in the
same line means ‘White emptiness’. This word ŝƐƚĂŬĞŶĨrom Chapter Four of Zhuangzi’s text, “In the
World of Men” and appears as ࣪ڑਫ਼പ, “The empty chamber where brightness is born”.

Here, Zhuangzi’s text depicts Confucius explaining to his student the point that “The Way gathers in
emptiness alone. Emptiness is the fasting of the mind.” Confucius explains further,
“You have heard of flying with wings, but have never heard of flying without wings.
zŽƵ ŚĂǀĞ ŚĞĂƌĚ ŽĨ ƚŚĞ ŬŶŽǁůĞĚŐĞ ƚŚĂƚ ŬŶŽǁƐ͕ ďƵƚ ǇŽƵ ŚĂǀĞ ŶĞǀĞƌ ŚĞĂƌĚ ŽĨ ƚŚĞ
ŬŶŽǁůĞĚŐĞ ƚŚĂƚ ĚŽĞƐ ŶŽƚ ŬŶŽǁ͘ >ŽŽŬ ŝŶƚŽ ƚŚĂƚ Đlosed room, the empty chamber
ǁŚĞƌĞďƌŝŐŚƚŶĞƐƐŝƐďŽƌŶ͊&ŽƌƚƵŶĞĂŶĚďůĞƐƐŝŶŐŐĂƚŚĞƌǁŚĞƌĞƚŚĞƌĞŝƐƐƚŝůůŶĞƐƐ͘ƵƚŝĨ
ǇŽƵĚŽŶŽƚŬĞĞƉƐƚŝůů- this is what is called sitting but racing around.” 88
ซҐ༙ཏඊंᛚɽາซҐໃཏඊंɽซҐ༙எஎंᛚɽາซҐໃஎஎंɽ
ᛔ൶䌞ंɽ࣪ڑਫ਼പɽ٤ষࢯࢯɽࢯɽ੍೯Ҩ࠳சɽ 89

88
tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdǌƵ. Colombia University Press͕EĞǁzŽƌŬ͕ 1968,
p. 58.
89
&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝ͘sŽů͘ϭ͕ƐĂŚŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϲ, p. 148.
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In this passage, Zhuangzi explains that people’s minds are often concerned with fame and profit
without stopping although their body might be still. They are living their lives ůŝŬĞƌĂĐŝŶŐŚŽƌƐĞs which
are eager ƚŽ ǁŝŶ ĂŶĚ ŵĂŬĞ a profit. This is because they have not emptied themselves of their
thoughts.
Zhuangzi’s teaching of “The empty chamber where brightness is born” meaning one enters a selfless
state of mind and becomes enlightened is the same as ^ƃƐĞŬŝ’s idea of sŽŬƵƚĞŶŬǇŽƐŚŝ.
The description ‘The empty chamber where brightness is born’ is the visual image of ‘lessings gather
where there is stillness’. Zhuangzi stresses the importance of serving heaven not people, in order not
to injure one’s soul. ^ƃƐĞŬŝ, who suffered a great deal in the world of human affairs and who as a
result was seriously ill with stomach ulcers, could only agree with the idea of serving heaven not
people. Serving heaven is to be one with nature, which is the sŽŬƵƚĞŶ from sŽŬƵƚĞŶŬǇŽƐŚŝ. ^ŽŬƵƚĞŶ
means being one with nature, which is being one with The Way.
There is evidence that ^ƃƐĞŬŝ was familiar with this chapter, as he mentioned it in a letter to <ĂŐĂ
Shƃtaro (Յծਜ਼ଢ) on 29 April 1915. ^ƃƐĞŬŝ ǁĂƐĂƐŬĞĚƚŽŐŝǀĞƐŽŵĞŝĚĞĂƐĨŽƌƚŚĞŶĂŵŝŶŐŽĨa
mountain house. He suggested  ڑപ ࢃ  , ‘The mountain house of white emptiness’ as one
candidate and explains ƚŚĂƚŚĞƚŽŽŬthe reference from Zhuangzi’s ࣪ڑਫ਼പ, “The empty chamber
where brightness is born”. ϵϬ
EĂŬĂŵƵƌĂŶŽƚĞĚƚŚĂƚZǇƃŬĂŶ͕ƚŚĞƉŽĞƚ-ŵŽŶŬǁŚŽ^ƃƐĞŬŝgreatly admired was fond of citing Zhuangzi
in his poems. 91 ࣪ڑਫ਼പ “The empty chamber where brightness is born” rhyme-matches with
RyƃŬĂŶ’s poem.
ࣰ࣪ڑਫ਼പ

ϵϬ
91

ࣰ ࣪ڑͶപ͘Νਫ਼ͣ

^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϰ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϳ͕ p. 416-417 ;ůĞƚƚĞƌĂĚĚƌĞƐƐĞĚƚŽ<ĂŐĂŽŶƚŚĞϮϵͬϬϰͬϭϵϭϱͿ͘
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕p. 271.
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צ࿏ௗໃᖺ

צ࿏ ௗ͚ᖺ͵͢

92

dŚĞĞŵƉƚǇƌŽŽŵŚĂƐa brŝŐŚƚǁŚŝƚĞůŝŐŚƚ͘
&ŽƌĂůŽŶŐƚŝŵĞƚŚĞƌĞŚĂƐďĞĞŶ ŶŽƐŵŽŬĞŽŶƚŚĞ ĐŽůĚƐƚŽǀĞ͘
RyƃŬĂŶŝƐsaying that his heart is empty and pure although he hasn’t ĐŽŽŬed a hot meal for a long
time: describing a ŵŽŶŬůŝǀŝŶŐŝŶƉŽǀĞƌƚǇ but with an empty mind full of light.
ཬ, the final word in the seventh line means ‘Inside’. ^ƃƐĞŬŝ is inside himself meditating with an empty
mind.
In the final line, ཟߜ means ‘Orchid oil’, লਜ ‘urn away’ and  ‘The morning has arrived’.

tĞŬŶŽǁƚŚĂƚ^ƃƐĞŬŝ meditated until the dawn from this line and saw the bright white light emerging
from inside his empty mind.

6 October 1916
Poem 184
“No title” ໃୌ

ඉඉඉढ Ͷඉͥ Ͷඉͥ ढͶඉͥ

ڃḁജชᡇࣙڃ ޚḁͶชΝജΕͱ ᡇ͖ࣙΔ͢ޚ

ࡀ㤁Ձߵգܵԕ ՁߵΝࡀ㤁͢ͱ ܵԕΝգ͙

㓤ኸشฝࡑࢽ෧ شฝͶ㓤ኸ͢ͱ ࢽ෧ͶࡑΕ

92

dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ě͘ZǇƃŬĂŶĞŶƐŚƻ͘sŽů͘ϭ͘dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͕Ɖ͘Ϯϴϯ͘
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คॽօཬॽஎ คॽօཬ ॽͺ͚ΖΝஎΕ

ໃ๑ֆ๑մ્ ໃ๑ֆ ๑ͺ્ΖΝմͤ

ࡶਈਕӪॴ ਈਕΝࡶ͢ͱ Ӫ͘ॴ

۬ݣ ͱ͢ͳྼྼۯڑ ۬ݣݳྼྼۯڑΝͥݳ

93

/ĂŵŶŽƚĂŚƌŝƐƚŝĂŶ͕ŶŽƌĂƵĚĚŚŝƐƚ͕ŶŽƌĂŽŶĨƵĐŝĂŶ͘
/ƐĞůůŵǇůŝƚĞƌĂƚƵƌĞŝŶƚŚĞďĂĐŬƐƚƌĞĞƚĂŶĚƚĂŬĞƉůĞĂƐƵƌĞ ŝŶĚŽŝŶŐŝƚ͘
/ǁŽŶĚĞƌŚŽǁŵĂŶǇ ĨƌĂŐƌĂŶƚĨůŽǁĞƌƐ/ŚĂǀĞƉŝĐŬĞĚŝŶƚŚĞŐĂƌĚĞŶŽĨůŝƚĞƌĂƚƵƌĞ͘
EŽǁ͕/ŚĂǀĞďĞĞŶwanĚĞƌŝŶŐĂƌŽƵŶĚŝŶƚŚĞŐƌĞĞŶ͕and I am in ƚŚĞ ǁŽƌůĚŽĨƉŽĞƚƌǇĂŶĚďƌƵƐŚ
ĂŶĚŝŶŬƉĂŝŶƚŝŶŐ.
ŽŽŬƐĐŽŵĞƚŽůŝĨĞĂĨƚĞƌďĞŝŶŐďƵƌŶƚƚŽĂƐŚĞƐ.
In ƚŚĞůĂǁůĞƐƐǁŽƌůĚ ƌĞĂůůĂǁƐĐŽŵĞŝŶƚŽĞǆŝƐƚĞŶĐĞ.
AďĂŶĚŽŶŝŶŐĂƚƚĂĐŚŵĞŶƚƐƚŽƚŚĞǁŽƌůĚŽĨŵĞĂŶŝŶŐ͕ƚŚĞĐŽŶĐĞƉƚŽĨŐŽĚ͕ƵĚĚŚĂ.
'ŽŽĚĂŶĚďĂĚŵĂŶŝĨĞƐƚƚŚĞŵƐĞůǀĞƐŝŶƚŚĞƉƵƌĞŶĞƐƐŽĨƚŚĞƐŬǇ͘

^ƃƐĞŬŝ, in the first line, denied belonging to any religion, ඉඉඉढ, ‘Not a Christian, not a
ƵĚĚŚŝƐƚnot a Confucian’. /ŬŬĂŝƐĂǇƐƚŚĂƚƐimilar words are cited by a Tang poet, ĂŝũƵ-I (പڋҝ,
772-846) in his poem ஓؕ“ ŚŝƐŚĂŶŐyŝĂŶǇŝŶ”, ඉಕඉඉཥ “NŽƚĂĂŽŝƐƚ͕ŶŽƚĂƵĚĚŚŝƐƚ
ŵŽŶŬ͕ŶŽƚĂŽŶĨƵĐŝĂŶŽĨĨŝĐŝĂů”. A ƉŽĞƚŵŽŶŬĨƌŽŵ the Edo period who specialised in the Sencha
tea ceremony, ĂŝƐĂƃ ( ജ ண ԩ , 1675-1763), also cited in his poem, ۰ ࡠ “Spontaneous

93

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 434-435.

345

composition”,  Ͷ ඉ ͥ ಕ Ͷ ඉ ͥ  ढ Ͷ ඉ ͥ “NŽƚ Ă ƵĚĚŚŝƐƚ ŵŽŶŬ͕ ŶŽƚ Ă ĂŽŝƐƚ͕ ŶŽƚ Ă
Confucian”.

94

RyƃŬĂŶĂůƐŽĐŝƚĞĚa similar pattern in his poem but did not mention religion, ඉ߁

ඉڳඉාඉࢵ

95

“IƚůŽŽŬƐǁŝĚĞďƵƚŶŽƚǁŝĚĞ͕ŝƚůŽŽŬƐŶĂƌƌŽǁďƵƚŶŽƚŶĂƌƌŽǁ͕ŝƚůŽŽŬƐůŝŬĞcloth

ďƵƚŶŽƚĐůŽƚŚ͕ŝƚůŽŽŬƐůŝŬĞthread but not thread”.
One interesting point is that ^ƃƐĞŬŝ excluded Daoism in this line. Perhaps we need to bear in mind
Laozi’s famous phrase ‘The Way has no name’. We have to remind ourselves that being an individual
was a very important issue for ^ƃƐĞŬŝ. ^ƃƐĞŬŝchose not to belong to any religion, which explains the
first line.
ڃḁ in the second line is a ‘Narrow ďĂĐŬƐƚƌĞĞƚ’. These words rhyme-match with Tao Yuanming’s
poem titled ᩉࢃք ܨĚƵ ƐŚĂŶ͛ŚĂŝ ũŝŶŐ, the first poem of the thirteen poems, noted by Iida and
/ŬŬĂŝ, 96
ڃḁֶమ ڃḁͺమΝֶͯΖ

97

dŚŝƐŶĂƌƌŽǁďĂĐŬƐƚƌĞĞƚƌĞĨƵƐĞƐ ƚŽĂůůŽǁŽĨĨŝĐŝĂůƐin ĐĂƌƌŝĂŐĞƐƚŽĞŶƚĞƌ and ůĞĂǀĞƚŚĞ
ĚĞĞƉŵĂƌŬƐ ŽĨƚŚĞŝƌǁŚĞĞůƐŽŶŝƚ

ᡇࣙ ޚin the same line mean ‘TĂŬĞ pleasure in’ and rhyme-matches again with Tao Yuanming’s
poem, Ӂठ ช (In the introduction to the poem ƌŝŶŬŝŶŐǁŝŶĞ), as ŶŽƚĞĚďǇ/ŬŬĂŝ͘ 98

ᫍୌᏒۡࣙ吸 ਼ᫍͬۡΝୌ͢ͱࣙΔ͢ޚ
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95
96

99

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 435.
dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ě͘ZǇƃŬĂŶĞŶƐŚƻ͘sŽů͘ϭ͘dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ, p. 134-135.

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p. 435.
Iida, Rigyƃ. ^ƃƐĞŬŝ ^Śŝ-ƐŚƻ zĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϰϵϮ͘
97 Matsueda͕dĂŬĞŽ͘ΘtĂĚĂ͕dĂŬĞƐŚŝ͘dƌĂŶƐ͘Tƃ EnmĞŝĞŶƐŚƻ sŽů͘Ϯ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϯ, p. 71.
98
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p. 435.
99 Matsueda͕dĂŬĞŽ͘ΘtĂĚĂ͕ dĂŬĞƐŚŝ͘dƌĂŶƐ͘TƃEnmĞŝĞŶƐŚƻ Vol. 1. Iwanami Shoten͕dŽŬǇŽ͕ϮϬϭϮ͕Ɖ͘ϮϬϮ͘
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I ĐŽŵƉŽƐĞĂĨĞǁƉŽĞŵs and ƚĂŬĞƉůĞĂƐƵƌĞŝŶ ƌĞĂĚŝŶŐ͘
In the first and second line, ^ƃƐĞŬŝ introduces himself and explains that he doesn’t belong to any
religion and ŚĞǁŽƌŬƐĂt writing novels which he enjoys.
ࡀ㤁, in the third line means ‘PŝĐŬƵƉ͛ and ܵԕ ‘The literary garden’.

㓤ኸ, in the fourth line means ‘Wander’ followed by شฝ ‘Many green mountains’. tĞĂůƌĞĂĚǇŬŶŽǁ
that ฝࢃ ‘Green mountain’ is the place where the hermit lives as discussed in poem 141 earlier in
this Chapter. In this study’s opinion ࡑࢽ෧ in the same line means ‘eing in the world of poetry and
ďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ’. EĂŬĂŵƵƌĂ͕/ŬŬĂŝ͕ĂŶĚzŽƐŚŝŬĂǁĂƐƵŐŐĞƐƚƚŚĂƚ෧ means ‘A grass plain’.

ϭϬϬ

The character ෧ means the painter-ƉŽĞƚƵƐŽŶ;෧ଞ), therefore it means ďƌƵƐŚĂŶĚŝŶŬƉĂŝŶƚŝŶŐ.
ǀŝĚĞŶĐĞĨŽƌƚŚŝƐŝƐƚŚĂƚ^ƃƐĞŬŝƚǁŝĐĞŝŶůŝŶĞƚǁŽ rhyme-matches with words from Tao Yuanming. This
is ĂŵŽƌĞůŝŬĞůǇŝŶƚĞƌƉƌĞƚĂƚŝŽŶƚĂŬŝŶŐŝŶƚŽĂĐĐŽƵŶƚ the fact that ƵƐŽŶƉĂinted many scenes from Tao
Yuanming’s dŚĞƚĂůĞŽĨƚŚĞWĞĂĐŚůŽƐƐŽŵ^ƉƌŝŶŐ and especially as we should recall that ^ƃƐĞŬŝ had
been fond of nanga painting since he was a young boy.
คॽօཬ in the fifth line literally ‘ƵƌŶŝŶŐ ďŽŽŬs and turning to ashes’ is based on a historical
incident คॽढ “ƵƌŶŝŶŐďŽŽŬƐĂŶĚďƵrying Confucian scholars” ǁŚŝĐŚƚŽŽŬƉůĂĐĞŝŶ the Qin ਉ
period conducted by the emperor Shi-huang-di (࢟ߘఉ  Ϯϱϵ- ϮϭϬͿ͘ ,ere, however, ^ƃƐĞŬŝ
expresses the idea that truth cannot be found in a ďŽŽŬ, /ŬŬĂŝ͕ EĂŬĂŵƵƌĂ ĂŶĚ /ŝĚĂ ĐŽŶĨŝƌŵ ƚŚŝƐ
interpretation. ϭϬϭ

ϭϬϬ

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p. 435.
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ. Dai /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘Ϯϵϳ͘
zŽƐŚŝŬĂǁĂ͕<ƃjirƃ. ^ƃƐĞŬŝ ^ŚŝŚƻ. IwaŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘Ϯϲϲ͘
ϭϬϭ ^ƃƐĞŬŝĞŶƐŚƻvol. 18. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϰϯϱ-436.
/ŝĚĂ͕ZŝŐǇƃ͘^ƃƐĞŬŝ^Śŝ-ƐŚƻ zĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϰϵϯ-494.
EĂŬĂŵƵƌĂ, Hiroshi. ^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ. Dai /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘Ϯϵϳ͘
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ॽஎ in the same line means ‘TŚĞďŽŽŬis revived’. TĂŬĞŶƚogether with the previous words, the
ďŽŽŬƌĞǀŝǀĞƐafter turning to ashes, and it means that the truth exists in nothingness. ^ƃƐĞŬŝ’s hidden
expression here is the Zen expression of ཱིช࣊ “Spiritual enlightenment by communication
through mind to mind”, which he had used in previous poems. In Zen teaching, it has to be the direct
ƚƌĂŶƐŵŝƐƐŝŽŶŽĨŬŶŽǁůĞĚŐĞĨƌŽŵƚĞĂĐŚĞƌƚŽƉƵƉŝů͘
ໃ๑ֆ in the sixth line means ‘In the world without religious code’ and ๑մ્ ‘Can revive the
religious code without code’. This line corresponds to the previous line, and ^ƃƐĞŬŝ confirms his
desire to abandon attachments to the everyday world and embrace the enduring and eternal.
ࡶਈਕ in the seventh line means literally ‘eating to death the ultimate founder of religious law’.
A similar expression is cited in dŚĞ ZĞĐŽƌĚ ŽĨ >ŝŶũŝ (Ś͘ >ŝŶũŝůƵ͕ :Ɖ͘ ZŝŶǌĂŝƌŽŬƵ ྡࡃ) “Sangha
Instruction” noted by Iida, EĂŬĂŵƵƌĂĂŶĚ/ŬŬĂŝ. ϭϬϮ
ಕླྀɼ㟮ཋಚ๑ݡմɼୢഴणਕɽཬɼ⁌ஸสࡶɽ⁌ဢࡶɼ⁌ૉ
ࡶૈɼ⁌དࡶདɼ⁌ࡶɼ⁌ᚾࡶᚾɼ࢟ಚմ୦ɼᢝ߈ɼ
ಃ୦ࣙࡑɽ

ಕླྀɼ㟮๑ͶݡմͦΞͳཋಚͤΗͻɼୢͫਕΝण͚Ζ͞ͳഴΗɽཬͶ
͖͏Ͷ͖ͮͱɼ⁌ஸͤΗͻสͬࡶͦɽဢͶ⁌͑ͱͺΝࡶ͢ɼૉͶ⁌͑
ͱͺૉΝࡶ͢ɼདͶ⁌͑ͱͺདΝࡶ͢ɼͶ⁌͑ͱͺΝࡶ͢ɼ
ᚾͶ⁌͑ͱͺᚾΝࡶ͢ͱɼ࢟Όͱմ୦Νಚɼͳ߈ͥɼಃ୦ࣙࡑ͵Εɽ ϭϬϯ

ϭϬϮ

Iida, Rigyƃ. ^ƃƐĞŬŝ ^Śŝ-ƐŚƻ zĂŬƵ. <ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϰϵϱ͘
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p. 436.
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ. Dai /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘Ϯϵϴ͘
ϭϬϯ /ƌŝǇĂ͕zŽƐŚŝƚĂŬĂ͘Ŷ͘ZŝŶǌĂŝZŽŬƵ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϳ;Ϯϱth edition), p. 96-97.
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“Stream-ĞŶƚĞƌĞƌƐ͊ /Ĩ ǇŽƵ͛ƌĞ ƚŚŝŶŬŝŶŐ ǇŽƵ ǁĂŶƚ ƚŽ ĂƚƚĂŝŶ Ă ďĞŚŽůĚŝŶŐ ŽĨ ƌĞĂůŝƚǇ
ĂĐĐŽƌĚŝŶŐƚŽĚŚĂƌŵĂƚŚĂƚŝƐ͕ĂďĞŚŽůĚŝŶŐŽĨƌĞĂůŝƚǇĂƐŝƚƚƌƵůǇŝƐ͕ǇŽƵŵƵƐƚŶŽƚŐĞƚ
discombobulated by ƉĞƌƐŽŶƐ ŝ͘Ğ͕͘ďǇŚĞƚĞƌŽĚŽǆŵĂƐƚĞƌƐͬďǇŽƚŚĞƌƉĞƌƐŽŶƐ/by ‘the
ƉĞƌƐŽŶ͛͘ KŶ ƚŚĞ ŝŶƐŝĚĞ ǁŝƚŚŝŶ ƚŚĞ ŵŝŶĚ Žƌ ŽŶ ƚŚĞ ŽƵƚƐŝĚĞ ĞǆƚĞƌŶĂů ǀŝƐŚĂǇĂƐ͕
ǁŚĂƚĞǀĞƌ ǇŽƵ ŵĞĞƚ͕ ŝŶƐƚĂŶƚůǇ Ŭŝůů ŝƚ ŝ͘Ğ͕͘ĐƵƚ ŽĨĨ ƚŚĞ ŶŽƚŝŽŶ ŽĨ ƐŽŵĞƚŚŝŶŐ ƵƉŽŶ ƚŚĞ
moment of meetiŶŐŝƚ͘Meeting ͚ĂďƵĚĚŚĂ͕͛Ŭŝůů͚ĂďƵĚĚŚĂ͛ŝ͘Ğ͕͘ĚŽŶŽƚŵĂŝŶƚĂŝŶƚŚĞ
ŶŽƚŝŽŶŽĨ͚ĂǀŝĞǁƵŶŝƋƵĞƚŽĂďƵĚĚŚĂ͛͘DĞĞƚŝŶŐ͚ĂƉĂƚƌŝĂƌĐŚ͕͛Ŭŝůů͚ĂƉĂƚƌŝĂƌĐŚ͛ŝ͘Ğ͕͘ĚŽ
not maintain the notion of ‘a Chan-ƉĂƚƌŝĂƌĐŚ ůĞǀĞů ŽĨ ƵŶĚĞƌƐƚĂŶĚŝŶŐ͛͘ DĞĞƚŝŶŐ͚ĂŶ
ĂƌŚĂƚ͕͛ Ŭŝůů ͚ĂŶ ĂƌŚĂƚ͛ ŝ͘Ğ͕͘ ĚŽ ŶŽƚ ŵĂŝŶƚĂŝŶ ƚŚĞ ŶŽƚŝŽŶ ŽĨ ͚ĂŶ ĂƌŚĂƚ ůĞǀĞů ŽĨ
ƵŶĚĞƌƐƚĂŶĚŝŶŐ͛͘DĞĞƚŝŶŐ͚ǇŽƵƌŵŽƚŚĞƌĂŶĚĨĂƚŚĞƌ͕͛Ŭŝůů͚ǇŽƵƌŵŽƚŚĞƌĂŶĚĨĂƚŚĞƌ͛ŝ͘Ğ͕͘
ĚŽŶŽƚŵĂŝŶƚĂŝŶƚŚĞŶŽƚŝŽŶŽĨ͚ŝŐŶŽƌĂŶĐĞ͛ĂŶĚ͚ƉĂƐƐŝŽŶ͛͘DĞĞƚŝŶŐ͚ǇŽƵƌƌĞůĂƚŝǀĞƐ͕͛Ŭŝůů
͚ǇŽƵƌƌĞůĂƚŝǀĞƐ͛ŝ͘Ğ͕͘ĚŽŶŽƚŵĂŝŶƚĂŝŶƚŚĞŶŽƚŝŽŶŽĨ͚ƚŚĞŬůĞƐĂƐ͛͘/ŶƚŚŝƐŵĂŶŶĞƌĨŽƌ
the first time you will attain liberation.

ϭϬϰ

A simple version of the translation would be:
Everyone, if you want to acquire real enlightenment, you should not be deluded by
people. In both the ŝŶŶĞƌǁŽƌůĚĂŶĚŽƵƚĞƌǁŽƌůĚ͕ŬŝůůĂŶǇŽŶĞǇŽƵĐŽŵĞĂĐƌŽƐƐ͘If you
ĐŽŵĞĂĐƌŽƐƐƵĚĚŚĂ͕ŬŝůůƵĚĚŚĂ͘If ǇŽƵĐŽŵĞĂĐƌŽƐƐǇŽƵƌŽůĚƚĞĂĐŚĞƌ͕Ŭŝůůyour old
teacher. If ǇŽƵĐŽŵĞĂĐƌŽƐƐĂƌŚĂƚ͕ŬŝůůĂƌŚĂƚ͘If you come across your ƉĂƌĞŶƚƐ͕Ŭŝůůyour
parents. If ǇŽƵĐŽŵĞĂĐƌŽƐƐƌĞůĂƚŝŽŶƐ͕ŬŝůůƌĞůĂƚŝŽŶƐ͘ĨƚĞƌĚŽŝŶŐƐŽ͕ƚŚĞŶǇŽƵwill be
released from your attachment to the world. You can live your life freely and have no
boundaries.
SƃƐĞŬŝĂůƐŽŵĞŶƚŝŽŶĞĚƚŚĞrelevant part from ƚŚĞZĞĐŽƌĚŽĨ>ŝŶũŝ in his essay “ƵŶƚĞŶƚŽ'ĞŝũƵƚƐƵ” (ช
ఴͳܵढ़). SƃƐĞŬŝĞǆƉůĂŝŶƐƚŚĂƚĂƌƚŝƐƚs when they are in the ĐƌĞĂƚŝǀĞƉƌŽĐĞƐƐĐĂŶ͛ƚƚŚŝŶŬof anything

ϭϬϰ

ƌŽƵŐŚƚŽŶ͕:ĞĨĨĞƌĞǇ͘>͘ǁŝƚŚtĂƚĂŶĂďĞ͕zŽŬŽ͘dƌĂŶƐ͘dŚĞZĞĐŽƌĚŽĨ>ŝŶũŝ. EĞǁdƌĂŶƐůĂƚŝŽŶŽĨƚŚĞ>ŝŶũŝůƵŝŶƚŚĞ>ŝŐŚƚ
ŽĨdĞŶ:ĂƉĂŶĞƐĞĞŶŽŵŵĞŶƚĂƌŝĞƐ. Oxford hŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕ϮϬϭϯ, p. 59.

349
else but their creative activity and there is no room for rational meanings and worldly common sense.
SƃƐĞŬŝƐĂǇƐƚŚĂƚit is an absolute creative state of mind. ϭϬϱ
Ӫ in the same line means ‘No sign of anyone’ ĂƐ/ŬŝůůĞĚƚŚĞŵĂůů. /ŶƚŚŝƐůŝŶĞ͕^ƃƐĞŬŝǁĂŶƚĞĚƚŽ
stress that one has to be free from all prejudice and attachment in order to enter into the absolute
state of mind where everything is equal.
 ۯڑin the last line depicts ‘EŵƉƚǇƐŬǇ͕͛ĂŶĚĞǆƉƌĞƐƐĞƐďŽƚŚƚŚĞĞŶĂŶĚĂŽŝƐƚĐŽŶĐĞƉƚƐŽĨƚŚĞƚƌƵƚŚ
in an equal and indiscriminate world after abandoning all prejudices and attachments. ྼྼ in the
same line means ‘Clearly’ and ‘ ۬ݣݳReveal the enlightened one and unenlightened one’ as noted
ďǇ/ŬŬĂŝĂŶĚ/ŝĚĂ. ϭϬϲ
EĂŬĂŵƵƌĂmade a note on a recollection of one of ^ƃƐĞŬŝ’s students, DĂƚƐƵŽŬĂ Yuzuru. According to
DĂƚƐƵŽŬĂ͕^ƃƐĞŬŝ in the latter days of ŚŝƐůŝĨĞƐĂŝĚƵŶůŝŬĞƌĞůŝŐŝŽƵƐƐƉĞĐŝĂůŝƐƚƐŚĞĐŽƵůĚŶ͛ƚďĞůŝĞǀĞŝŶĂŶ
ĂůŵŝŐŚƚǇŐŽĚǁŚŽĐŽƵůĚƐĂǀĞŚƵŵĂŶŬŝŶĚ͘He ĂĚĚĞĚƚŚĂƚƚŚĞƌĞŝƐŶŽŶĞĞĚƚŽůŽŽŬĨŽƌŐŽĚĞǆƚĞƌŶĂůůǇ͕
if you are in touch with your inner world. ϭϬϳ
^ƃƐĞŬŝŝŶƚŚŝƐƉŽĞŵŵĂŬĞƐĐůĞĂƌƚŚĂƚƌĞĂĚŝŶŐďŽŽŬƐĂŶĚĨŽůůŽǁŝŶŐƚĞĂĐŚĞƌƐĚŽĞƐŶ͛ƚŚĞůƉƉĞŽƉůĞƚŽ
reach the truth, one has to find an absolute truth inside oneself by removing all worldly attachments
and prejudices.

8 October 1916
Poem 186
“No Title” ໃୌ

ϭϬϱ

^ƃƐĞŬŝĞŶƐŚƻVol.16. Iwanami ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, “ƵŶƚĞŶƚŽ'ĞŝũƵƚƐƵ”, p. 514.
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, p. 436.
Iida, Rigyƃ. ^ƃƐĞŬŝ ^Śŝ-ƐŚƻ zĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϰϵϱ͘
ϭϬϳ EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕ p. 298.
ϭϬϲ

ϯϱϬ

ٵժྀຯ఼ᛄ ժྀͶ͖ͮͱ ຯΕͶᛄΝ఼ͥΖΝٵΌΓ

ժྀ༄ॴ༱Ӥԥ ժྀ ༄Ζॴ ༱Ӥ ԥͪΚΖ

ਇྀຌཔໃ ਇྀ ຌཔ ໃ͚

ӏࠉ෫പիۯ୫ ӏࠉ͚ ෫പ͚͢ͱ ۯ୫Ͷիͤ

௪ਐษ᧱ࣨ ௪ਐ ษ͚᧱Ζ Νࣨ͏

ࠎષڗཱྀ՞ ࠎષͳ ͪڗ ͱ͘՞Νཱྀͳͤ

ϭϬϴ

dĂŬĞĚƵĞĐĂƌĞǁŚĞŶĚƌĂǁŝŶŐƚŚĞĞǇĞƐŽŶƚŚĞĚƌĂŐŽŶ͘
KŶĐĞƚŚĞĞǇĞƐŽĨƚŚĞĚƌĂŐŽŶĂƌĞĚƌĂǁŶ ŽŵŝŶŽƵƐĐůŽƵĚƐĂƉƉĞĂƌ͘
TŚĞƌĞĂƌĞ ŶŽĨŝǆĞĚĨĞĂƚƵƌĞs ŽŶĂ ƌĞĂůĚƌĂŐŽŶ͕
dŚĞ ƌĞĂůĚƌĂŐŽŶƌĞƐŝĚĞƐŝŶƚŚĞďŽƵŶĚůĞƐƐǀĂůůĞǇǁŚĞƌĞ ďůĂĐŬƌĂŝŶƐĨĂůů ĂŶĚĂƵƚƵŵŶǁŝŶĚƐďůŽǁ.
dŚĞƌĞĂƌĞ ŶŽƚĞĞƚŚŽƌ ƚƵƐŬs ŽŶĂŶǇƉĂƌƚŽĨŝƚƐ ďŽĚǇ͕
ĨƚĞƌůŽƐŝŶŐŝƚƐůŝĨĞ͕ĂĚƌĂŐŽŶƐƵĚĚĞŶůǇƌĞǀŝǀĞƐĂŶĚůŝǀĞƐĂŵŽŶŐƐƚĨŝƐŚĂŶĚƐŚĞůůĨŝƐŚ.
^ŚŝĐŚŝŐŽŶ<ŽƐŚŝ
 ٵin the first line means ‘To not do’. ժ఼ྀᛄ ŝƐƚĂŬĞŶĨƌŽŵa historical event that happened to the
painter, Zhang Seng-yao 㪐 (The date of ŚŝƐ ďŝƌƚŚ ĂŶĚ ĚĞĂƚŚ ĂƌĞ ƵŶŬŶŽǁŶͿ from ྌ (Liang
dynasty) ŶŽƚĞĚďǇ/ŬŬĂŝ ĂŶĚEĂŬĂŵƵƌĂ. ϭϬϵ Zhang was painting a dragon on the wall. Once Zhang had
painted eyes on the dragon, the dragon rose and disappeared into the heavens.

ϭϬϴ

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 438-439.
Ibid., p. 439.
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕ p͘ϯϬϬ͘

ϭϬϵ
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Iida noted that the dragon mentioned in this poem was a false poisonous dragon. ϭϭϬ ^ƃƐĞŬŝin the
first line warns not to draw eyes on the ĚƌĂŐŽŶǁŝƚŚŽƵƚƚĂŬŝŶŐĐĂƌĞ͘
༱Ӥ in the second line is ‘Ominous clouds’. This line stresses ƚŚĞĚĂŶŐĞƌŽĨƚŚĞĨĂŬĞŶĂƚƵƌĞŽĨ the
dragon in the drawing.
ਇྀ in the third line means ‘True dragon’ and ໃ ‘To not have a fixed appearance’.

ӏࠉ in the fourth line is usually in the order ࠉӏ, meaning ‘Downpour’. ෫പ in the same line is in
the order പ෫ meaning ‘Autumn wind’ and ۯ୫ the last word of the line means ‘Deserted valley’
as ŶŽƚĞĚďǇ/ŬŬĂŝĂŶĚEĂŬĂŵƵƌĂ. 111
௪ਐ in the fifth line refers to the ‘Entire body’. ᧱ means ‘Search’ and ࣨ ‘Losing nail and tuƐŬ͛͘
/ŬŬĂŝĂŶĚEĂŬĂŵƵƌĂĞǆƉůĂŝŶƚŚĂƚŝĨŝƚůŽƐĞƐĂŶĂŝůŽƌƚƵƐŬ͕the dragon dies. 112
Line three, ໃ “To not have a fixed appearance” and line five, ௪ਐษ᧱ࣨ “There are no
ƚĞĞƚŚŽƌƚƵƐŬƐŽŶĂŶǇƉĂƌƚŽĨŝƚƐďŽĚǇ͟Ăre based on Zhuangzi Chapter Seven, “a story of Hun-tun
ŚĂŽƐ”. Let us refer to the text.
dŚĞĞŵƉĞƌŽƌŽĨƚŚĞ^ŽƵƚŚ^ĞĂǁĂƐĐĂůůĞĚ^ŚƵƌŝĞĨ͕ƚŚĞĞŵƉĞƌŽƌŽĨƚŚĞEŽƌƚŚ^ĞĂǁĂƐ
ĐĂůůĞĚ,Ƶ^ƵĚĚĞŶ͕ĂŶĚƚŚĞĞŵƉĞƌŽƌŽĨƚŚĞĐĞŶƚƌĂůǁĂƐĐĂůůĞĚ,ƵŶ-ƚƵŶŚĂŽƐ͘^ŚƵĂŶĚ,Ƶ
from time to time came together for a meeting in the territory of Hun-tun, and Hun-tun
ƚƌĞĂƚĞĚƚŚĞŵǀĞƌǇŐĞŶĞƌŽƵƐůǇ͘^ŚƵĂŶĚ,ƵĚŝƐĐƵƐƐĞĚŚŽǁƚŚĞǇĐŽƵůĚƌĞƉĂǇŚŝƐŬŝŶĚŶĞƐƐ͘͞ůů
ŵĞŶ͕͟ƚŚĞǇƐĂŝĚ͕͞ŚĂǀĞƐĞǀĞŶŽƉĞŶŝŶŐƐƐŽƚŚĞǇĐĂŶƐĞĞ͕ŚĞĂƌĞĂƚ͕ĂŶĚďƌĞĂƚŚ͘Ƶƚ,ƵŶ-tun
alone doesn’t have any. Let’s trying boring him some!”

ϭϭϬ

Iida, Rigyƃ. ^ƃƐĞŬŝ ^Śŝ-ƐŚƻ zĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ <Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϱϬϭ͘
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 439.
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕ p͘ϯϬϬ͘
112 ^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 4ϰϬ͘
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕ p͘ϯϬϭ͘
111

352
Every day they bored another hole, and on the seventh day Hun-tun died 113
ೈք೯ఉᗥ丶ɽք೯ఉᗥࠎɽԟ೯ఉᗥᕔಳɽ丶ᢝࠎ࣎૮ᢝ۲ԛᕔಳ೯ஏɽᕔಳ
ଶ೯ਛવɽ丶ᢝࠎๅᕔಳ೯ಛᐎɽਕև༙ࣥ᜶ɽҐࢻᡔৱଋɽࠓᘒໃ༙ɽࢾᮕ೯ɽ
ೖᮕҲ᜶ɽࣥೖࣗᕔಳࢰɽ 114

Hun-ƚƵŶŚĂŽƐŝŶŚƵĂŶŐǌŝ͛s story is existence itself that is to say nature. Zhuangzi’s message here
is that pure nature gets destroyed by the action of human beings ǁŚŽƚŚŝŶŬƚŚĞǇĂƌĞŬŶŽǁůĞĚŐĞĂďůĞ
and contribute ƚŽŵĂŬŝŶŐƚŚŝŶŐƐďĞƚƚĞƌŝŶƚĞƌŵƐŽĨƚŚĞŝƌĨŝǆĞĚŝĚĞĂůǁŽƌůĚ͘
ࠎષ in the sixth line means ‘Suddenly’ and ཱྀڗ՞ ‘To live with fish and shellfish’, who are regarded
as being at a low level of existence. This too is a reference to Zhuangzi finding The Way in the filthiest
of things. Now, we refer to Chapter Twenty-two of the Zhuangzi, “<ŶŽǁůĞĚŐĞtĂŶĚĞƌĞĚ North”.
Master Tung-ŬƵŽŽŶŐ-ŐƵŽǌŝĂƐŬĞĚŚƵĂŶŐdǌƵ ŚƵĂŶŐǌŝ, “This thing called the
Way-ǁŚĞƌĞĚŽĞƐŝƚĞǆŝƐƚ͍͟
Chang Tsu ŚƵĂŶŐǌŝsaid, “There’s no place it doesn’t exist.”
“Come,” said Master Tung-ŬƵŽ ŽŶŐ-guŽǌŝ, “you must be more specific!”
“It is in the ant.”
͞ƐůŽǁĂƚŚŝŶŐĂƐƚŚĂƚ͍͟
“It is in the panic grass.”
͞ƵƚƚŚĂƚ͛ƐůŽǁĞƌƐƚŝůů͊͟
“It is in the tiles and shards.”
͞,ŽǁĐĂŶŝƚďĞƐŽůŽǁ͍͟

113
114

tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdǌƵ͘ŽůŽŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͕ p. 97.
&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝ. Vol.1, Asahi Shinbun ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϲ, p. 314.
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“It is in the piss and shit!”
Master Tung-ŬƵŽŽŶŐ-ŐƵŽǌŝ made no reply.
Chung Tzu ŚƵĂŶŐǌŝsaid, “Sir, your questions simply don’t get at the substance of
the matter. When Inspector Huo &ƵǌŝĂƐŬĞĚƚŚĞƐƵƉĞƌŝŶƚĞŶĚĞŶƚŽĨƚŚĞŵĂƌŬĞƚŚŽǁ
to test the fatness of a pig by pressing it with the foot, he was told that the lower
ĚŽǁŶŽŶƚŚĞƉŝŐǇŽƵƉƌĞƐƐ͕ƚŚĞŶĞĂƌĞƌǇŽƵĐŽŵĞƚŽƚŚĞƚƌƵƚŚ͘ƵƚǇŽƵŵƵƐƚŶŽƚĞǆƉĞĐƚ
to find The Way in any particular place – there is no thing that escapes its presence!
Such is the Perfect Way, and so too are the truly great words. ‘Complete,’ ‘Universal,’
‘All-inclusive’ – these three are different words with the same meaning. All point to a
single reality. 115
ཱྀڗ՞ ‘to live with fish and shellfish’ rhyme-matches with the poem by Su Shi.

ཱྀڗ՞ࣗ༓姭ࣝ ڗ՞Νཱྀͳ͢ͱ姭ࣝΝ༓ͳ͢ɼ 116

WůĂǇŝŶŐǁŝƚŚĨŝƐŚĂŶĚĚĞĞƌĂƐ ǁŝƚŚĂ ĨƌŝĞŶĚ͘
^ƃƐĞŬŝ wanted to express here that there is no superior or inferior. All exists as one. Also, the real
dragon is found ŝŶƚŚĞƉƌŽĐĞƐƐŽĨůŽŽŬŝŶŐĨŽƌƚŚĞƚƌƵƚŚ͕ŶŽƚŝŶƚŚĞĐŽŵƉůĞƚĞĚǁŽƌŬƐ͘ EĂŬĂŵƵƌĂƐĂǇƐ
this poem expresses the state of mind of being “A great fool” 117͕ǁŚŝĐŚǁĂƐĂŶŝĐŬname for ZǇƃŬĂŶ,
the poet-ŵŽŶŬ whose simplicity and purity ^ƃƐĞŬŝ greatly admired in the final period of his life.
Iida selected the comment made by one of ^ƃƐĞŬŝ͛ƐƉƵƉŝů͕DĂƚƐƵŽŬĂzƵǌƵƌƵŽŶƚŚŝƐƉŽĞŵ͘͞ŽŵƉĂƌĞĚ
ǁŝƚŚƚŚĞĨŝĞƌĐĞůŽŽŬŝŶŐĨĂŬĞĚƌĂŐŽŶŝŶƉĂŝŶƚŝŶŐ͕ƚŚĞƚƌƵĞĚƌĂŐŽŶŝƐĞǆƚƌĞŵĞůǇĞĂƐǇĂŶĚsimple, and
plays happily with ĨŝƐŚĂŶĚƐŚĞůůĨŝƐŚĂƐĨƌŝĞŶĚƐ͘dŚĞĨĂŬĞ one fancies itself to be an important dragon,
the real dragon ƐŝŶŬƐ deep to be simple. The Human world is exactly the same. At the time, ^ƃƐĞŬŝ

115

tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞŽŵƉůĞƚĞtŽƌŬƐŽĨŚĂŶŐdǌƵ͘ŽůŽŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͕ Ɖ͘ϮϰϬ241.
116 KŐĂǁĂ͕dĂŵĂŬŝ͘ΘzĂŵĂŵŽƚŽ͕<ĂǌƵǇŽƐŚŝ͘Ě͘ΘdƌĂŶƐ͘^ŽƚƃďĂ^ŚŝƐĞŶ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϭ, p. 322.
117 EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϯϬϭ͘
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had an earnest desire to find an eternal path, and this is exactly what ^ƃƐĞŬŝǁĂƐƚŚŝŶŬŝŶŐĂďŽƵƚ͘In
the past he composed poems with lines such as “I wish to be a citizen of great peace” and “The
ŚĂƉƉŝŶĞƐƐ ŽĨ ƉĞŽƉůĞ ŝƐ ƚŽ ŐƌŽǁ ŽůĚ ŶĞĂƌ ƚŚĞ ůĂŬĞ”. At this point ^ƃƐĞŬŝ had arrived at his
destination.” 118
The style of this poem is <ŽƐŚŝ with six lines and is different from the other poems which are ZŝƐƐŚŝ
with eight lines. What ^ƃƐĞŬŝ wanted to point out here is that one has to reduce one’s ego and
become simple and sincere in order to understand the truth of nature where eternal life exists. ^ƃƐĞŬŝ
wanted to exist and relate to the people, not with the authorities. ŐŽŽĚĞǆĂŵƉůĞŽĨŚŽǁ^ƃƐĞŬŝ
was as a person was an incident in the past when he turned down the offer of the title of Professor
granted by the government in 1911. He told the government by means of a letter to The Ministry of
Education on 21 February 1911 that he wanted to remain as Mr. Natsume rather than be a
Professor. 119 The government didn’t accept ^ƃƐĞŬŝΖƐdesire and the case remained unresolved. ^ƃƐĞŬŝ
wrote a series of articles about this in the ƐĂŚŝ. ϭϮϬ There are in the records, two interviews published
in the ŚƻŽ and ƐĂŚŝ Newspapers relating to this issue. 121

12 October 1916
WŽĞŵϭϵϬ
“No Title” ໃୌ

⁌䆨྅ؽԓ Ͷ䆨Ͷ⁌͏ͱ ؽԓΝ྅ͤ

֬֬ሊޛ ֬ ֬ ሊΗ͖ޛ

118

/ŝĚĂ͕ZŝŐǇƃ͘^ƃƐĞŬŝ^Śŝ-ƐŚƻ zĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϱϬϭ͘
^ƃƐĞŬŝĞŶƐŚƻVol.23. IwaŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘ϰϬϴ͘
ϭϮϬ ^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϭϲ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ, “,ĂŬĂƐĞDŽŶĚĂŝƚŽDĂƌĚŽĐƐĞŶƐĞŝƚŽzŽ”, p. 346-353.
& “,ĂŬĂƐĞDŽŶĚĂŝŶŽEĂƌŝǇƵŬŝ͕͟Ɖ͘ϯϲϬ-362.
121 ^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϱ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ, “^ŚŝŐĂŝƚŽŶĂƚƚĞ^ƵƚĞƌĂƌĞƚĂ,ĂŬĂƐĞŐƃ͕͟Ɖ͘ϰϬϯ-ϰϬϰ͘
& “ŚŽŬƵƌĞŝŶŽ<ĂŝƐŚĂŬƵŐĂĐŚŝŐĂƵ͕͟Ɖ͘ϰϬϱ-ϰϬϳ͘
119
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Ҳ༹෫Ꮰ૮ ॴܘҲ༹෫Ꮰ ૮ॴ͑ܘ

ಋ࣎ਭ݆݃ިว ಋ࣎ਭ݆ ިΕΝ݃ว

ۯड़ӵྸۯ  ड़ͤ ӵྸ

ؕҋ䤭ຍۜۆἭ ؕҋ 䤭ຍͤ ۜۆἭ

ঘݶٵҪࣆ ঘ͵Ζ ࣆΝҪΖͳٵ͑ݶΗ

ճళߨಕ੍ޙહ ళͶճ͢ͱಕΝߨ͑ͺ ੍Η͗ޙહ

122

DǇƐĞůĨĂŶĚŵǇƚĞĂĐŚĞƌŚŝƚŝƚŽĨĨǀĞƌǇǁĞůůƚŽŐĞƚŚĞƌĂŶĚďǇĐŚĂŶĐĞ/ŐƌĂƐƉĞĚƚŚĞŽƉƉŽƌƚƵŶŝƚǇ
ĨŽƌĞŶůŝŐŚƚĞŶŵĞŶƚ͘
ĐŚŝĐŬĐŽŵĞƐŽƵƚŽĨŝƚƐƐŚĞůůďǇƚŚĞƐŝŵƵůƚĂŶĞŽƵƐĂĐƚŝŽŶŽĨƚŚĞĐŚŝĐŬƉĞĐŬŝŶŐĨƌŽŵŝŶƐŝĚĞĂŶĚ
ƚŚĞƉĂƌĞŶƚĐŚŝĐŬĞŶƉĞĐŬŝŶŐĨƌŽŵƚŚĞŽƵƚƐŝĚĞ͘
ƚĨŝƌƐƚ͕ŝƚŝƐĚŝĨĨŝĐƵůƚƚŽĚŝƐƚŝŶŐƵŝƐŚǁŚĞƚŚĞƌŝƚŝƐƚŚĞĨůĂŐŽƌƚŚĞǁŝŶĚƚŚĂƚŝƐŵŽǀŝŶŐǁŚĞŶ
ĚĞďĂƚŝŶŐĂďŽƵƚƚŚĞĨůĂŐƐƚƌĞĂŵŝŶŐŝŶƚŚĞǁŝŶĚ͖ďŽƚŚŚĂƉƉĞŶĂƚƚŚĞƐĂŵĞƚŝŵĞ͘
dŚĞŵŽŽŶŝƐƌĞĨůĞĐƚĞĚŽŶĂůůǁĂƚĞƌƐƵƌĨĂĐĞƐ͕ŽŶĞŚĞĂƌƚ ŝƐĞƋƵĂůƚŽŽŶĞƚĞĂĐŚŝŶŐ͖ƚŚĞŵŽŽŶ
ĂŶĚƚŚĞŝŵĂŐĞŽĨŵŽŽŶƌĞĨůĞĐƚĞĚ ŽŶƚŚĞǁĂƚĞƌĂƌĞƚŚĞƐĂŵĞ
/ŶĨŝŶŝƚĞůŝŐŚƚŶĞƐƐďƌŝŶŐƐŽƵƚĂƐƉŝƌŝƚƵĂůƉĞƌƐŽŶ͕
^ŝůĞŶƚĚĂƌŬŶĞƐƐŚĂƐŶŽƉůĂĐĞĨŽƌƌĞĨŝŶĞĚůŝƚĞƌĂƚƵƌĞ͘
^ŵĂůůŵŝŶĚƐŵĂǇƐĂǇƚŚĂƚ/ŚĂǀĞĂďĂŶĚŽŶĞĚŝŵƉŽƌƚĂŶƚŵĂƚƚĞƌƐ͘
'ƌĂƐƉŝŶŐƚŚĞǁĂǇŽĨŚĞĂǀĞŶĂŶĚƉƵƚƚŝŶŐŝƚŝŶƚŽƉƌĂĐƚŝĐĞ͕ƚŚŝƐŝƐŵǇĞŶ͘
^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ

122

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 446.

356

⁌ at the beginning of the first line implies ‘Meet on the street’. 䆨 ŝƐƚĂŬĞŶĨƌŽŵƚŚĞĞŶŝĚŝŽŵ
and represents ƚŚĞƚŝŵĞƚŚĞĐŚŝĐŬŝƐŚĂƚĐŚŝŶŐĨƌŽŵƚŚĞƐŚĞůů͕ƚŚĞĨŝƌƐƚĐŚĂƌĂĐƚĞƌ䆨 describes ƚŚĞĐŚŝĐŬ
ƉĞĐŬŝŶŐƚŚĞƐŚĞůůĨƌŽŵŝŶƐŝĚĞĂŶĚƚŚĞƐĞĐŽŶĚĐŚĂƌĂĐƚĞƌ describes ƚŚĞŵŽƚŚĞƌƉĞĐŬŝŶŐƚŚĞƐŚĞůů
from outside. It is cited iŶƚŚĞůƵĞůŝĨf Record code 16.
ࢢ૮எɼ੍୯ಋ䆨ɽʰࢢͳͳ૮எΔͥɼ੍Η୯͖ಋ͚ͣ䆨ͤʱͳɽ 123

͞ŚŝĐŬ ĂŶĚ ŵŽƚŚĞƌ ŚĞŶ ĚŽ ŶŽƚ ŬŶŽǁ ĞĂĐŚ ŽƚŚĞƌ͖ ǁŚŽ ŝƐ ŝƚ ƚŚĂƚ ďƌĞĂŬƐ ŝŶ ĂŶĚ ďƌĞĂŬƐ ŽƵƚ
ƚŽŐĞƚŚĞƌ͍” 124
This Zen text refers to the time when the teacher is stimulating the student outwardly and the
student is being ĂǁĂŬĞŶĞĚĨŽƌĞŶůŝŐŚƚĞŶŵĞŶƚŝŶǁĂƌĚůǇ͘
The following character ྅ represents ‘To complete’ and the first line ends with ؽԓ signifying ‘A
chance to receive teaching which develops an inner ability to follow ƚŚĞƉĂƚŚŽĨƵĚĚŚĂ’ 125.
^ƃƐĞŬŝ is expressing how enlightenment happens by chance when the time is ripe and does not
necessarily ƚĂŬĞƉůĂĐĞat the monastery. It can happen at any time anywhere.
֬֬ in the second line means ‘Inside shell and outside shell’ followed by ሊޛ representing
‘Which one comes first’. The second line confirms the idea in the first line that the action occurs
simultaneously.
Ҳ༹ in the third line represents ‘Indistinguishable’ followed by ෫Ꮰ referring to a historical event
ƚĂŬĞŶĨƌŽŵĞŶƚĞǆƚ͘/ƚŝƐĐŝƚĞĚŝŶ:ŝŶ-ĚĞǌŚƵĂŶĚĞŶŐ-lu (jp. <ĞŝƚŽŬƵĞŶƚƃƌŽŬƵ, ܢಛఽ) vol. 5. It
is in the story of Great Master Huineng (jp. Enƃ, ૈܝ), the Sixth Chinese Patriarch.

123

/ƌŝǇĂ͕zŽƐŚŝƚĂŬĂ͕͘DŝǌŽŐƵĐŚŝ͕zƻǌƃ͕͘^ƵĞŬŝ͕&ƵŵŝŚŝŬŽ͕͘/ƚƃ͕&ƵŵŝŽ͘Ŷ͘,ĞŬŝŐĂŶZŽŬƵ. Vol. 1. Iwanami Shoten,
dŽŬǇŽ͕ϮϬϬϳ;ϭϯth edition), p. 226.
124 Thomas Cleary and J. C. Cleary Trans. dŚĞlƵĞůŝĨĨZĞĐŽƌĚ͘^ŚĂŵďŚĂůĂ͕ŽƐƚŽŶΘ>ŽŶĚŽŶ͕ϭϵϵϮ͕Ɖ͘ϭϬϴ͘
125 DŽƌŽŚĂƐŚŝ͕dĂŬĂƐƵŬĞ͘Ăŝ<ĂŶǁĂ:ŝƚĞŶ. Vol. 6͘dŽŬǇŽ͗ĂŝƐŚƻŬĂŶ^ŚŽƚĞŶ͕ 1991. (2nd edition), p. 555.
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KŶĞĞǀĞŶŝŶŐĂƚĚƵƐŬ,ƵŝŶĞŶŐǁĂƐƌĞƐƚŝŶŐŝŶŽŶĞŽĨƚŚĞƚĞŵƉůĞŐĂŶŐǁĂǇƐ͖ĂƐƚŚĞǁŝŶĚǁĂƐ
ƐƚŝƌƌŝŶŐƚŚĞƚĞŵƉůĞďĂŶŶĞƌ͕ŚĞŽǀĞƌŚĞĂƌĚƚǁŽŵŽŶŬƐŝŶĚŝƐĐƵƐƐŝŽŶ͕ŽŶĞƐĂǇŝŶŐ͕͚ƚŚĞďĂŶŶĞƌ
moves,’ whilst the other was saying, ’the wind moves.’ So, ŝƚǁĞŶƚŽŶ͕ďĂĐŬǁĂƌĚƐĂŶĚĨŽƌǁĂƌĚƐ͕
without them ever once agreeing. Then the master said to them, ‘Would it be permissible for
ĂŶŽƌĚŝŶĂƌǇůĂǇŵĂŶƚŽĐŽŵĞŝŶŽŶǇŽƵƌĚĞĞƉĚŝƐĐƵƐƐŝŽŶ͍YƵŝƚĞĨƌĂŶŬůǇ͕ŝƚ͛ƐŶĞŝƚŚĞƌǁŝŶĚŶŽƌ
flag that moves. What is moving is only your hearts.’

126

^ƃƐĞŬŝ in the third line is teaching us that we can argue what is right and what is wrong endlessly. It
is not the debate of deciding right and wrong which brings you enlightenment, but it is the direct
experience of the absolute truth. If your mind is busy with reasoning and not still, you can’t grasp
enlightenment.
ಋ࣎ਭ݆ ‘The Moon and the moon reflected on water are the same’ in the fourth line corresponds
to the third line, and shows the moon, or the moon reflecting its image on the water, both are the
same thing and you can see them but you can’t grasp them. It is cited in :ŝŶ-ĚĞǌŚƵĂŶĚĞŶŐ-lu (jp.
<ĞŝƚŽŬƵĞŶƚƃƌŽŬƵ, ܢಛఽ) vol. 7͕͘ŶŽƚĞĚďǇ/ŬŬĂŝĂŶĚ/ŝĚĂ͘ 127

The master then also cited Emperor Shunzong of the Tang ;ƌ͘ϴϬϱ-ϲͿĂƐŬŝŶŐŚĂŶŵĂƐƚĞƌ^Śŝůŝ͕
͚,ŽǁĐĂŶƚŚĞůŝǀŝŶŐďĞŝŶŐƐŽĨƚŚŝƐŐƌĞĂƚĞĂƌƚŚƐĞĞŝŶƚŽƚŚĞŝƌŶĂƚƵƌĞĂŶĚďĞĐŽŵĞƵĚĚŚĂ͍͛
^ŚŝůŝŚĂĚĂŶƐǁĞƌĞĚ͕͚ƵĚĚŚĂŶĂƚƵƌĞŝƐũƵƐƚůŝŬĞƚŚĞŵŽŽŶŝŶǁĂƚĞƌ– it can be seen but not
ƚĂŬĞŶŚŽůĚŽĨ͛͘ 128
It is followed by ݃ިว the meeting point of the water and the moon, signifying both are equal.

126

Whitfield, Randolph S. Trans. ZĞĐŽƌĚƐŽĨdŚĞdƌĂŶƐŵŝƐƐŝŽŶŽĨƚŚĞ>ĂŵƉ ;:ŝŶŐĚĞŚƵĂŶĚĞŶŐ>ƵͿ. Volume 2.
ŽŽŬŽŶĞŵĂŶĚ͕'ĞƌŵĂŶǇ͕ϮϬϭϱ, p. 84.
127 ^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϰϰϳ͘
/ŝĚĂ͕ZŝŐǇƃ͘^ƃƐĞŬŝ^Śŝ-ƐŚƻ zĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ <Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϱϮϬ-521.
128 Whitfield, Randolph S. Trans. ZĞĐŽƌĚƐŽĨdŚĞdƌĂŶƐŵŝƐƐŝŽŶŽĨƚŚĞ>ĂŵƉ ;:ŝŶŐĚĞŚƵĂŶĚĞŶŐ>ƵͿ. Volume 2.,
ŽŽŬŽŶĞŵĂŶĚ͕'ĞƌŵĂŶǇ͕ϮϬϭϱ, p. 184.
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ۯड़ in the fifth line means ‘The emptiness clearly reveals’. ۯ ‘The Moon light’ rhymematches with Su Shi’s poem.
ܣᓆၻར䖹 ܣᓆ ར䖹

ܺۯၻᔜླྀޭ ۯͶܺͬͱ ླྀޭͶᔜΖɽ 129

ƉŽůĞŵĂĚĞŽƵƚŽĨbay ƚƌĞĞĂŶĚĂƚŝůůĞƌŵĂĚĞĨƌŽŵŽƌĐŚŝĚs
PuŶƚŝŶŐ ƵŶĚĞƌƚŚĞDŽŽŶ͕ŵŽǀŝŶŐƚŚƌŽƵŐŚƚŚĞŵŽŽŶůŝŐŚƚ͘
Su Shi’s poem shows people travelling by boat at night holding tools made out of precious plants
guided by the moonlight. It is followed by ӵྸ representing a ‘Person with a great spirituality’.
This line expresses the spiritual journey using the image of a river, boat and moonlight. ^ƃƐĞŬŝ is
admiring people who devote and sacrifice their life to becoming spiritual beings.
The spiritual beings ^ƃƐĞŬŝmentions ŝŶƚŚŝƐůŝŶĞĂƌĞƚǁŽǇŽƵŶŐŵŽŶŬƐ͘^ƃƐĞŬŝ ŝŶǀŝƚĞĚƚǁŽŵŽŶŬƐƚŽ
ƐƚĂǇĂƚŚŝƐŚŽƵƐĞďĞƚǁĞĞŶϮϯƚŽϯϬOctober 1916. Their friendship began when one of the ŵŽŶŬƐ͕
<ŝŵƵƌĂ'ĞŶũŽ͕ǁƌŽƚĞto ^ƃƐĞŬŝabout his impression of reading one of ^ƃƐĞŬŝ͛Ɛnovels in 1914 and
ĂƐŬĞĚ^ƃƐĞŬŝto answer ďĂĐŬ͘^ƃƐĞŬŝwho was very sincere in helping earnest learners responded.
(letter dated 19 April 1914). Later on, ĂŶŽƚŚĞƌ ŵŽŶŬ also wrote to ^ƃƐĞŬŝ and continued
communicating with him by letter. ^ƃƐĞŬŝ exchanged letters with ƚŚĞŵŽŶŬƐďĞĨŽƌĞĂŶĚĂĨƚĞƌƚŚĞŝƌ
visit to his house. (LĞƚƚĞƌƐĚĂƚĞĚ͗ϮϱͬϬϵ͕ϮϲͬϬϵ͕ϭϴͬϭϬ͕ϮϬͬϭϬ͕Ϭϰͬϭϭ͕ϭϬͬϭϭ͕ϭϱͬϭϭͿ ϭϯϬ ^ƃƐĞŬŝ admired
their spirituality, a result of their devotion to meditation, although they were a lot younger than him.
ؕ ҋ in the sixth line depicts ‘DĂƌŬŶĞƐƐ ǁŚĞƌĞ ƚŚĞƌĞ ŝƐ ŶŽ ĚŝƐĐƌŝŵŝŶĂƚŝŽŶ’ therefore it means
‘Emptiness ŝŶƚŚĞǁŽƌůĚŽĨƵĚĚŚĂ͛ƐůĂǁ’ according to EĂŬĂŵƵƌĂ͕ 131 followed by 䤭ຍ meaning ‘To

129

KŐĂǁĂ͕dĂŵĂŬŝ͘ΘzĂŵĂŵŽƚŽ͕<ĂǌƵǇŽƐŚŝ͘Ě͘ΘdƌĂŶƐ͘^ŽƚƃďĂ^ŚŝƐĞŶ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϭ, p. 318-319.
^ƃƐĞŬŝĞŶƐŚƻVol.24. Iwanaŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϳ͕Ɖ͘ϱϳϯ- 589.
131 EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ. Dai /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϯϬϴ͘
ϭϯϬ
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ŬŝĐŬ͕͛ĂŶĚthe line ends with the words ۜۆἭ indicating ‘A ďŽŽŬĐŽŶƚĂŝŶŝŶŐĞůĂďŽƌĂƚĞĂŶĚďĞĂƵƚŝĨƵů
literature’.
^ƃƐĞŬŝ is stressing the fundamental belief in Zen teaching of giving importance to direct experience
ƌĂƚŚĞƌ ƚŚĂŶ ďŽŽŬ ůĞĂƌŶŝŶŐ͕ ཱིช࣊, saying that excellent literature cannot be compared to the
world of direct experience.
ঘ in the seventh line implies ‘Timidity’, followed by  ٵused as ‘Don’t’. ࣆ placed at the end of
the line means ‘A serious affair’. ঘ‘Timidity’ is used in this line to describe small minded people
with prejudices and fixed ideas. ^ƃƐĞŬŝ is confirming to the world that he has not forgotten to practice
The Way in real life.
ճళߨಕ in the last line means ‘ecoming one with heaven and understanding its principle by
practicing the way of being one with heaven’. The following words are ੍ޙહ, signifying ‘This is my
Zen’. In the last line, ^ƃƐĞŬŝ is definitively explaining that he chooses to live his life practicing The Way
by merging with heaven. This expression is coming closer to his final concept of ‘Merging with heaven,
abandoning self’, sŽŬƵƚĞŶŬǇŽƐŚŝ.
ճಕ “Encountering The Way” is explained in :ŝŶ-ĚĞǌŚƵĂŶĚĞŶŐ-lu ;ũƉ͘<ĞŝƚŽŬƵDentƃƌŽŬƵ͕ܢಛఽ
) vol. 7., noted by Iida. 132

‘Chan masters at the capital all say that one must practise Chan meditation, that if there is no
practice of Chan meditation then no one will attain liberation.’
dŚĞŵĂƐƚĞƌƌĞƉůŝĞĚ͕͚dŚĞĂŽĐŽŵĞƐĨƌŽŵƚŚĞĂǁĂŬĞŶĞĚŚĞĂƌƚ͕ƐŽǁŚĂƚǁŽƵůĚŝƚŚĂǀĞƚŽĚŽ
ǁŝƚŚŵĞĚŝƚĂƚŝŽŶ͍ƐƵƚƌĂƐĂǇƐ͕͞/ĨǇŽƵŝŵĂŐŝŶĞƚŚĞdĂƚŚĂŐĂƚĂĂƐƐŝƚƚŝŶŐŽƌůǇŝŶŐĚŽǁŶ͕ƚŚŝƐŝƐ
ǁĂůŬŝŶŐĞǀŝůǁĂǇƐ͘tŚǇ͍ĞĐĂƵƐĞŚĞŝƐǁŝƚŚŽƵƚĐŽŵŝŶŐĂŶĚŐŽŝŶŐ͕ǁŝƚŚŽƵƚďirth and death.”

132

/ŝĚĂ͕ZŝŐǇƃ͘^ƃƐĞŬŝ^Śŝ-ƐŚƻ zĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ, p. 522-523.

ϯϲϬ
This is Tathagata’s pure Chan. All dharmas are empty, this is the pure meditation of the
dĂƚŚĂŐĂƚĂ͕ ǇĞƚ ƵůƚŝŵĂƚĞůǇ ƚŚĞƌĞ ŝƐ ŶŽ ƉƌŽŽĨ ŽĨ ŝƚ͘ /Ɛ ͞ŵĞĚŝƚĂƚŝŽŶ͟ ŶŽƚ ŝƌƌĞůĞǀĂŶƚ͍ WĂůĂĐĞ
ĂƚƚĞŶĚĂŶƚ:ŝĂŶĂƐŬĞĚ͕͞tŚĞŶǇŽƵƌĚŝƐĐŝƉůĞƌĞƚƵƌŶƐ͕ƚŚĞŵƉĞƌŽƌŝƐďŽƵŶĚƚŽĂƐŬƋƵĞƐƚŝŽŶƐ͖
may the Venerable Sir be so compassionate as to point out the essential teaching on the heart.’
dŚĞŵĂƐƚĞƌƌĞƉůŝĞĚ͕͚dŚĞĂŽŝƐǁŝƚŚŽƵƚůŝŐŚƚŽƌĚĂƌŬŶĞƐƐ͖ůŝŐŚƚĂŶĚĚĂƌŬĐĂƌƌŝĞƐĂŵĞĂŶŝŶŐŽĨ
alternation. Although light and darŬĂƌĞǁŝƚŚŽƵƚĞŶĚ͕ǇĞƚƚŚĞƌĞŝƐĂŶĞŶĚ͛͘
:ŝĂŶƐĂŝĚ͕͞>ŝŐŚƚŝƐůŝŬĞŶĞĚƚŽǁŝƐĚŽŵǁŚŝůƐƚĚĂƌŬŶĞƐƐŝƐĐŽŵƉĂƌĞĚƚŽƚŚĞƉĂƐƐŝŽŶƐ͘/ĨƐŽŵĞŽŶĞ
who practises the Dao does not bring the passions to light and destroy them by wisdom then
by what means can he escape tŚĞĞŶĚůĞƐƐƌŽƵŶĚŽĨďŝƌƚŚĂŶĚĚĞĂƚŚ͍͛
The master replied, ‘To illuminate the passions with wisdom – this is the immaturity of the
Two Vehicles, the goat-cart and the deer-cart. The superior wisdom and great capacity are not
at all ůŝŬĞƚŚŝƐ͛͘
:ŝĂŶĂƐŬĞĚ͕͚tŚĂƚƚŚĞŶŝƐƚŚĞ'ƌĞĂƚsĞŚŝĐůĞ͛ƐƵŶĚĞƌƐƚĂŶĚŝŶŐŽĨůŝďĞƌĂƚŝŽŶ͍͛
dŚĞŵĂƐƚĞƌĂŶƐǁĞƌĞĚ͕͚dŚĞŶĂƚƵƌĞŽĨĂǁĂŬĞŶŝŶŐĂŶĚŝŐŶŽƌĂŶĐĞŝƐŶŽƚƚǁŽ͘dŚŝƐŶĂƚƵƌĞŶŽƚ
being two is the True Nature. Now the True Nature does not decrease in the foolish nor does
it increase in the wise; it abides in the passions yet is not confused, lives in the depths yet is
not quiescent. Neither temporary nor permanent, nor coming or going, it is not in the middle,
outside or inside. It is not born, does not die, and the characteristic of this Nature is Suchness.
Ever abiding and changeless, it is called Dao.’ 133
In short, an ĂǁĂŬĞŶĞĚ ŚĞĂƌƚ ŽĨ ĞŵƉƚŝŶĞƐƐ ŝƐ the nature of Dao. Meditation is a process to attain
emptiness and not the end result. According to one of ^ƃƐĞŬŝ’s students, MatsuŽŬĂ͕^ƃƐĞŬŝ had said
that he had reached the state of mind he called, sŽŬƵƚĞŶ ŬǇŽƐŚŝ, ‘Merging with the heaven,
abandoning self’. ^ƃƐĞŬŝ explains that some people use other expressions to describe this concept. It

133

Whitfield, Randolph S. Trans. ZĞĐŽƌĚƐŽĨdŚĞdƌĂŶƐŵŝƐƐŝŽŶŽĨƚŚĞ>ĂŵƉ ;:ŝŶŐĚĞŚƵĂŶĚĞŶŐ>ƵͿ. Volume 2.,
ŽŽŬŽŶĞŵĂŶĚ͕'ĞƌŵĂŶǇ͕ϮϬϭϱ, p. 86-87.
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is a state of mind similar to the abandoning of the ordinary small self and transcending to the higher
self, although it can’t be described through using words. 134

1 November 1916
WŽĞŵϮϬϱ
ฌॉ݆ɼ༪ɼҟݫહਕࡠɽӿҲೖɼݡปؔॶՄਦɼࠎڷɽ೭ҟܖಌ
હਕபᓾࡠনҲהɼഓҐ੶್ࢀɽஎહਕण༪ଅ൳ɽ

ฌॉ݆ɼ༪ɼݫહਕҟͶΝࡠΖɽӿ͓ͱҲೖɼปؔͶՄ͚Ζॶਦ
Νͱݡɼͬࠎڷͤɽ೭ͬܖಌહਕҟͶᓾΝப͘ͱɼনҲהΝࡠΕɼഓͤΖ
Ͷ੶್ࢀΝҐͱͤɽહਕɼ༪ଅΝण͚ΖΏ൳ΏΝஎΔ͡Ζ͵Εɽ

KĐƚŽďĞƌƚŚĞǇĞĂƌŽĨƚŚĞ&ŝƌĞƌĂŐŽŶ;ϭϵϭϲͿ͕/ƉĂŝŶƚĞĚa ďĂŵďŽŽĨŽƌƚŚĞ ŵŽŶŬ'ĞŶũƃ (ݫ

Ϳ͘ EĞǆƚ ĚĂǇ͕ / ĨŽƵŶĚ ŝŶƐƉŝƌĂƚŝŽŶ ďǇ ůŽŽŬŝŶŐ Ăƚ a ƉĂŝŶƚŝŶŐ ŽŶ ƚŚĞ ǁĂůů ŝŶ ƚŚĞ ĂůĐŽǀĞ͘
/ŵŵĞĚŝĂƚĞůǇ͕ / ƉŝĐŬĞĚ ƵƉ my ďƌƵƐŚ ƚŽ ĚŽ Ă ƉĂŝŶƚŝŶŐ ĨŽƌ ƚŚĞ ŵŽŶŬ <ĞŝĚƃ (ܖಌͿ͕ ĂŶĚ
ƉĂŝŶƚĞĚa ƉŝŶĞƚƌĞĞĂŶĚƉůĂĐĞĚĂĐŽƵƉůĞŽĨƐƚŽŶĞƐƵŶĚĞƌŶĞĂƚŚŝƚ͘/ĚŽŶ͛ƚŬŶŽǁǁŚĞƚŚĞƌ
ƚŚĞĞŶŵŽŶŬǁŝůůĂĐĐĞƉƚƚŚŝƐƉĂŝŶƚŝŶŐŽƌŶŽƚ͘
܇իҲԃ ܇ͺիͤ Ҳԃ

ޙඵনԾ੶ ޙͺඵ͚ নԾ੶

ݶճહ ͑ݶΗ હΝճͦͥͳ

134

/ŝĚĂ͕ZŝŐǇƃ͘^ƃƐĞŬŝ^Śŝ-ƐŚƻzĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϱϮϯ͘

DĂƚƐƵŽŬĂ͕zƵǌƵƌƵ͘SƃƐĞŬŝ^ĞŶƐĞŝ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϯϰ͕Ɖ͘Ϯϭϰ͘
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੍ͳݫ ٮྜྷࢃ੍ݫΗ ࢃྜྷٮ
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zŽƵƐůĞĞƉǁŝƚŚŝŶƚŚĞ ĐŝƌĐůĞ ŽĨa ŵŽŶĂƐƚŝĐĨĂŵŝůǇ͘
/ĂŵĚƌĂǁŝŶŐƚŚĞƐƚŽŶĞƐǁŚŝĐŚůŝĞ ƵŶĚĞƌƚŚĞƉŝŶĞƚƌĞĞ͘
zŽƵŵĂǇƐĂǇ/ĚŽŶ͛ƚƵŶĚĞƌƐƚĂŶĚĞŶ͕
/ĨĞĞůŝƚƐƵŝƚƐŵĞƚŽůŝǀĞŝŶƚŚĞŵŽƵŶƚĂŝŶƐ͕ĨĂƌĂǁĂǇĨƌŽŵƚŚĞǁŽƌůĚ͘
'ŽŐŽŶĞŬŬƵ
This is a poem SƃƐĞŬŝĐŽŵƉŽƐĞĚĨŽƌŽŶĞŽĨƚŚĞŵŽŶŬƐwho visited his house, whom we discussed in
the previous poem.
ի in the first line represents ‘Sleep’, followed by Ҳԃ indicating ‘Within a ĐŝƌĐůĞ͛ǁŚŝĐŚŝƐƚĂŬĞŶ

from a Zen text, The ůƵĞůŝĨĨ Record code 69 ŶŽƚĞĚďǇ/ŬŬĂŝ. 136
ࢺ࿑ɼೈચԛஏժҲԃ૮Ӣɼಕಚଊڊ

࿑ͶࢺΕɼೈચɼஏͶҲͯԃ૮Νժ͏ͱӢ͚ɼʰಕ͏ಚΗͻଊ͖ͬڊΞʱ
137

When they got halfway there, Nan Ch’uan drew a circle on the ground and said, “If
ǇŽƵĐĂŶƐƉĞĂŬ͕ƚŚĞŶůĞƚ͛ƐŐŽŽŶ͘͟ 138
At the beginning of this poem ^ƃƐĞŬŝ addresses Ă ŵŽŶŬ͘ dŚŝƐ ŝƐ Ă ƉĞƌƐŽŶĂů ƉŽĞŵ ǁŚŝĐŚ ^ƃƐĞŬŝ
ĚĞĚŝĐĂƚĞĚ ƚŽ Ă ŵŽŶŬ͘ ^ƃƐĞŬŝ uses the characters for a circle (Ҳԃ) to signify a monastic life and

135

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕ p. 469-ϰϳϬ͘
Ibid., p. 471.
137 Iriya͕zŽƐŚŝƚĂŬĂ͕͘DŝǌŽŐƵĐŚŝ͕zƻǌƃ͕͘^ƵĞŬŝ͕&ƵŵŝŚŝŬŽ͕͘/ƚƃ͕&ƵŵŝŽ͘Ŷ͘,ĞŬŝŐĂŶZŽŬƵ. Vol. 2. Iwanami Shoten,
dŽŬǇŽ͕ϮϬϬϱ;ϵth edition), p. 325.
138 Cleary, Thomas & Cleary, J. T. Trans. dŚĞůƵĞůŝĨĨZĞĐŽƌĚ͘^ŚĂŵďŚĂůĂWƵďůŝĐĂƚŝŽŶƐ͕/ŶĐ͘ŽƐƚŽŶ͕
Massachusetts, 1977, p. 386.
136
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“People of one house”. There is another example which confirms this in dŚĞ ZĞĐŽƌĚŽĨdƌĂŶƐŵŝƐƐŝŽŶ
ŽĨƚŚĞ>ĂŵƉ ŽŽŬ&ŽƵƌϱϯŶŽƚĞĚďǇ/ŝĚĂ͘
ഇૈ ਕΝ͢ͱॽΝૻΕͱ౺Δ͢ΌɼॽͶҲԃ૮Νࡠ͜Ε
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WĂƚƌŝĂƌĐŚDĂ;DĂǌƵ͕:ĂƉĂŶĞƐĞ͗ĂƐŽ͕ϳϬϳ-788 CE) ŽŶĐĞƐĞŶƚƐŽŵĞŽŶĞƚŽĚĞůŝǀĞƌĂůĞƚƚĞƌƚŽ
ƚŚĞŵĂƐƚĞƌ͘KŶďƌĞĂŬŝŶŐƚŚĞƐĞĂůŚĞƐĂǁƚŚĂƚƚŚĞůĞƚƚĞƌǁĂƐĂĚƌĂǁŝŶŐŽĨĂŶĞŵƉƚǇĐŝƌĐůĞ͘ ϭϰϬ
The second line simply explains what ^ƃƐĞŬŝ painted for the ŵŽŶŬ which is a pine tree and stones
placed at the bottom of tree. It is said that you are enlightened if you ŬŶŽǁƚŚĞŵĞĂŶŝŶŐŽĨ a pine
tree growing on top of stones. We already ŬŶŽǁthe meaning of ‘Planting a pine tree’ ࡁন discussed
in poem 144 in this Chapter. ^ƃƐĞŬŝ is telling us that the ŵŽŶŬŝƐan enlightened one by his choice of
subject matter in his painting.
ճ in the third line means ‘To not understand’ ŶŽƚĞĚďǇ/ŬŬĂŝ͕ 141 and ^ƃƐĞŬŝ is saying about himself
that he is a lay man and so people may ƚŚŝŶŬhe doesn’t understand Zen.
 ੍ݫin the last line is a reference from Zen. It is cited in dŚĞZĞĐŽƌĚŽĨ>ŝŶũŝ (ྡࡃ ़ࣖ).

ಕླྀɼৼ๑ໃܙɼ௪ؑॉ๏ɽࡑءᐎݡɼࡑࣘᐎซɼࡑඕ㰔ߵɼࡑɼࡑ
घࣧଌɼࡑଏӣɽຌ੍ҲɼᗥɽҲৼعໃɼ႖մ୦ɽ

ಕླྀɼৼ๑ͺͱ͚͢͵ܙɼॉ๏Ͷ௪ؑͤɽءͶࡑͮͱͺͳݡᐎ͏ɼࣘͶࡑͮ
ͱͺซͳᐎ͏ɼඕͶࡑͮͱͺߵΝ㰔͙ɼͶࡑͮͱͺ͢ɼघͶࡑͮͱͺ

139

/ŝĚĂ͕ZŝŐǇƃ͘^ƃƐĞŬŝ^Śŝ-ƐŚƻ zĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϱϳϭ͘;ƋƵŽƚĞƚĂŬĞŶĨƌŽŵZĞĐŽƌĚŽĨ
dƌĂŶƐŵŝƐƐŝŽŶŽĨƚŚĞ>ĂŵƉ ŽŽŬ&ŽƵƌϱϯͿ.
ϭϰϬ
Whitfield, Randolph S. Trans. ZĞĐŽƌĚƐŽĨdŚĞdƌĂŶƐŵŝƐƐŝŽŶŽĨƚŚĞ>ĂŵƉ ;:ŝŶŐĚĞŚƵĂŶĚĞŶŐ>ƵͿ. Volume 2.,
ŽŽŬŽŶĞŵĂŶĚ͕'ĞƌŵĂŶǇ͕ϮϬϭϱ͕Ɖ͘ϱϬ͘
141 ^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕Ɖ͘ϰϳϭ͘
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ࣧଌ͢ɼଏͶࡑͮͱͺӣͤɽຌͳ੍Ҳɼ͖ΗͱͳҟΖɽҲৼ
عͶໃ͵ΗͻɼॴͶմ୦ͤɽ 142

Stream-enterers͊DŝŶĚĚŚĂƌŵĂƚƌƵĞŵŝŶĚͬďƵĚĚŚĂŵŝŶĚͬŽŶĞŵŝŶĚŝƐ formless and
pervades the ten directions. In the eye it is called seeing in the ear it is called hearing;
ŝŶƚŚĞŶŽƐĞ͕ƐŵĞůůŝŶŐ͖ŝŶƚŚĞŵŽƵƚŚ͕ƐƉĞĂŬŝŶŐ͖ŝŶƚŚĞŚĂŶĚ͕ŐƌĂƐƉŝŶŐ͖ĂŶĚŝŶƚŚĞĨĞĞƚ͕
ǁĂůŬŝŶŐ Žƌ ƌƵŶŶŝŶŐ͘ ƚ ƚŚĞ ŽƵƚƐĞƚ ƚŚŝƐ ŽŶĞ ƐƉŝƌŝƚ-ďƌŝŐŚƚŶĞƐƐ the one buddha
nature/one mind, in the manner of a sleight-of-ŚĂŶĚ ƐĞĞŵƐ ƚŽ ĚŝǀŝĚĞ ŝŶƚŽ ƚŚĞ Ɛŝǆ
ĐĂƵƐĂů ĐŽŵďŝŶĂƚŝŽŶƐ ŝ͘Ğ., the six sense organs that come into being due to the
ĐŽŵŝŶŐƚŽŐĞƚŚĞƌŽĨĐĂƵƐĞƐĂŶĚĐŽŶĚŝƚŝŽŶƐ͘dŚŝƐŽŶĞŵŝŶĚŝƐŶŽŵŝŶĚ͘ǀĞƌǇƉůĂĐĞ is
liberation. 143
<Ăƚƃ dedicated one chapter to the interpretation of ੍ݫ, which can be translated as ‘Once it was …’
or ‘It is originally…’. <Ăƚƃ says that its meaning in this case is ‘It is originally…’. He explains that these
characters refer to a famous Zen teaching, “All things come from nothingness” (ຌཔໃҲ).

144

ƉƉůǇŝŶŐ<Ăƚƃ’s interpretation, SƃƐĞŬŝŝƐƐĂǇŝŶŐ‘/ĂŵŶŽƚĂĞŶŵŽŶŬ͕ďƵƚ/come from nothingness’.
The following words ࢃྜྷ ٮmean ‘A hermit’. According to Zhuangzi, ࢃྜྷ ‘The bamboo forest in the
mountain’ is the place where the recluse resides ŶŽƚĞĚďǇzŽƐŚŝŬĂǁĂ. 145 In Zhuangzi’s text, it is cited
ŝŶŚĂƉƚĞƌdǁŽ͕͞ŝƐĐƵƐƐŝŽŶŽŶDĂŬŝŶŐůůdŚŝŶŐƐƋƵĂů͘͟/ƚŝƐthe part when the teacher explains to
ŚŝƐƉƵƉŝůĂďŽƵƚƚŚĞƉŝƉŝŶŐŽĨƚŚĞ,ĞĂǀĞŶ͘͞ĂŶ͛ƚǇŽƵŚĞĂƌƚŚĞŵ͕ůŽŶŐĚƌĂǁŶŽƵƚ͍/ŶƚŚĞŵŽƵŶƚĂŝŶ
forests that lash and sway, there are huge trees a hundred spans around with hollows and opening
ůŝŬĞŶŽƐĞƐ͕ůŝŬĞŵŽƵƚŚƐ͕ůŝŬĞĞĂƌƐ͕ůŝŬĞũƵŐƐ͕ ůŝŬĞĐƵƉƐ͕ůŝŬĞŵŽƌƚĂƌƐ͕ůŝŬĞƌŝĨƚƐ͕ůŝŬĞƌƵƚƐ͘͟ 146

142

/ƌŝǇĂ͕zŽƐŚŝƚĂŬĂ͘Ŷ͘ZŝŶǌĂŝZŽŬƵ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϳ;Ϯϱth edition), p. 39-ϰϬ͘
ƌŽƵŐŚƚŽŶ͕:ĞĨĨĞƌĞǇ͘>͘ǁŝƚŚtĂƚĂŶĂďĞ͕zŽŬŽ͘dƌĂŶƐ͘dŚĞZĞĐŽƌĚŽĨ>ŝŶũŝ. A New Translation of the Linjilu in
ƚŚĞ>ŝŐŚƚŽĨdĞŶ:ĂƉĂŶĞƐĞĞŶŽŵŵĞŶƚĂƌŝĞƐ͘KǆĨŽƌĚhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕ϮϬϭϯ͕Ɖ͘ϰϬ͘
144 <Ăƚƃ͕:ŝƌƃ. ^ƃƐĞŬŝƚŽ<ĂŶƐŚŝ͘<ĂŶƌŝŶ^ŚŽďƃ͕dŽŬǇŽ͕ϮϬϬϰ, p. 278-298.
145 zŽƐŚŝŬĂǁĂ͕<ƃũŝƌƃ͘^ƃƐĞŬŝ^ŚŝŚƻ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ, p. 298.
146 tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞĐŽŵƉůĞƚĞǁŽƌŬƐŽĨŚƵĂŶŐdǌƵ͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ, p. 36.
143
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ࢃྜྷ‘ ٮHermit’ rhyme-matches with RyƃŬĂŶ͛ƐƉŽĞŵ͘/ŶZǇƃŬĂŶ͛ƐƉŽĞŵ͕࢞ is used instead of ;ٮ
both mean ‘Person’. dƃŐƃĂůƐŽĐŽŶĨŝƌŵƐƚŚĂƚ ࢃྜྷ࢞ ‘Hermit who lives deep in a mountain’ is cited
in Zhuangzi.
ݫඉࢃྜྷ࢞ ྜྷࢃ ݫ࢞Ͷඉͥ

୯ׯச ୯͖ׯͱ͓ͶசͦΞɽ 147

KƌŝŐŝŶĂůůǇ͕/was ŶŽƚĂƉĞƌƐŽŶǁŚŽůŝǀĞs ĂƐĂƌĞĐůƵƐĞĚĞĞƉŝŶƚŚĞŵŽƵŶƚĂŝŶ͘
/ŶĞǀĞƌĚƌĞĂŵĞĚŽĨďĞĐŽŵŝŶŐĂŐŽǀĞƌŶŵĞŶƚŽĨĨŝĐŝĂů͘
In this line, ^ƃƐĞŬŝ sincerely confirms ƚŚĂƚŚĞŝƐƐĞĞŬŝŶŐƐƉŝƌŝƚƵĂůŝƚǇĂŶĚŝƐƉƌĂĐƚŝĐŝŶŐƚŚĞǁĂǇ, although
he is not a specialist. We recall that ^ƃƐĞŬŝwent to a Zen temple when he was a student at University.
Here, it can be interpreted that ^ƃƐĞŬŝ is hinting at the syncretism of Zen and Daoism. It is a simple
and pure poem composed ĨŽƌĂŵŽŶŬĨƌŝĞŶĚŝŶǁŚŝĐŚŚĞƐƉĞĂŬƐdirectly from the heart about his
beliefs.

19 November 1916
WŽĞŵϮϬϳ
“No Title” ໃୌ

۬ೋ౺ࢦೋ ۬ ౺Εೋ͚ ࢦ Εೋ͢

ޔॉॡवॢଋఖ ޔॉॡव ॢଋఖ

؏ಕໃݶୠ੫ ಕΝ؏ΖͶ ݶໃ͚͢ͱ ୠͫ੫ͶΕ

147

dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ě͘ZǇƃŬĂŶĞŶƐŚƻ. Vol. 1. dŽŬǇŽ^ŽŐĞŶ ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͕Ɖ͘Ϯϴϳ-288.
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፩ࢽ༙ۡಢٽੜ ࢽΝ፩ΖͶ ༙ۡΕͱ ಢΕੜΝٽ

ళڊӤӪ ͪΖళ ڊӤӪ

ថថ෫ཚཁ ថថͪΖ෫ ཚཁ

ࠎؕݡ૯ڑപ ࠎͬݡΖ ؕ૯ ڑപ

౨ࢃ݆ड़ൔߒ ౨ࢃ ݆ड़Ͳͱ ൔߒ Δ͖͵Ε

148

/ƚŝƐŚĂƌĚƚŽƌĞĂĐŚƚŚĞƐƚĂƚĞŽĨĂŐƌĞĂƚ ĨŽŽů͘
&ŝĨƚǇǇĞĂƌƐŚĂǀĞƉĂƐƐĞĚĂǁĂǇƐŽƋƵŝĐŬůǇǁŝƚŚŽƵƚĂĐĐŽŵƉůŝƐŚŝŶŐŵǇŝŶƚĞŶƚŝŽŶƐ͘
/ĞǆƉĞƌŝĞŶĐĞTŚĞtĂǇƐŝƚƚŝŶŐŝŶƐŝůĞŶĐĞ͘
/ƐĞĞŬŽŶůǇƉƵƌŝƚǇŝŶŵǇƉŽĞƚƌǇ͘
/ĨŽůůŽǁƚŚĞŵŽǀŝŶŐĐůŽƵĚƐƚŽƚŚĞĞŶĚŽĨŚĞĂǀĞŶ͕
/ůŝƐƚĞŶƚŽƚŚĞƉŝƉŝŶŐƐŽƵŶĚŽĨĨĂůůŝŶŐůĞĂǀĞƐďůŽǁŶŽĨĨƚŚĞƚƌĞĞƐďǇƚŚĞǁŝŶĚ͘
/ŶŽƚŝĐĞĂĨĂŝŶƚůŝŐŚƚĐŽŵŝŶŐƚŚƌŽƵŐŚƚŚĞǁŝŶĚŽǁ͕
/ƌĞĂůŝƐĞƚŚĞŵŽŽŶŝƐƵƉŽǀĞƌƚŚĞĂƐƚĞƌŶDŽƵŶƚĂŝŶĂŶĚ ŝƐƐŚŝŶŝŶŐŽŶ ŚĂůĨŽĨƚŚĞƌŝǀĞƌ.
۬ in the first line represents ‘A great fool’. The Great Fool RyƃŬĂŶ is the ŵŽŶŬ ZǇƃŬĂŶ’s name as
we have said before. tĞŬŶŽǁĂůƌĞĂĚǇƚŚĂƚ^ƃƐĞŬŝ showed a strong admiration for RyƃŬĂŶ͛ƐǁŽƌŬƐ
in his final period. These characters also appear in Chapter Twelve of Zhuangzi’s, “Heaven and Earth”.
However, EĂŬĂŵƵƌĂŶŽƚĞĚƚŚĂƚ^ƃƐĞŬŝ is addressing RyƃŬĂŶ͕and not referring to Zhuangzi. 149 We
refer to Zhuangzi’s text

148
149

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕Ɖ͘ϰϳϰ͘
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ. Dai /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͕Ɖ͘ϯϯϬ͘
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in Chapter Twelve of “Heaven and Earth”.
எଘ۬ंɽඉ۬ɽ ଘ۬ΝஎΖंͺɼ۬Ͷඉ͡Ζ͵Εɽ ϭϱϬ

,ĞǁŚŽŬŶŽǁƐŚĞŝƐĂĨŽŽůŝƐŶŽƚƚŚĞďŝŐŐĞƐƚĨŽŽů. 151
This study agrees ǁŝƚŚEĂŬĂŵƵƌĂƚŚĂƚ͚dŚĞŐƌĞĂƚĨŽŽů͛ŚƵĂŶŐǌŝĚĞƐĐƌŝďĞƐŚĞƌĞŝƐŶŽƚ͚The great fool’
SƃƐĞŬŝŝƐƚĂůŬŝŶŐĂďŽƵƚ in this poem.
/ŬŬĂŝĂŶĚ/ŝĚĂŶŽƚĞĚƚŚĂƚ‘The great fool’ is addressed to RyƃŬĂŶ and his friend from his university
days, Yoneyama Yasusaburƃ (ธࢃ҈ࢀ, 1869-97). 152 Yoneyama who called himself Mountain
Hermit the Great Fool (۬ࢃਕ) had a significant influence on SƃƐĞŬŝ͛ƐůŝĨĞ;ƚŚis study ƚĂůŬĞĚĂďŽƵƚ
him in the first chapter) but unfortunately died at a young age. SƃƐĞŬŝǁƌŽƚĞĂďŽƵƚŚŝŵin 1889 in
part 24 of his collection of ŬĂŶƐŚŝ writing, the travelogue, ŽŬƵƐĞƚƐƵƌŽŬƵ (  ᷴ  ). SƃƐĞŬŝ
commented that Yoneyama didn’t have any attachment to worldly things. He went to a Zen temple,
read Zen texts and ƚĂůŬĞĚĂďŽƵƚĞŶ. At the point where SƃƐĞŬŝĚĞƐĐƌŝďĞĚzŽŶĞǇĂŵĂas sometimes
playing ǁŝƚŚǇŽƵŶŐĐŚŝůĚƌĞŶĐĂƚĐŚŝŶŐĐŝĐĂĚĂƐ͕^ŚŝŬŝŵĂĚĞĂĐŽŵŵĞŶƚĂƌǇ saying that “It is impossible
ƚŽďĞůŝŬĞĂ'ƌĞĂƚ&ŽŽů͟ (۬Ն ٶ۬ٶՆ͖Δͥ). 153 SƃƐĞŬŝwhen writing about fifty years
ŽĨŚŝƐůŝĨĞŝŶƉŽĞŵϮϬϳwas recalling ^ŚŝŬŝĂŶĚzŽŶĞǇĂŵĂďŽƚŚŽĨǁŚŽŵhad a significant influence on
his ƚŚŽƵŐŚƚ͘/ŬŬĂŝ and Iida’s commentary on SƃƐĞŬŝĂĚĚƌĞƐƐŝŶŐRyƃŬĂŶand Yƃneyama when he said
‘The great fool’ ۬, is very convincing.

However, we can’t dismiss ŚƵĂŶŐǌŝĐŽŵƉůĞƚĞůǇ͘zŽƐŚŝŬĂǁĂƐĂŝĚƚŚĂƚƚŚĞŝĚĞĂŽĨ͚The great fool’ 
۬ originally came from Zhuangzi. 154 Iida also explained that ‘The great fool’ ۬ in this line also

ϭϱϬ

&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝvol.2. Asahi Shinbun ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϲ͕ Ɖ͘ϮϬϴ͘
tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞĐŽŵƉůĞƚĞǁŽƌŬƐŽĨŚƵĂŶŐdǌƵ͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ, p. 139.
152 ^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕Ɖ͘ϰϳϰ-475.
Iida, Rigyƃ. ^ƃƐĞŬŝ ^Śŝ-ƐŚƻ zĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ <Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϱϴϬ͘
153 ^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕Ɖ͘ϱϰϰ-545.
154 zŽƐŚŝŬĂǁĂ͕<ƃũŝƌƃ͘^ƃƐĞŬŝ^ŚŝŚƻ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ͕Ɖ͘ϯϬϬ͘
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included the meaning from Zhuangzi of “The usefulness of useless”. Let us refer to one example of
“The usefulness of useless” from Zhuangzi. It is Zhuangzi Chapter One, “Free and Easy Wandering”.
Hui Tzu said to ŚƵĂŶŐdǌƵ͕͞/ŚĂǀĞĂďŝŐƚƌĞĞŽĨƚŚĞŬŝŶĚŵĞŶĐĂůůƐŚƵ͘/ƚƐƚƌƵŶŬŝƐƚŽŽ
gnarled and bumpy to apply a measuring line to, its branches too bent and twisty to match up
to a compass or square. You could stand it by the road and no carpeŶƚĞƌǁŽƵůĚůŽŽŬĂƚŝƚƚǁŝĐĞ͘
zŽƵƌǁŽƌĚƐ͕ƚŽŽ͕ĂƌĞďŝŐĂŶĚƵƐĞůĞƐƐ͕ĂŶĚƐŽĞǀĞƌǇŽŶĞĂůŝŬĞƐƉƵƌŶƐƚŚĞŵ͊͟
Chuang Tzu said, “Maybe you’ve never seen a wildcat or a weasel. It crouches down and
hides, watching for something to come along. It leaps and races east and west, not hesitating
to go high or low- ƵŶƚŝůŝƚĨĂůůƐŝŶƚŽƚŚĞƚƌĂƉĂŶĚĚŝĞƐŝŶƚŚĞŶĞƚ͘dŚĞŶĂŐĂŝŶƚŚĞƌĞ͛ƐƚŚĞǇĂŬ͕ďŝŐ
as a ĐůŽƵĚĐŽǀĞƌŝŶŐƚŚĞƐŬǇ͘/ƚĐĞƌƚĂŝŶůǇŬŶŽǁƐŚŽǁƚŽďĞďŝŐ͕ƚŚŽƵŐŚŝƚĚŽĞƐŶ͛ƚŬŶŽǁŚŽǁƚŽ
catch rats. Now you have this big tree and you’re distressed because it’s useless. Why don’t
you plant it in Not-Even-ŶǇƚŚŝŶŐsŝůůĂŐĞ͕ŽƌƚŚĞĨŝĞůĚŽĨƌŽĂĚ-and-ŽƵŶĚůĞƐƐ͕ƌĞůĂǆĂŶĚĚŽ
ŶŽƚŚŝŶŐďǇŝƚƐƐŝĚĞ͕ŽƌůŝĞĚŽǁŶĨŽƌĂĨƌĞĞĂŶĚĞĂƐǇƐůĞĞƉƵŶĚĞƌŝƚ͍ǆĞƐǁŝůůŶĞǀĞƌƐŚŽƌƚĞŶŝƚƐ
life, nŽƚŚŝŶŐĐĂŶĞǀĞƌŚĂƌŵŝƚ͘/ĨƚŚĞƌĞ͛ƐŶŽƵƐĞĨŽƌŝƚ͕ŚŽǁĐĂŶŝƚĐŽŵĞƚŽŐƌŝĞĨŽƌƉĂŝŶ͍͟ 155
Zhuangzi is saying that although it may be useless from the viewpoint of the ordinary world, the
useless tree can be planted in Not-Even-Anything Village where everything is equal, and one can lay
down under the tree and have a free and easy time. ĞĂƌŝŶŐ in mind Zhuangzi’s text, the meaning of
‘The great fool’ in SƃƐĞŬŝ͛ƐƉŽĞŵŝƐa person who is regarded as useless in the ordinary world. hŶůŝŬĞ
other people this person has no attachment to and interest in worldly desires, but instead lives a free
life following the Way in “Not-Even-Anything Village”.
We can also recall that ^ƃƐĞŬŝ described his favourite flower, the japonica, as a fool in his novel
<ƵƐĂŵĂŬƵƌĂwhich we examined in Chapter Two of this study.
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tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞĐŽŵƉůĞƚĞǁŽƌŬƐŽĨŚƵĂŶŐdǌƵ. Columbia University Press, New zŽƌŬ͕ϭϵϲϴ, p. 35.
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The following characters ೋ౺ࢦೋ meaning ‘Difficult to attain and difficult to become’ can be
understood by ůĞƚƚĞƌƐŚĞǁƌŽƚĞƚŽƚǁŽŵŽŶŬƐ noted by IŬŬĂŝ. 156 ^ƃƐĞŬŝ wrote in a letter to ŽŶĞŵŽŶŬ
who visited him, GĞŶũƃ, on ϭϬEŽǀĞŵďĞƌƚŚĂƚŚĞǁŽƵůĚĂƚƚĂŝŶƚŚĞǁĂǇusing his own methods and
using his own capabilities. 157 ^ƃƐĞŬŝ also wrote a letter five days laƚĞƌĂĚĚƌĞƐƐĞĚƚŽĂŶŽƚŚĞƌŵŽŶŬ͕
<eidƃ, saying he was a fool who at the age of fifty years old had an inner urge to acquire The Way
and he was astounded by the long passage of time required to attain the truth. 158
^ƃƐĞŬŝ is telling us in line one that it is difficult to ďĞĐŽŵĞĂƉĞƌƐŽŶůŝŬĞhis friend Yoneyama, RyƃŬĂŶ,
ĞŶŵŽŶŬƐĂŶĚĂŽŝƐƚƐĂŐĞƐwho attained an absolute truth.
ޔॉॡव in the second line means ‘Fifty years that he has lived his life’. ॢଋ is the phrase ‘A short
ƚŝŵĞůŝŬĞŽŶĞďůŝŶŬĂŶĚŽŶĞďƌĞĂƚŚ͛͘^ƃƐĞŬŝis stating that he is fifty years old now and feels his life
has passed in a second.
؏ಕ in the third line is ‘Searching for the truth’ followed by ໃݶୠ੫, ‘Entering into a state of
quietness without words’. ^ƃƐĞŬŝwent to ƉƌĂĐƚŝĐĞĞŶĂƚŶŬĂŬƵ-ũŝŝŶ<ĂŵĂŬƵƌĂŝŶŚŝƐǇŽƵƚŚ on the
recommendation of Yoneyama. During his illness at Shuzen-ji, ^ƃƐĞŬŝ reencountered the world of
quietness whilst he was lying on a bed recovering. SƃƐĞŬŝŶŽƚĞĚŝŶŚŝƐĚŝĂƌǇĚĂƚĞĚϭϲ^ĞƉƚĞŵďĞƌϭϵϭϬ
ƚŚĞĨŽůůŽǁŝŶŐĐŽŵŵĞŶƚ͘͞dŽǁĂŝƚĨŽƌƌĞĐŽǀĞƌǇĨƌŽŵǁĞĂŬŶĞƐƐďǇũƵƐƚůǇŝŶŐŽŶ a bed in quietness with
the help of liquid foods is dull and boring. However, it was also an opportunity to attain a quiet and
beautiful mind. I regained the mind of a baby when I was in my forties. I am grateful to the people
who practice purity of mind.” 159 This line shows ^ƃƐĞŬŝpracticing meditation in order to encounter
The Way at the age of fifty.
፩ࢽ in the fourth line describes the state of ‘Contemplating for poetic composition’. ಢٽੜ means
‘OŶůǇ ƐĞĞŬŝŶŐ ĨŽƌ ƚŚĞ ƉƵƌŝƚǇ ŝŶ unworldliness’. ^ƃƐĞŬŝ’s quest for serene quietness and poetic
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^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕Ɖ͘ϰϳϰ-475.
^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϰ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϳ, p. 586-587.
158 Ibid. p. 588-589.
159 ^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϮϬ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘ϮϬϱ͘
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ϯϳϬ
sentiment had become prominent since his serious illness at Shuzen-ũŝŝŶϭϵϭϬ͘^ƃƐĞŬŝ expressed his
ĨĞĞůŝŶŐŝŶŚŝƐĚŝĂƌǇĚƵƌŝŶŐŚŝƐƌĞĐŽǀĞƌǇĂƚƚŚĞŚŽƐƉŝƚĂůŝŶdŽŬǇŽ͘͞/ůŽŶŐĨŽƌƐĞƌene quietness and hate
noise.” and “I want to meet friends who understand poetic sensibility. I don’t wish to meet with
people who discuss life, art and so on.” ϭϲϬ Later, at fifty years of age when ^ƃƐĞŬŝ decided to ƐĞĞŬ
The Way, he explains that the process of composing a poem is equal to meditation for attaining the
truth.
In the next four lines, ^ƃƐĞŬŝprovides visual images which refer to Zhuangzi’s text.
 in the fifth line means ‘Far away in the distance’ and ^ƃƐĞŬŝ used this expression in his poem
from his <ƵŵĂŵŽƚŽƉĞƌŝŽĚin 1895 discussed in Chapter two. Let’s refer to this poem.
ऱࣇໂ ऱ ໂͶࣇͱ ͳ͢ͱ͚

༕ࢧ༫Ӥᖕᖕؔ ༕ࢧ Ӥͳ༫Ͷ ᖕᖕͳ͢ͱ͖ؔ͵Ε

dŚĞƐĂĚĨĞĞůŝŶŐŽĨƐĞƉĂƌĂƚŝŽŶŝƐůŝŬĞƐŽŵĞƚŚŝŶŐ ĨĂƌĂǁĂǇƐŝŵŝůĂƌƚŽĂĚƌĞĂŵ͘
/ŶĚĞĞƉĐŽŶƚĞŵƉůĂƚŝŽŶ͕ŝŶŵǇĐůŽƵĚ/ĨĞĞůƐĞƌĞŶĞĂŶĚƉĞĂĐĞĨƵů͘

 ‘Far away’ also rhyme-matches with RyƃŬĂŶ͛ƐƉŽĞŵ͘

ދ੍ࢥޙҟ ދ੍ ࢥ͗ޙҟΗͩ

ʓਇஉᢘ ʓͳ͢ͱਇஉͶᢘΗΖɽ 161

DǇƚĞĂĐŚĞƌ͕ŽĚŚŝĚŚĂƌŵĂ.
,ĞǁĞŶƚĨĂƌaway ƚŽƐŽŵĞǁŚĞƌĞin ŚŝŶĂ.

ϭϲϬ
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^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϮϬ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕p. 242-243.
dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ed. ZǇƃŬĂŶĞŶƐŚƻ. Vol. 1. dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͕Ɖ͘ϭϴϭ-182.

371

It is clear that ^ƃƐĞŬŝis emphasising a place far away. It is followed by ళ indicating ‘eyond the
ƐŬǇ͛͘ڊӤӪ at the end of the line describes ‘The shadow of the clouds passing by’. The clouds are a
symbol for poetic inspiration, and here ^ƃƐĞŬŝ indicates he is in a world of poetic inspiration where
the ideas are flowing in and flowing out. ^ƃƐĞŬŝ’s mind is far away from the world outside and his
poetic inspiration continues and never stops.
ថថ in the sixth line, we see ថ, ‘Piping’ referring to Zhuangzi’s story of ళថ ‘The piping of the
heavens’, which we discussed in detail in Chapter One and Four. ཚཁ means ‘The sound of falling
leaves’. This line describes how The Way manifests itself in the sound of falling leaves.
ࠎ ݡin the seventh line depicts ‘SƵĚĚĞŶůǇƐĞĞŝŶŐ͛ŝŶĚŝĐĂƚŝŶŐƐƵĚĚĞŶĂǁĂŬĞŶŝŶŐ͕ĨŽůůŽǁĞĚďǇؕ૯ ‘A
calm atmosphere in the window’, and the line finishes with ڑപ which we discussed in poem 167,
meaning ‘WŚŝƚĞ ĞŵƉƚŝŶĞƐƐ͕͛ ƚĂŬĞŶ ĨƌŽŵ ŚƵĂŶŐŝ͛Ɛ ƚĞǆƚ ŶŽƚĞĚ as ࣪ڑਫ਼പ, “The empty chamber
where brightness is born”. ^ƃƐĞŬŝexplains that he is being awoŬĞŶŝŶto the poetic world.
౨ࢃ݆ड़ ‘The moon is up in the Eastern mountain’, rhyme-matches with a poem composed by
RyƃŬĂŶ͘
౨ࢃ݆ड़ ౨ࢃͶ ݆ड़Ͳ

࿘ਜ਼㓤ኸ ࿘ ਜ਼Ͷ㓤ኸͤɽ 162

dŚĞďƌŝŐŚƚŵŽŽŶŝƐƵƉŝŶƚŚĞ ĂƐƚDŽƵŶƚĂŝŶ
/ǁĞŶƚƵƉƚŽƚŚĞďĂůĐŽŶǇĂŶĚǁĂůŬĞĚĂƌŽƵŶĚƐĞĂƌĐŚiŶŐĨŽƌ ƚŚĞŵŽŽŶ͘
In this poem RyƃŬĂŶĞǆƉƌĞƐƐĞĚŚŝƐůŽŶŐŝŶŐĨŽƌa friend who was far away.
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dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ě͘ZǇƃŬĂŶĞŶƐŚƻ. Vol. 1. dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͕Ɖ͘ϭϬϱ͘
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౨ࢃ݆ड़ ‘The moon is up in the Eastern mountain’ also rhyme-matches with a poem composed by
Su Shi.
ঘᖾɼ݆ड़ԛ౨ࢃ೯ɼ㓤ኸԛډ೯⇯ɽ

ঘᖾͶ͢ͱɼ݆ ౨ࢃ೯Ͷड़Ͳɼډ⇯Ͷ㓤ኸͤɽ 163

ĨƚĞƌǁĂŝƚŝŶŐĨŽƌĂǁŚŝůĞ͕ƚŚĞŵŽŽŶĐŽŵĞƐ ƵƉŝŶƚŚĞĂƐƚDŽƵŶƚĂŝŶ͕
and ŵŽǀĞƐ ĂƌŽƵŶĚďĞƚǁĞĞŶ^ĂŐŝƚƚĂƌŝƵƐĂŶĚĂƉƌŝĐŽƌŶ͘
In this poem Su Shi expressed the spirit of free waŶĚĞƌŝŶŐĂŶĚďĞĐŽŵŝŶŐĂĨƌĞĞƉĞƌƐŽŶůŝŬĞĂŚĞƌŵŝƚ
growing wings and flying away to Heaven. ^ƃƐĞŬŝ describes how he was missing his friends with
whom he could share poetic sensitivity in this world, and he entered their world by losing himself in
the world of poetry. It is followed by ൔߒ ‘The moon shining on half of the river’. the word ߒ
‘River’ is an image of ‘The fish forgetting itself in the water’. we can refer to Zhuangzi Chapter Six
“The Great and Venerable Teacher”.
“FŝƐŚĨŽƌŐĞƚĞĂĐŚŽƚŚĞƌŝŶƚŚĞƌŝǀĞƌƐĂŶĚůĂŬĞƐ͕ĂŶĚŵĞŶĨŽƌŐĞƚĞĂĐŚŽƚŚĞƌŝŶƚŚĞĂƌƚƐŽĨ
The Way.” 164
ڗ૮ކߒݹɽਕ૮ݹಕढ़ɽ 165

The scene depicted in the final line shows the image of forgetting oneself through nature and
merging with the moon and the river. This is a poem expressing sŽŬƵƚĞŶŬǇŽƐŚŝ.
Another point ƚŽƚĂŬĞinto consideration is the fact that there is a word, ൔ ‘Half’ in front of ߒ
‘TŚĞDŽŽŶƐŚŝŶŝŶŐŽŶƚŚĞƌŝǀĞƌ͛͘/ƚŵĞĂŶƐƚŚĂƚŚĂůĨŽĨƚŚĞƌŝǀĞƌŝƐďƌŝŐŚƚĂŶĚŚĂůĨŽĨƚŚĞƌŝǀĞƌŝƐĚĂƌŬ͘
The title of the novel ^ƃƐĞŬŝ was writing at the final period was DĞŝ-An (>ŝŐŚƚŶĞƐƐĂŶĚĂƌŬŶĞƐƐ).
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KŐĂǁĂ͕dĂŵĂŬŝ͘ΘzĂŵĂŵŽƚŽ͕<ĂǌƵǇŽƐŚŝ͘Ě͘ΘdƌĂŶƐ͘^ŽƚƃďĂ^ŚŝƐĞŶ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϭ, p. 316.
tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞĐŽŵƉůĞƚĞǁŽƌŬƐŽĨŚƵĂŶŐdǌƵ͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ, p. 87.
165 &ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝ͘sŽů͘ϭ͕ƐĂŚŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϲ6, p. 273.
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Every day ^ƃƐĞŬŝǁŽƌŬĞĚŝŶƚŚĞŵŽƌŶŝŶŐǁƌŝƚŝŶŐŚŝƐŶŽǀĞůĂŶĚwhenever he had time spent the rest
of the day composing ŬĂŶƐŚŝ. In the final line, ^ƃƐĞŬŝcould be drawing us ďĂĐŬƚŽƌĞĂůŝƚǇĂŶĚindicating
that the morning was approaching by the expression ‘The moon is up in the East Mountain’. For him
this meant it was time to write DĞŝ-An.
ϮϬ November 1916
WŽĞŵϮϬϴ
“No Title” ໃୌ

ਇ᪨ऒሜᏩೋਚ ਇ᪨ ऒሜͳ͢ͱ Ꮹ͖Ͷਚೋ͚

ཋ์ڑսิڑ ࠕݻսΝ์͘ͱ ࠕݻͶิΉΞͳཋͤ

ฝਭฝࢃՁ༙ը ฝਭ ฝࢃ Ձͩը༙ΔΞ

֘ళ֘ஏ੍ໃৼ ֘ళ ֘ஏ ੍Ηໃৼ

ғم৯݆ ғͪمΖ৯ ݆ͺΝΗ

ࡪཚव෫ࡑྜྷ ࡪཚͪΖव ෫ͺྜྷͶࡑΕ

ࣘءਐຢࣨ  ࣘءͯ͵͗ΔΗͱ ਐຢͪࣨ͏

ۯಢപӤۯ ͶಢΕ͑ പӤ

166

dŚĞƌĞĂůǁĂǇĚŽĞƐŶ͛ƚůĞĂǀĞĂƚƌĂĐĞ͕ĂŶĚŝƐĚŝĨĨŝĐƵůƚƚŽĨŝŶĚ͘
hƐŝŶŐĂůůŝĚĞĂƐ͕ĂŶĐŝĞŶƚĂŶĚŵŽĚĞƌŶ͕/ŚĂǀĞƐŽƵŐŚƚƚŽůŝǀĞǁŝƚŚĂŶƵŶĂƚƚĂĐŚĞĚŵŝŶĚ͘
'ƌĞĞŶŵŽƵŶƚĂŝŶĂŶĚǁĂƚĞƌ͖ŶĂƚƵƌĞĚŽĞƐŶ͛ƚŚĂǀĞĂŶĞŐŽ͘

166

^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕p. 476.
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ůůƚŚĂƚĞǆŝƐƚƐďĞƚǁĞĞŶŚĞĂǀĞŶĂŶĚĞĂƌƚŚŚĂƐŶŽŶŽƚŝŽŶŽĨĚĞƐŝƌĞƐĂŶĚĂŵďŝƚŝŽŶ͘
ƚƚǁŝůŝŐŚƚ͕ƚŚĞŵŽŽŶƌŝƐĞƐŽǀĞƌƚŚĞŐƌĂƐƐǇƉůĂŝŶ͕
dŚĞĂƵƚƵŵŶǁŝŶĚďůŽǁƐŝŶĂŶĚŽƵƚĐƌĞĂƚŝŶŐĞĐŚŽĞƐŝŶƚŚĞǁŽŽĚ͘
/ůŽƐĞŵǇƐĞŶƐĞŽĨŚĞĂƌŝŶŐĂŶĚƐŝŐŚƚ͕ĂŶĚĨŽƌŐĞƚŵǇďŽĚǇĞǆŝƐƚƐ͕
ůŽŶĞ͕ůĞĂǀŝŶŐŵǇďŽĚǇĂŶĚ ĨůŽĂƚŝŶŐŝŶƚŚĞĂŝƌ͕/ƌĞĐŝƚĞa ƉŽĞŵĂďŽƵƚ ǁŚŝƚĞĐůŽƵĚƐ.
ਇ᪨ in the first line means ‘Traces of the real Way’ implying The Way iƐĨƌĞĞĂŶĚƉƵƌĞůŝŬĞĂ bird
flying across ƚŚĞ ƐŬǇ and fish swimming in the river leaving no trace afterwards. ऒሜ depicts
‘Profound loneliness’, which we discussed before and can be interpreted as meaning a meditative
state of mind. We refer to a rhyme-matching poem of ZǇƃŬĂŶ.
घ੪Ӥ घΝ੪ӤͶΕ

૮ऒሜශ ૮Ζ ऒሜශɽ

tĞŐŽďĞǇŽŶĚƚŚĞŽƌĚŝŶĂƌǇǁŽƌůĚĂŶĚŚŽůĚŝŶŐŚĂŶĚs͕
tĞĨŽƌŐĞƚŽƵƌƐĞůǀĞƐŽŶ ƚŚĞďĞĂĐŚŝŶƉƌŽĨŽƵŶĚůŽŶĞůŝŶĞƐƐ͘
This is a poem by RyƃŬĂŶwho practiced the Zen way of living and lived a simple life: his only belonging
being one bowl. RyƃŬĂŶƌĞƚƵƌŶƐƚŽ his hometown and enjoys roaming free with anŽƚŚĞƌŵŽŶŬ͕dĞŶŐĞ
Shƃnin, ళ ՜  ਕ , (no biographical information available). They wander in quiet loneliness
forgetting themselves. tĞŬŶŽǁĂůƌĞĂĚǇƚŚĂƚůŽŶĞůŝŶĞƐs here is not loneliness as we consider it in the
conventional world. It is a meditative state of mind that one can’t describe. The first characters, ૮
 ‘Forgetting oneself’, the words from Zhuangzi’s “The fish forgetting itself in the water” we are
familiar with from the previous poem. We can see here again that RyƃŬĂŶ ǁĂƐ ĨĂŵŝůŝĂƌ ǁŝƚŚ
Zhuangzi’s text.
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These characters are followed by Ꮹೋਚ ‘So far and difficult to find’ which corresponds with the
essence of The Way which is something that can’t be described. EĂŬĂŵƵƌĂŶŽƚĞĚƚŚĂƚƚŚĞƚƌƵĞtĂǇ
is free and has no boundary, and leaves no sign ŽĨŝƚƐĂĐƚŝŽŶũƵƐƚůŝŬĞǁĞĐĂŶ͛ƚƚƌĂĐĞƚŚĞĨŝƐŚũƵŵƉŝŶŐ
in the water and the birds flying in ƚŚĞƐŬǇ͘ 167
ڑս in the second line is the same as  ৼڑŶŽƚĞĚďǇ/ŬŬĂŝ͕ 168 indicating ‘A pure and selfless state of
mind’. ‘ ৼڑA pure and selfless state of mind’ is cited in Zhuangzi Chapter Thirty-one, “The Old
Fisherman”. The scene is one where Confucius’s pupil speĂŬƐ to a stranger, as the stranger has ĂƐŬĞĚ
the pupil what Confucius’s occupation is. The pupil replies that his teacher has good faith, has
educated people and brought beautiful order to society. The stranger says to the pupil that Confucius
by acting as he has, has been greatly separated from The Way. The pupil then tells Confucius all about
the conversation between him and the stranger. Confucius approaches the stranger ĂŶĚĂƐŬƐŚŝŵ to
teach him The Way. Let’s us refer to the text at this point.
͞tŚĂƚĚŽǇŽƵǁĂŶƚ͍͟ĂƐŬĞĚƚŚĞƐƚƌĂŶŐĞƌ͘
͞ ŵŽŵĞŶƚ ĂŐŽ͕ ^ŝƌ͕͟ ƐĂŝĚ ŽŶĨƵĐŝƵƐ͕ ͞ǇŽƵ ŵĂĚĞ Ă ĨĞǁ ĐƌǇƉƚŝĐ ƌĞŵĂƌŬƐ ĂŶĚ ƚŚĞŶ ůĞĨƚ͘
Unworthy as I am, I’m afraid I do not understand what they mean. If I might be permitted to
wait upon you with all due humility and be favoured with the sound of your august words, my
ignorance might in time be remedied.”
“Goodness!” exclaimed the stranger. “Your love of learning is great indeed!”
Confucius bowed twice and then, straightening up, said,
“Ever since childhood I have cultivated learning, until at last I have reached the age of
sixty-ŶŝŶĞ͘Ƶƚ/ŚĂǀĞŶĞǀĞƌǇĞƚƐƵĐĐĞĞĚĞĚŝŶŚearing the Perfect Teaching. Dare I do anything,
ƚŚĞŶďƵƚǁĂŝƚǁŝƚŚĂŶŽƉĞŶŵŝŶĚ͍͟ 169

167

EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ/ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ, p. 331.
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕p. 476.
169 tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞĐŽŵƉůĞƚĞǁŽƌŬƐŽĨŚƵĂŶŐdǌƵ͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͕
168
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ٮᐎɼࢢሣՁٽɼࢢᐎɼᐍंਫ਼༙ॻڊࣗݶɼٲঽɼາஎॶҨɼଶԛԾ෫ɼ
߀ซ֑ଥ೯ԽɼҐଖ૮ٲɼٮᐎɼ䆬ɼਛᛚɼࢢ೯ልɼࢢ࠸፪ًࣗᐎɼٲঙ
ࣗᡪልɼҐࢺԛࠕɼॉ۟ࡂᛚɼᏢॶಚซࢺگɼৼڑɼ ϭϳϬ

^ƃƐĞŬŝ shows his determination to empty his mind in the way Confucius does in Zhuangzi’s text in
order to grasp the Way. In the same line, ิ ࠕݻsignifies ‘Visiting both the world of old and new’.
SƃƐĞŬŝ when referring to ‘Old’ meant the Zen and Daoist teachings, and by ‘New’ he was referring to
the ƚǁŽŵŽŶŬƐŚĞŵĞƚ, as discussed earlier in this chapter.
ฝਭฝࢃ in the third line depicts the image of ‘Profound nature’ where as discussed before the
hermit resides. Ձ༙ը means ‘Has no self’. ^ƃƐĞŬŝ tells us that nature has no self. This is a simple
and direct expression of the profound significance of nature which is a typical image from the brush
ĂŶĚŝŶŬEĂŶŐĂǁŽƌůĚ.
The next line starting with ֘ళ֘ஏ meaning ‘Heaven and earth’ is a reference to The ůƵĞ ůiff
Record code 3
ਦஎ༙ࣆɼ֘ళ֘ஏɼໝࡩஸɽ

͚ࣆ༙ΖΝஎΔΞͳਦΗͻɼ֘ళ֘ஏɼͪໝࡩஸɽ 171

The intent is that you’ll realisĞƚŚĞƌĞŝƐƐŽŵĞƚŚŝŶŐƚƌĂŶƐĐĞŶĚĞŶƚĂů͖ŝƚĐŽǀĞƌƐƚŚĞƐŬǇ
and covers the earth, yet it cannot be grasped.

172

(FN. 169. Cont.) p. 345-346.
ϭϳϬ <ĂŶĂǇĂ͕KƐĂŵƵ͘dƌĂŶƐ͘ΘŶŶŽƚ͘^ƃƐŚŝ͘sŽů͘ϰ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϳ͕Ɖ͘ϭϰϵ͘
171 Iriya͕zŽƐŚŝƚĂŬĂ͕͘DŝǌŽŐƵĐŚŝ͕zƻǌƃ͕͘^ƵĞŬŝ͕&ƵŵŝŚŝŬŽ͕͘/ƚƃ͕&ƵŵŝŽ͘Ŷ͘,ĞŬŝŐĂŶZŽŬƵ. Vol. 1.
/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϳ;ϭϯth edition), p. 68.
172 Cleary, Thomas & Cleary, J. T. Trans. dŚĞůƵĞůŝĨĨZĞĐŽƌĚ͘^ŚĂŵďŚĂůĂWƵďůŝĐĂƚŝŽŶƐ͕/ŶĐ͘ŽƐƚŽŶ͕
Massachusetts, 1977, p. 18.
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This is followed by ੍ໃৼ ‘It is selfless’. In the third and fourth lines, ^ƃƐĞŬŝ wants to stress the point
that there is no self in nature.
ғم৯ in the fifth line meaning ‘Hazy colour of sunset’ is followed by ݆ ‘The moon departing
from the grasses’ depicting the rising moon. This is a visualisation of SƃƐĞŬŝ͛ƐŵŝŶĚas it leaves the
ordinary world and enters into a meditative state of mind, as indicated by the moon rising above the
grass. This is also a beautiful expression of sunset. ғ‘ مHazy’ rhyme-matches with RyƃŬĂŶ͛ƐƉŽĞŵ͘

ғم౽ᥐ݆ ғͪمΕ ౽ᥐ݆

173

dŚĞŵŽŽŶůŽŽŬŝŶŐƚŚƌŽƵŐŚƚŚĞǁŝƐƚĞƌŝĂ ŝƐŚĂǌǇ͘
After giving the visual image of sunset with the moon rising, ^ƃƐĞŬŝ uses the sound of nature. ࡪཚ
व in the sixth line means ‘A jumble of autumn sounds’ and is followed by ෫ࡑྜྷ ’The wind is
blowing through the bamboo forest’. In this line ^ƃƐĞŬŝis referring to a section from Zhuangzi’s text,
‘The piping of Heaven’.
In lines five and six, ^ƃƐĞŬŝĞǆƉƌĞƐƐĞƐƚŚĞƉƌŽĐĞƐƐŽĨ‘Forgetting himself’ by using the visual image of
the rising moon and the sound of the wind which signifies the sound of heaven.
These four lines are the visualisation of his meditation technique which is part of the process of
composing a poem. These lines show us how ^ƃƐĞŬŝremoved his self by visualising and merging into
the scenery he depicted, in the same way ever since his childhood he had metaphysically ǁĂůŬĞĚŝŶƚŽ
his nanga paintings.
ࣘء in the seventh line refers to ‘Losing the sense of seeing and hearing’ and rhyme-matches
with Zhuangzi Chapter Six, “dŚĞ'ƌĞĂƚĂŶĚsĞŶĞƌĂďůĞdĞĂĐŚĞƌ”.

173

dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ě͘ZǇƃŬĂŶĞŶƐŚƻ. Vol. 1. dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ, p. 163.
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Even now they have joined with the Creator as men to wander in the single breath of
ŚĞĂǀĞŶĂŶĚĞĂƌƚŚ͘dŚĞǇůŽŽŬƵƉŽŶůŝĨĞĂƐĂƐǁĞůůŝŶŐƚƵŵŽƌ͕ĂƉƌŽƚƌƵĚŝŶŐǁĞŶ͕ĂŶĚƵƉŽŶĚĞĂƚŚ
as the draining of a sore or the bursting of a boil. To men such as these, how could there be
ĂŶǇƋƵĞƐƚŝŽŶŽĨƉƵƚƚŝŶŐůŝĨĞĨŝƌƐƚŽƌĚĞĂƚŚůĂƐƚ͍dŚĞǇďŽƌƌŽǁƚŚĞĨŽƌŵƐŽĨĚŝĨĨĞƌĞŶƚĐƌĞĂƚƵƌĞƐ
and house them in the same body. They forget liver and gall, cast aside ears and eyes, turning
and revolving, ending and beginning again, unaware of where they start or finish. Idly they
roam beyond the dust and dirt; they wander free and easy in the service of inaction. 174
൶๏ᢝଆंᗥਕɽࣗ༣ݹళஏ೯Ҳᔇɽ൶Ґਫ਼ᗥ᩷២ᙨɽҐࢰᗥ݀ʃ௷䛾ɽ
ऑષंɽѳஎࢰਫ਼ޛ೯ॶࡑɽ၌ԛҡɽԛಋᱬɽଘ،ᢉɽҪଘࣘɽൕ
श࢟ɽஎဿɽ但ષኴዀݹ೯ɽᴶݹໃᗥ೯ۂɽ 175

SƃƐĞŬŝin his final poem explains about the transcendental absolutists who wander free and have no
fixed value in anything even life and death as expressed by the words of Zhuangzi. The transcendental
absolutists ŬŶŽǁƚŚĂƚŽƵƌĨlesh and blood are no more than a temporary appearance and momentary
ƉŚĞŶŽŵĞŶŽŶ͘/ƚŝƐǀĞƌǇƐƚƌŝŬŝŶŐƚŚĂƚ^ƃƐĞŬŝ writes about the unimportance of life and death once you
enter into The Way. It is as though he predicted his final time was approaching when he composed
this poem. The following words are ਐຢࣨ ‘Forgetting your body’ indicating ^ƃƐĞŬŝis abandoning
self. This is precisely what ^ƃƐĞŬŝ is describing as part of his concept, ŬǇŽƐŚŝ.
ۯಢ in the last line ‘ůŽŶĞ͕ůĞĂǀŝŶŐŵǇďŽĚǇĂŶĚĨůŽĂƚŝŶŐŝŶƚŚĞĂŝr͕/ƌĞĐŝƚĞ’ is followed by പӤ
‘ a poem about the white clouds’. The image of ‘White clouds’ as we have said refers to his spiritual
home. In Zhuangzi, it is the place where the hermit resides as we discussed before. ^ƃƐĞŬŝ has lost
awareness of his senses and has merged with the white clouds, this means sŽŬƵƚĞŶŬǇŽƐŚŝ (becoming
one with heaven, abandoning self).

174
175

tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞĐŽŵƉůĞƚĞǁŽƌŬƐŽĨŚƵĂŶŐdǌƵ͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ, p. 87.
&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝ͘sŽů͘ϭ͕ƐĂŚŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϲ, p. 269.
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പӤ ‘White clouds’ is cited many times in RyƃŬĂŶ͛ƐƉŽĞŵs. Let us refer to one of them.

૮⁌૮พ ૮⁌͑ͱ  ૮พΖ

ڊཔപӤৼ ڊཔ പӤৼ

Қཻ૾ᓾ Қ ૾ᓾΝཻΖΊ

ਕؔՆਚ ਕؔ ਚΖ΄͖Δͥɽ 176

tĞŵĞĞƚĂŶĚǁĞĚĞƉĂƌƚ again.
/ƚŝƐůŝŬĞƚŚĞŚĞĂƌƚ ŽĨwŚŝƚĞĐůŽƵĚs ĐŽŵing ĂŶĚŐŽŝŶŐǀŽůƵŶƚĂƌŝůǇ͘
KŶůǇŽƵƌǁƌŝƚŝŶŐƐƌĞŵĂŝŶĂĨƚĞƌǁĂƌĚƐ.
WĞŽƉůĞĐĂŶ͛ƚǀŝƐŝƚƚŚŝƐƉůĂĐĞĂƐŝƚĚŽĞƐŶ͛ƚďĞůŽŶŐƚŽƚŚĞŚƵŵĂŶǁŽƌůĚ.
RyƃŬĂŶ͛Ɛ ƉŽĞŵ says people who are part of TŚĞ tĂǇ ĂƌĞ ůŝŬĞ white clouds. After their
departure, you have their writings. No one can describe the place where they are. SƃƐĞŬŝ͕
RyƃŬĂŶĂŶĚĞŶŵŽŶŬƐ͕ĂŽŝƐƚƐĂŐĞƐ, poets from the past, they are all there in the white clouds.
There is another rhyme-matching poem on white clouds by RyƃŬĂŶ͘
ަৱ྅  ৱΝަ͏྅ͮͱ

ಚʓܠ㬓 ؾಚʓͳ͢ͱ 㬓Νؾͱ͓ܠΖ

ؾཔஎՁॴ ؾΕཔΖ எʤΔͥʥՁΗॴͩ

ՊࡑപӤᮿ ՊͺപӤᮿͶ͍Εɽ 177

176
177

dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ě͘ZǇƃŬĂŶĞŶƐŚƻ. Vol. 1. dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͘W͘ϯϵϬ͘
Ibid., p. 145.

ϯϴϬ
/ĨŝŶŝƐŚĞĚƚŽĚĂǇ͛ƐďĞŐŐŝŶŐĨŽƌĨŽŽĚ͘
/ĂŵƌĞƚƵƌŶŝŶŐďĂĐŬŚŽŵĞǁŝƚŚa ďĂŐŽĨĨŽŽĚ/ĐŽůůĞĐƚĞĚ͘
/ĚŽŶ͛ƚŬŶŽǁǁŚĞƌĞ/ĂŵŐŽŝŶŐďĂĐŬƚŽ͘
DǇŚŽŵĞŝƐby ƚŚĞƐŝĚĞŽĨwŚŝƚĞĐůŽƵĚƐ͘
White clouds were ^ƃƐĞŬŝ͛ƐƐƉŝƌŝƚƵĂůŚŽŵĞ͕ĂŶĚǁĞŶŽǁŬŶŽǁƚŚĂƚthey were RyƃŬĂŶ͛ƐŚŽŵĞĂƐ
well. The last two lines of SƃƐĞŬŝ͛Ɛ ĨŝŶĂů ƉŽĞŵ also bear a strong resemblance to Liezi (ࢢ)
“,ƵĂŶŐĚŝ, Part 2”. Leizi appeared in Zhuangzi as a person who rides on the white clouds and
disappears ŝŶƚŽ ƚŚĞ ƐŬǇ. Liezi’s student wanted to learn how to ride on the white clouds, but
wasn’t able to get Liezi’s attention͘dŚĞƐƚƵĚĞŶƚůĞĨƚĂŶĚĐĂŵĞďĂĐŬůĂƚĞƌ͕then, Liezi explained to
the student the process of training.
ሣࠄೌॶልԛࢢंᛚɽࣙޙ೯ࣆࢢɼ༓ऑਕɼࢀ೧೯ޛɼৼ೨੍ඉɼ
ݶཤ֒ɼ࢟ಚࢢҲᚷࣗິɽޔ೧೯ޛɼৼ߂೧੍ඉɼ߂ݶཤ֒ɼ
ࢢ࢟Ҳմࣗاɽࣥ೧೯ޛɼኼৼ೯ॶ೨ɼ߂Ꮲ੍ඉʂኼ೯ॶݶɼ߂Ꮲཤ֒ɼ
ࢢ࢟ҲӀޙดੰࣗ࠳ɽ۟೧೯ޛɼԥৼ೯ॶ೨ɼԥ೯ॶݶɼຢஎը೯੍
ඉཤ֒ᓤɼຢஎ൶೯੍ඉཤ֒ᓤʂຢஎࢢ೯ᗥըࢥɼऑਕ೯ᗥը༓ʁ಼
ᛚɽࣗءޛࣘɼࣘඕɼඕɼᏢಋɽৼܙڿᬸɼࠐ༧ʁ
᧹ܙ೯ॶြɼଏ೯ॶɼ෫౨ɼ༝ཁ֬ײɽᰊஎ෫ဆըइʃըဆ෫
ݹʃ 178

178

ŽŶĐŽƌĚĂŶĐĞƚŽdŚĞ>ŝĞǌŝ͘dŚĞ/^ŶĐŝĞŶƚŚŝŶĞƐĞdĞǆƚƐŽŶĐŽƌĚĂŶĐĞ^ĞƌŝĞƐWŚŝůŽƐŽƉŚŝĐĂůǁŽƌŬƐ No. 25, The
ŚŝŶĞƐĞhŶŝǀĞƌƐŝƚǇŽĨ,ŽŶŐ<ŽŶŐ͕/ŶƐƚŝƚƵƚĞŽĨŚŝŶĞƐĞ^ƚƵĚŝĞƐ͕dŚĞŽŵŵĞƌĐŝĂůWƌĞƐƐ͕ϭϵϵϲ͕Ɖ͘ϳ͘
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࠴Ε͓ڇɼΚͪ͢ͺ͍͵ͪͶਫ਼͖ΔָΞͫ͞ͳΝࠄ͝Γ͑ɽࢴ͗൶Ͷ͓
ͱࢀ೧ɼࢴৼͺͺΏ੍ඉΝอพ͢͵͚͵Εɼࢴͺཤ֒ΝޢΔ͵͚͵
ͮͪɼͨͳ͘ͺͣΌͱਫ਼͖ΔҲṰ͠Ηͪͫɽޔ೧͢ͱɼࢴৼͺ࠸;
੍ඉΝอพ͢ɼࢴͺཤ֒ΝޢΕ࢟Όͪɼͨ࣎ͺͣΌͱਫ਼اͺΗ
Ώ͖Ͷ͵ͮͱΚΗͪɽࣥ೧ͪͯͳɼࢴͺࢧ͏ΉΉͶ͢ͱɼ੍ඉ؏೨
͗ͺΏ͵͚͵Εɼࢧ͑ΉΉͶͱͮݶɼͺΏཤ֒Ͷͫ͞ΚΔ͵͚͵ͮͪɽ
ͨ࣎ͺͣΌͱਫ਼ͺࢴΝড͘ɼଈ࠴ੰͶ࠳Δͦͪɽ۟೧ͪͮͱɼࢴৼ
ࢧҚͳ͖Δड़ΖݶཁΉΉͶͪ͢ͳ͞ΘͲɼࣙͶؖΚΖ੍ඉΏཤ֒Ͷ
ͯ͏ͱɼଠਕͶؖΚΖ੍ඉΏཤ֒Ͷͯ͏ͱɼͺΏқࣟ͢͵͚͵Εɼ͠
ΔͶͺࢥ͗͏Ζͳ͖༓ਕ͗͏Ζͳ͖Νқࣟ͢͵͚͵ͮͪɽͳ಼ͳ͗ҲͯͶ
͵Εɼͨ͑͵ͮͱ͢Ή͑ͳɼΚ͗ͺࣘΓ͑Ͷ͵ΕɼࣘͺඕΓ͑Ͷ͵Εɼ
ඕͺΓ͑Ͷ͵ͮͱɼࢴͤ΄ͱְ״ͺಋҲԿͪ͢ɽࢴͺৼ͗ಊ͖͵͚
͵Εɼਐରͺմ͜ɼࠐΏ͗༻մͤΖΝͪͣ״ɽਐର͗͵Ͷ͖ͶرΕ͖͖
ͮͱ͏Ζɼଏ͗ஏΝಁΊ͢Όͱ͏Ζͣ״ΔΗ͵͚͵ͮͪ͗ɼࢴͺΚ
͗ਐΝ෫ͶΉ͖ͦͱɼཁ͖ͪ͏ףΊ֬Γ͑Ͷ౨ͶͪͫΓ͏ɼͯ͏
ͶͺΚͪ͗͢෫Ͷͮͱ͏Ζ͖ɼ෫͗ࢴͶͮͱ͏Ζ͖Κ͖Δ͵͚͵
ͮͪɽ 179

Please sit down, I will tell you what I learnt from my teacher. After three years learning
ƵŶĚĞƌŚŝŵ͕ŵǇŚĞĂƌƚƐƚŽƉƉĞĚƚĞůůŝŶŐƌŝŐŚƚĨƌŽŵǁƌŽŶŐ͕ĂŶĚŵǇŵŽƵƚŚƐƚŽƉƉĞĚƚĂůŬŝŶŐ

179 ^ĂŬĂŝĚĞ͕zŽƐŚŝŶŽďƵ͕͘/ŐĂǁĂ͕Yoshitsugu. Trans. ZƃƐŚŝƚŽƃŬǇƃ ďǇD͘<ĂůƚĞŶŵƌŬ. Jinbun Shoin, <ǇŽƚŽ͕ϮϬϬϭ͕
p. 115.
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about worldly affairs. It was the first time my teacher snapped at me. After five years,
ŵǇŚĞĂƌƚďĞŐĂŶƚŽƚĞůůƌŝŐŚƚĂŶĚǁƌŽŶŐ͕ĂŶĚŵǇŵŽƵƚŚďĞŐĂŶƚŽƚĂůŬŽĨǁŽƌůĚůǇĂĨĨĂŝƌƐ͘
DǇƚĞĂĐŚĞƌůŽŽŬĞĚŚĂƉƉǇĂŶĚƐŵŝůĞĚĂƚŵĞ͘ĨƚĞƌƐĞǀĞŶǇĞĂƌƐ͕/ƐƚŽƉƉĞĚŚĂǀŝŶŐĂ
concept of right and wrong, and I didn’t worry about worldly affairs. This is the time
ŵǇƚĞĂĐŚĞƌĐĂůůĞĚŵĞĂŶĚĂƐŬĞĚŵĞƚŽƐŝƚŶĞǆƚƚŽŚŝŵ͘
After nine years, I became detached from my thoughts and the words coming out of
my mouth, right and wrong and all matters related to me as well as right and wrong
and matters relating to others. Furthermore, I became detached from whether I had
a teacher or friends. It was a unity of inner and outer worlds. Once this happened, my
eyes became ears; ears became nose; nose became mouth, all of my senses became
one. My heart stopped beating, my body melted, and I felt my bone and flesh dissolve.
I stopped feeling my body was attached to something, and didn’t feel my feet
ƐƚĂŶĚŝŶŐĨŝƌŵůǇŽŶƚŚĞŐƌŽƵŶĚ͘DǇďŽĚǇƚĂŬĞŶďǇƚŚĞǁŝŶĚ͕ĚƌŝĨƚŝŶŐƚŽƚŚĞĞĂƐƚĂŶĚ
weƐƚůŝŬĞĂůĞĂĨŽƌĚƌŝĞĚŚƵƐŬ͘/ŶƚŚĞĞŶĚ͕/ůŽƐƚƚƌĂĐŬĂŶĚ/ǁĂƐŶŽůŽŶŐĞƌƐƵƌĞǁŚĞƚŚĞƌ
I was riding on the wind or if the wind was riding on me.
In the final poem, ^ƃƐĞŬŝ merged with the white clouds without any notion of himself as he had lost
all awareness of his senses͕ ũƵƐƚ ůŝŬĞ in Liezi’s story. This poem was the very last poem ^ƃƐĞŬŝ
composed in the fifty years of his short-lived life. ^ƃƐĞŬŝ wasn’t aware himself, but unfortunately, his
condition worsened and he became seriously ill two days after composing his final poem. ^ƃƐĞŬŝ died
early in December.
KŶĞŽĨŚŝƐƐƚƵĚĞŶƚƐ͕DĂƚƐƵŽŬĂzƵǌƵƌƵ wrote that this particular poem became his final ^ŚŝĐŚŝŐŽŶ
ZŝƐƐŚŝ and he felt that it was not so much chance but more liŬe fate that this poem was his last one.
DĂƚƐƵŽŬĂĨĞůƚƚŚĂƚƚŚĞĨŝŶĂůƉŽĞŵĐŽŶƚĂŝŶĞĚĂůůƚŚĞĂƐƉĞĐƚŽĨƉŽĞŵƐŚĞĐŽŵƉŽƐĞĚbefore and was a
superb encapsulation of his final thought sŽŬƵƚĞŶŬǇŽƐŚŝ and it was not too much to say that ^ƃƐĞŬŝ
had practiced composing all his other poems in order to produce this final poem. ϭϴϬ Indeed, the

ϭϴϬ

/ŝĚĂ͕ZŝŐǇƃ͘^ƃƐĞŬŝ^Śŝ-ƐŚƻ zĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ, p. 585.
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beauty of ^ƃƐĞŬŝ’s final poem is that it is easy to visualise and yet deeply philosophical. It is a direct
expression of his thought from fifty years of his life ĂƐĂůŝƚĞƌĂƌǇĂƌƚŝƐƚĂŶĚƚŚŝŶŬĞƌǁŚŽŚĂĚĂƐƚƌŽŶŐ
passion to be an individual. It dealt with his loneliness and transformed this loneliness into a
profound loneliness which was a meditative state of mind and expressed the process of the
meditative state of mind in his ŬĂŶƐŚŝ compositions.

CONCLUSION
In the fifth Chapter, we have focused on SƃƐĞŬŝ͛ƐŬĂŶƐŚŝ compositions in relation to his final thought,
sŽŬƵƚĞŶŬǇŽƐŚŝ. In his final ŬĂŶƐŚŝperiod (August 1916 – November 1916) when he began writing his
last novel, DĞŝ-An͕^ƃƐĞŬŝĐŽŵƉŽƐĞĚŬĂŶƐŚŝ almost every day in many ways replacing his previous
ĂĐƚŝǀŝƚǇŽĨǁƌŝƚŝŶŐĂĚŝĂƌǇ͘^ƃƐĞŬŝ spent the morning writing a novel and, in the afternoon, composed
ŬĂŶƐŚŝto relax and refresh himself in the other worldly place͘ǇĚŽŝŶŐƚŚŝƐŚĞ regained his spiritual
and creative energy.
Around October it became clear that ^ƃƐĞŬŝǁĂƐĞǆƉƌĞƐƐŝŶŐhis final concept, sŽŬƵƚĞŶŬǇŽƐŚŝ in his
ŬĂŶƐŚŝ. The poems from his final period are mainly ^ŚŝĐŚŝŐŽŶZŝƐƐŚŝ, the fixed long form which are a
perfect way to express in ŬĂŶƐŚŝ all the complex thoughts which he had been accumulating for fifty
ǇĞĂƌƐŽĨŚŝƐůŝĨĞ͘^ƃƐĞŬŝƌĞǀĞĂůƐŚŽǁƚŚĞƉƌŽĐĞƐƐŽĨĐŽŵƉŽƐŝŶŐŬĂŶƐŚŝ is an act of meditation in which
one becomes one with nature ďǇĨŽƌŐĞƚƚŝŶŐŽŶĞƐĞůĨ͘^ƃƐĞŬŝĞǆƉůĂŝŶs this concept over and over again
in his ŬĂŶƐŚŝ using a number of exceptionally beautiful expressions.
ǇƚŚŝƐƚŝŵĞ, his loneliness is no longer loneliness, but is transformed into profound loneliness which
is an expression of a meditative mind. The act of composing ŬĂŶƐŚŝ was a spiritual experience for
^ƃƐĞŬŝĂŶĚled him to a state of enlightenment. Composing ŬĂŶƐŚŝ was now nothing more nor less
than ĂƐƉŝƌŝƚƵĂůũŽƵƌŶĞǇĨŽƌ^ƃƐĞŬŝ͘
Combining his own visions and insights with the legacy of deep transcendental metaphors and
concepts left by the Zen and Daoist traditions, in the very final period of his life, SƃƐĞŬŝthrough his
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ŬĂŶƐŚŝ composition began to explain the meaning of sŽŬƵƚĞŶŬǇŽƐŚŝ. This was the only form he used
to express this concept. We can say that the world of ŬĂŶƐŚŝ was the place where SƃƐĞŬŝrevealed
the spiritual land inside his heart.
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Conclusion
This study has examined in depth Sƃseki’s spiritual land which is Sƃseki’s spiritual home inside his
mind. This study has argued that Sƃseki’s kanshi are the fullest expression of this philosophical
journey and that Chinese thought as expressed in classical Chinese writing, poetry and painting and
by Japanese artists and poets under the sway of Chinese literature, is the fundamental creative and
philosophical force behind this exploration.
dŚŝƐƐƚƵĚǇŵĂŝŶƚĂŝŶƐƚŚĂƚ^ƃƐĞŬŝ͛Ɛkanshi stand on their own as beautiful, profound and powerful
pieces of work which can be studied without having to rely on reference to his novels.
We have seen that ^ƃƐĞŬŝ͛Ɛquest for spiritual enlightenment began at an early stage in his life when
he was a university student and lasted until his death. He didn’t belong to any religions as such, as
he was a man who believed in the power of the individual in society. At the same time, he sought
comfort and relief in spiritual salvation. Sƃseki’s spiritual land is kanshi because through them he was
able to engage in a meditative process which resulted in a quiet mind. This state was a necessary
stage on the path to enlightenment. Kanshi is a reflection of Chinese thought as Sƃseki refers to
writings from Daoist and Zen texts, and historical poets to share the ideas which lead to the salvation
of the mind. Throughout Sƃseki’s life, he came back to kanshi whenever he needed to calm his mind
in order to recover his mental and physical strength.
Kanshi were Sƃseki’s important home inside the mind and a deep source of spiritual force. At an early
stage, kanshi composition were ĨŽƌ ^ƃƐĞŬŝ a means of bonding male friendship: an East Asian
tradition which continued into the Meiji period. Sƃseki’s interest in kanshi which began early on in
his life introduced to him by his father and eldest brother, and learnt briefly at the Nishogakusha
Kangaku academy, flourished when he met Shiki who was the most important and influential friend
in his life. They shared the same interest in Chinese literature and philosophy. Shiki also introduced
the world of the poet/nanga artist, Buson, to Sƃseki. Kanshi for Sƃseki after encountering Shiki
became even more rooted in the imagery and spiritual concepts contained in Chinese thought.
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Another friend ǁŚŽŚĂĚĂŶŝŵƉŽƌƚĂŶƚŝŵƉĂĐƚŽŶ^ƃƐĞŬŝǁĂƐ Ikebe Sanzan who was also fascinated
by the world of kanshi. Sƃseki met Ikebe, who was a chief editor at the Asahi Newspaper, when they
negotiated for Sƃseki to work as the paper’s literary writer. Ikebe helped and supported Sƃseki during
and after his serious illness at Shuzen-ji. One of the reasons Sƃseki becomes inspired to compose
kanshi again after a long break since losing his best friend Shiki, is because Ikebe like Shiki had a rich
and profound appreciation of kanshi. All the kanshi ^ƃƐĞŬŝcomposed in his ‘Serious illness at Shuzenzi
period’ are published in the Asahi Newspaper, inserted in a series of essays entitled, Omoidasu
kotonado, published while Ikebe was editor-in-chief at the Asahi. Composing kanshi gave ^ƃƐĞŬŝ
sufficient vitality to recover from his illness. Ikebe understood Sƃseki and Sƃseki respected Ikebe’s
literary talent and they kept up a close friendship until Ikebe’s death early in 1912. Later in the same
year, Sƃseki spent some time practicing brush and ink paintings in order to recuperate from the
mental wound of losing his great friend Ikebe and his youngest daughter, Hinako, who died in
November 1911.
From the very beginning of his life, Sƃseki suffered from loneliness. The environment he was brought
up in, the fact that he didn’t know where his real home was, all contributed to this state of sadness
and isolation. While growing up, he was fascinated by the world of nanga whose images carried him
away into a beguiling, contemplative land. When Sƃseki was a boy, nanga was a form of escape to
this other world. When studying nanga painting he was able to forget the loneliness which
tormented him.
This study argues that the kanshi ĨƌŽŵ^ƃƐĞŬŝ͛Ɛ ‘Nanga period’ are equally as important as the kanshi
from the ‘Serious illness at Shuzenji period’ and ‘Mei-An period’. The world of brush and ink painting
(Nanga), which Sƃseki had been familiar with since childhood, go hand-in-hand and play an equally
important role in attaining a quiet mind. They are a vital visual aid to ^ƃƐĞŬŝ guiding him in
accompaniment with the kanshi into the spiritual world inside his mind. Poems by one of ^ƃƐĞŬŝ͛Ɛ
favourite poets, Tao Yuanming were depicted by Buson, who was another poet/painter ^ƃƐĞŬŝ
admired. Sƃseki believed kanshi and brush and ink painting were inseparable. From November 1912
through to spring 1916, Sƃseki on many occasions painted brush and ink painting to accompany his
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own kanshi compositions. Sƃseki’s kanshi from the nanga period inspired Sƃseki to physically enter
into the world of kanshi and by using a different medium directly enable him to experience the
meditative delight of the world beyond the grasp of the conscious mind.
Sƃseki’s early kanshi from his youth use characters such as ऱ, ༗ to express his concept of ‘Sadness’.
There were a number of reasons which provoked this feeling of loneliness and sadness: the people
he respected most in his family, his mother and his eldest brother were no longer in this world; he
felt he was lost in his life as he was studying a subject (English literature) which was not his true
passion; although he had many friends at the university he found it difficult to deal with the everyday
world. ^ƃƐĞŬŝ looked to Zen to remove the cause of the sadness which haunted his mind. ^ƃƐĞŬŝ from
this time on, shows his interest in quiet contemplation and the teaching of Zen, although his first
experiences of seeking peace of mind at a zen temple were unfruitful.
Meditation was an important means by which ^ƃƐĞŬŝ͛Ɛ countered his physical and psychological
illnesses and his notion of loneliness. In his final period of kanshi composition, Sƃseki often uses the
characters ऒሜ ‘Profound loneliness’, or ‘Silence’ to replace the notion of loneliness in his earlier
poems. As we have discussed, ‘Loneliness’ was one of the main themes ŝŶ^ƃƐĞŬŝ͛ƐůŝĨĞfrom a very
young age. In his final period Sƃseki, reached a different type of ‘Loneliness’, one that was removed
from human emotions and sorrow.
This study traced rhyme-matching the characters for ऒሜ ‘Profound loneliness’ or ‘Silence’ back to
Zhuangzi’s text. In Zhuangzi, it is described as one of the important elements of the Way. It is a
meditative state of being which gives comfort to the mind and removes anxiety. It is the space in the
mind from which everything originates. The meditative state of mind prevents restlessness within in
order to be pure and simple. ऒሜ or ऒറ ‘Silence’ is the meditative state of mind achieved by the
lonely process of looking inside oneself which can be considered ‘Profound loneliness’. Sƃseki’s
favourite poet in the last stages of his life, Ryƃkan, composed poems rhyme-matching with these
Chinese characters.
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This study discussed how ऒറ, ‘Profound loneliness’ or ‘Silence’ can have the same meaning as ऒ
ም which is used in Laozi’s Dao De Jing. It is a description of The Way and refers to the place from
which everything originates and returns. Human being are a part of the Way and the means to
becoming part of the Way involves ‘Profound loneliness’ or ‘Silence’ which is a meditative state of
mind.
Through entering a meditative state, it is possible to attain a quiet mind. Sƃseki uses both ڑಌ and

 ࣪ڑmeaning a ‘Quiet chamber’, to imply a quiet heart and tranquil mind. ڑಌ ‘Quiet chamber’ as
used by Sƃseki in his kanshi rhyme-matches with Ryƃkan’s poem. The employment of these
characters in his kanshi show that Sƃseki is emptying his mind in order for his spiritual land to be
simple and pure.
Sƃseki also introduces the characters ڑപ ‘Quiet chamber with brightness’. It is a condensed
expression of the characters which appear in Zhuangzi as ࣪ڑਫ਼പ ‘The empty chamber where
brightness is born’. These words represent a meditative state of mind which leads to enlightenment.
࣪ڑਫ਼പ “The empty chamber where brightness is born” also rhyme-ŵĂƚĐŚĞƐǁŝƚŚZǇƃŬĂŶ͛ƐƉŽĞŵ.
Sƃseki used this expression to show his spiritual land is growing more powerful and how
enlightenment is becoming a possibility.
This study looks at the methods used to attain a quiet mind and to reach enlightenment as expressed
in Sƃseki’s kanshi and how they relate to his final thought, sokuten kyoshi ‘Merge with Heaven,
abandoning oneself’. Sƃseki said to his students that it is impossible to describe sokuten kyoshi in
words; as much as it is possible this study examines this fundamental concept as it appears in the
kanshi.
One important method for attaining a meditative state of mind and being with the Way is to ‘Forget
oneself’. Sƃseki uses the characters 䏤ષ and ը to describe ‘Forgetting oneself’: it is a selfless
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state of mind. This notion of ‘Forgetting oneself’ was used by historical poets such as Li Bai and Su
Shi. The concept originates with Zhuangzi. One has to forget oneself in order to listen to ‘The piping
of Heaven’ ళថ, the sound of the Way. This concept as expressed by Zhuangzi has much in common
with ^ƃƐĞŬŝ͛Ɛ sokuten kyoshi.
Sƃseki uses the expression, ࡶਈਕ‘Beating to death the ultimate founder of religious law’ from a
Zen text. Sƃseki got this idea from Linji’s teachings. The Record of Linji teaches how one needs to kill
all the people one loves including your teacher, parents and friends. This savage expression is used
to emphasise how in order to liberate one’s spirituality one needs to diminish all worldly attachments
inside the mind: The state of kyoshi, abandoning self.
^ƃƐĞŬŝ explains that for an artist, it is necessary to remove all worldly attachments and become totally
involved with the creative process. There is no space for worldly affairs, reason, human pettiness or
common sense if one wishes to enter into communion with the essence of one’s mind.
Sƃseki also incorporated other expressions from Zen teachings in his kanshi to show the process of
enlightenment such as:  ཱི ช ࣊ from the teaching of Bodhidharma explaining spiritual
enlightenment through communication from mind to mind, which means the true teaching is a direct
spiritual transmission from teacher to pupil without words; ࡁন from The Record of Linji , showing

an act of planting pine trees as a direct action of enlightenment; ๗ from The Blue Cliff Record,
visualising sweet smelling grass as an image of forgetting oneself in nature.
‘White clouds’ പӤ are an important symbol of enlightenment in ^ƃƐĞŬŝ’s kanshi. They are a visual
depiction of the spiritual land inside his mind. They are also used to describe The Way. Whenever
Sƃseki imagined the return of ‘White clouds’ he was depicting a calm and peaceful state of mind
which transcended the pain and confusion of existence. ‘White clouds’ പӤ ĨŽƌ^ƃƐĞŬŝƐǇŵďŽůŝƐĞthe
sokuten of sokuten kyoshi. ‘White clouds’ പ Ӥ , are of course deeply embedded in Chinese
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philosophy and poetic imagery. As is seen in rhyme-matches with poems by Ryƃkan who ^ƃƐĞŬŝhad
great respect and admiration for, Wang Wei ǁŚŽ ǁĂƐ Ă ŐƌĞĂƚ ƌŽůĞ ŵŽĚĞů ĨŽƌ ^ƃƐĞŬŝ ĂƐ Ă
poet/calligrapher/artist, and many others.
Sƃseki also uses ࣙષ‘ ڹHometown of nature’, പӤ‘ ڹHome of white clouds’ and ઍ‘ ڹHome of
the hermit’ to express the same idea of his spiritual land. White clouds are the spiritual home inside
^ƃƐĞŬŝ͛Ɛmind, and they can only be reached by attaining a selfless state. പӤ ‘White clouds’ rhymematch with their original source, Zhuangzi, Chapter Twelve, ‘Heaven and Earth’. Zhuangzi explains
that this is the place where the hermit lives. The place beyond the reach of the ordinary self, rooted
in the material and superficial.
Another image favoured by Sƃseki and Shiki to express a state of non-attachment and meditative
calm is “Not-Even-Anything Village” (ໃՁ༙೯ )ڹwhich appears in Chapter one and seven in
Zhuangzi’s text. This expression is used to describe a free state of mind similar to the world of ‘White
clouds’ where one is released from the values and meanings of the ordinary mundane world.
Expressions such as ֺڗಕ ‘Fish enjoying the freedom of swimming’ ࢧళ ‘Birds flying towards
the heavens’ in Sƃseki’s kanshi describe his ultimate concept of liberation, sokuten kyoshi.
Sƃseki’s love and respect for the historical poet, Tao Yuanming lasted from the beginning to the end
of his life. Sƃseki rhyme-matched with Tao Yuanming’s poems many times. He loved the images and
world depicted in The tale of the Peach Blossom Spring which Sƃseki used as a guide to enter into
the spiritual land inside his mind. Sƃseki was fond of the image of a peaceful community away from
the ordinary world that Tao Yuanming had created. Tao Yuanming’s poems were used to rhymematch with poems from other great poets such as Li Bai, Wang Wei, Cui Hao, and Su Shi, to mention
just a few.
Tao Yuanming was Sƃseki’s role model as a literary artist throughout his life. Sƃseki admired Tao’s

attitude of how to live one’s own life freely and gracefully. Tao Yuanming expressed this in his
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poem Return home! (Gui qu lai ci: ڊؾཔࣛ). Sƃseki loved this piece of literature so much, he
wrote the poem in calligraphic form as a direct expression of respect and devotion. Sƃseki’s
calligraphy of Return home! remains a treasure up until the present time.
This study ends with lines from a poem by Sƃseki which share the same meaning with Tao
Yuanming’s poem, which rhyme-matches to Laozi’s Dao-de-jing. These poems demonstrate that
Sƃseki’s spiritual land was encapsulated in his kanshi which were strongly connected and rooted in
Chinese thought.
Laozi Dao-de-jing. (Chapter 80)
ᬢᅵ૮ɽ᳦ݚ೯ᡐ૮ซɽࢺࢰɽ૮ԡုɽ

ྣࠅ૮Ίɼܴݚ૮ซ͓͞ͱɼɼࢰͶࢺΖΉͲɼ૮͏ԡཔͦͥɽ

Neighbouring states might overlook one another,
And the sounds of chickens and dogs might be overheard,
Yet the people will arrive at old age and death with no comings and goings between them.
Tao Yuanming’s version. (The tale of the Peach-Blossom Spring)
༙ྒྷీɼඔஓɼ܄೯ሳɽ᮱᮶ި௪ɼ᳦ݚ૮ซɽ

There are good lands, beautiful ponds, mulberry and bamboo. There is a crossroads
and you can hear the sound of cocks crowing and dogs barking at each other.
Sƃseki’s version. (Poem 90)
ே㛫⮳ᴦỤ†⪁

ே㛫ࡢ⮳ᴦ Ụ†⪁࠸

≟ྭ㭜㬆ඹዲ㡢

≟ྭ 㭜㬆 ඹዲ㡢

The happiest time is when you grow old amongst people of similar mind and interest.
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When you live amongst people with vision, the lively sounds of the dogs’ bark and the cocks’
crow in the neighbourhood become the favourable symbol of peace.
Kanshi were a source of delight and wonder to ^ƃƐĞŬŝwhen he was a young child, they provided a
path for him to come to terms with his life when he was a young man. Through their connections
with the rich and profound spiritual insights of Chinese thought, they took him on a creative journey
which not only produced some profoundly beautiful pieces of work full of marvellous imagery and
haunting perception but which also enabled him to follow a spiritual journey which progressed and
evolved into his final concept of enlightenment, sokuten kyoshi.
His first known important work, composed when he was just a youth was kanshi. His last creative
piece, written just before he died was also a kanshi. The Tao concept of returning to the origin, to the
unblemished purity of the human soul, free from attachment could not have been better reflected
than in the life of the truly great, humble, profound and adventurous free spirit that was Natsume
^ƃƐĞŬŝ͘
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ŽŶĂůĚ, ,͘^ŚĞǀĞůǇ͘ĞĚ͘dƌĂĚŝƚŝŽŶĂŶĚDŽĚĞƌŶŝǌĂƚŝŽŶŝŶ:ĂƉĂŶĞƐĞƵůƚƵƌĞ͘WƌŝŶĐĞƚŽŶhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕
EĞǁũĞƌƐĞǇ͕ϭϵϳϭ.
Ƶ&Ƶ͘ŚƚƚƉ͗ͬͬǁǁǁ͘ǌǁďŬ͘ŽƌŐͬǌŚ-ƚǁͬ>ĞŵŵĂͺ^ŚŽǁͬϭϮϲϬϯ͘ĂƐƉǆ

ϯϵϰ
ĚŽdŽŬǇŽ,ĂŬƵďƵƚƐƵŬĂŶΘdƃŚŽŬƵhŶŝǀĞƌƐŝƚǇ͘ƵŶŐƃ͕EĂƚƐƵŵĞ^ƃƐĞŬŝ- ^ŽŶŽ<ŽŬŽƌŽƚŽDĂŶĂǌĂƐŚŝ.
ƐĂŚŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬǇŽ͕ϮϬϬϳ͘
ŐĂŶ͕ZŽŶĂůĚ͘tŽƌĚ͕/ŵĂŐĞ͕ĂŶĚĞĞĚŝŶƚŚĞ>ŝĨĞŽĨ^Ƶ^Śŝ͘ŽƵŶĐŝůŽŶĂƐƚƐŝĂŶ^ƚƵĚŝĞƐ͕,ĂƌǀĂƌĚhŶŝǀĞƌƐŝƚǇ͕
ĂŶĚƚŚĞ,ĂƌǀĂƌĚ- zĞŶĐŚĞŶŐ /ŶƐƚŝƚƵƚĞ͕ĂŵďƌŝĚŐĞ;DĂƐƐĂĐŚƵƐĞƚƚƐͿĂŶĚ>ŽŶĚŽŶ͕ϭϵϵϰ͘
ƚƃ͕:ƵŶ͘͞^ƃƐĞŬŝƚŽŚƻŐŽŬƵ^ŚŝƐƃ͟ ŝŶEĂƚƐƵŵĞ^ƃƐĞŬŝ //͘EŝŚŽŶƵŶŐĂŬƵ<ĞŶŬǇƻ^ŚŝƌǇƃ^ƃƐŚŽ͕zƻƐĞŝƃ͕
dŽŬǇŽ͕ϭϵϴϮ.
ƚƃ͕:ƵŶ͘^ƃƐĞŬŝ ƚŽ^ŽŶŽ:ŝĚĂŝ͘sŽů͘ϭ͕^ŚŝŶĐŚƃ ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϬ.
&ĂŶŐ'ĂŶ͘ŚƚƚƉ͗ͬͬǁǁǁ͘ǇƵǁĞŶϯϲϬ͘ĐŽŵͬƐŚŽǁŝŶĨŽ-ϭϴϰ-ϭϰϯϳϮϮ͘Śƚŵů
&ĂƌŽŽƚƵŶŝĂŶ͕,ĂƌƌǇ͘͞dŚĞ&ƵŶĐƚŝŽŶƐŽĨŚŝŶĂŝŶdŽŬƵŐĂǁĂdŚŽƵŐŚƚ͟ ŝŶ/ƌŝĞ͕ŬŝƌĂ͘Ě͕͘dŚĞŚŝŶĞƐĞĂŶĚƚŚĞ:ĂƉĂŶĞƐĞ.
WƌŝŶĐĞƚŽŶhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕WƌŝŶĐĞƚŽŶ͕EĞǁ:ĞƌƐĞǇ͕ϭϵϴϬ͘
&ůƵƚƐĐŚ͕DĂƌŝĂ͘dƌĂŶƐ͘ZĞĐŽůůĞĐƚŝŽŶƐ. ^ƃƐĞŬŝ DƵƐĞƵŵŝŶ>ŽŶĚŽŶ͕ϭϵϵϳ.
&ŽŐĞů͕:ŽƐŚƵĂ͘Ě͘, >ĂƚĞYŝŶŐŚŝŶĂĂŶĚDĞŝũŝ:ĂƉĂŶ͗ƉŽůŝƚŝĐĂůĂŶĚĐƵůƚƵƌĂůĂƐƉĞĐƚƐ͘ĂƐƚ ƌŝĚŐĞ͕EŽƌǁĂůŬ͕ϮϬϬϰ.
&ƌĂůĞŝŐŚ͕DĂƚƚŚĞǁ͘WůƵĐŬŝŶŐŚƌǇƐĂŶƚŚĞŵƵŵƐ͘EĂƌƵƐŚŝŵĂZǇƵŚŽŬƵĂŶĚ^ŝŶŝƚŝĐ>ŝƚĞƌĂƌǇdƌĂĚŝƚŝŽŶƐŝŶDŽĚĞƌŶ:ĂƉĂŶ͘
,ĂƌǀĂƌĚhŶŝǀĞƌƐŝƚǇƐŝĂĞŶƚĞƌ͕ĂŵďƌŝĚŐĞ;DĂƐƐĂĐŚƵƐĞƚƚƐͿĂŶĚ>ŽŶĚŽŶ͕ϮϬϭϲ͘
&ƌĂŶĐŬƐ͕WĞŶĞůŽƉĞ͘:ĂƉĂŶĞƐĞĐŽŶŽŵŝĐĞǀĞůŽƉŵĞŶƚ͘ZŽƵƚůĞĚŐĞ͕>ŽŶĚŽŶ͕ϭϵϵϮ.
&ƌĞŶĐŚ͕>͘ĂůǀŝŶ͘^ŚŝďĂ<ƃŬĂŶ͘tĞĂƚŚĞƌŚŝůů͕EĞǁzŽƌŬ͕ϭϵϳϰ͘
&ƵũŝƚĂ͕^ŚŝŶ͛ŝĐŚŝ͘Ěŝƚ͘͞zŽƐĂƵƐŽŶ͟ ;'Ă,Ăŝ&ƵƚĂƚƐƵŶŽdĂƚƐƵũŝŶͿ͘EŝŚŽŶŶŽ<ŽŬŽƌŽ ϮϬϮ͕ĞƐƐĂƚƐƵdĂŝǇƃ͕^ŚƻĞŝƐŚĂ͕
dŽŬǇŽ͕ĞĐĞŵďĞƌϮϬϭϮ͘
&ƵũŝƚĂ͕dŽŵŽĂŬŝ͘Η^ƃƐĞŬŝ ^ŚŝŶŝŽŬĞƌƵΖ^ŚŝƌĂŬƵŵŽΖŶŽŝŵĂŐĞŶŝƚƐƵŝƚĞΗŝŶ
ƵůůĞƚŝŶŽĨƚŚĞ'ƌĂĚƵĂƚĞ^ĐŚŽŽůŽĨEŝƐŚƃ-'ĂŬƵƐŚĂ hŶŝǀĞƌƐŝƚǇ͘ϮϬϬϱ͕Ɖ͘Ϯϳϴ– Ϯϵϵ͘
&ƵũŝƚĂ͕dŽŵŽĂŬŝ͘Η^ƃƐĞŬŝ ^ŚŝŶŝŽŬĞƌƵ^ŚƻΗŝŶƵůůĞƚŝŶŽĨƚŚĞ'ƌĂĚƵĂƚĞ^ĐŚŽŽůŽĨEŝƐŚƃ-'ĂŬƵƐŚĂhŶŝǀĞƌƐŝƚǇ͘ϮϬϬϲ͕
Ɖ͘Ϯϭϱ- Ϯϰϰ͘
&ƵũŝƚĂ͕zŽƐŚŝŵŝ͘͞ƵŶŐĂŬƵƚŽ<ĂŬƵŵĞŝƚŽZĞŶĂŝƚŽdĞƚƐƵŐĂŬƵƚŽ– /ƐƐĂƚƐƵŶŽ,ŽŶŶŽ'ĞŶƌǇƻǁŽdĂǌƵŶĞƚĞ͘͟ZŝƐƐŚƃ
ĂŝŐĂŬƵƵŶŐĂŬƵďƵZŽŶƐƃ ϴϬ͕dŽŬǇŽ͕ϭϵϴϰ͘
&ƵŬĂĞ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝƚŽEŝŚŽŶŶŽ<ŝŶĚĂŝ͘QĨƻƐŚĂ͕dŽŬǇŽ͕ϭϵϴϯ.
&ƵŬƵŵŝƚƐƵ͕zƵ͘^Ƶ^Śŝ͛ƐWŚŝůŽƐŽƉŚǇŽĨ>ŝĨĞĂŶĚƚŚĞĞƐƚŚĞƚŝĐƐŝŶŚŝŶĞƐĞĂůůŝŐƌĂƉŚǇ. WŚƚŚĞƐŝƐ, 'ƌĂĚƵĂƚĞ^ĐŚŽŽů
ŽĨ/ŶƚĞŐƌĂƚĞĚƌƚƐĂŶĚ^ĐŝĞŶĐĞƐ͕,ŝƌŽƐŚŝŵĂhŶŝǀĞƌƐŝƚǇ͕,ŝƌŽƐŚŝŵĂ͕ϮϬϭϰ͘
&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘ŚƻŐŽŬƵdĞƚƐƵŐĂŬƵ͕^ŚƻŬǇŽ͕'ĞŝũƵƚƐƵ͘:ŝŶŵŽŶ^ŚŽŝŶ͕<ǇŽƚŽ͕ϭϵϴϴ͘
&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘ dƌĂŶƐ͘ ZƃƐŚŝ͘;ŚƻŐŽŬƵ<ŽƚĞŶ^ĞŶsŽů͘ϲͿ͕ƐĂŚŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϴ.
&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘ZƃƐŚŝ͘ŚŝŬƵŵĂ^ŚŽďƃ͕dŽŬǇŽ͕ϮϬϭϯ͘
&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝ͘sŽů͘ϭ͕ƐĂŚŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϲ͘
&ƵŬƵŶĂŐĂ͕DŝƚƐƵũŝ͘dƌĂŶƐ͘^ƃƐŚŝǀŽů͘Ϯ͘ƐĂŚŝ^ŚŝŶďƵŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϲϲ.
&ƵŬƵƐŚŝŵĂ͕ZŝŬŽ͞^ƃƐĞŬŝŶŽ<ĂŶƐŚŝǁŽDĞŐƵƚƚĞ͟ ŝŶ^ƃƐĞŬŝĞŚƐŚƻ͕'ĞƉƉƃ͕ǀŽůϰ͕ϭϵϵϲ.
&ƵƌƵŬĂǁĂ͕,ŝƐĂƐŚŝ͘^ƃƐĞŬŝŶŽ^ŚŽŬĂŶ͘dŽŬǇŽƃ^ŚƵƉƉĂŶ͕ϭϵϴϮ.
'ŝƌĂƌĚŽƚ͕E͘:͚͘͞&ŝŶĚŝŶŐƚŚĞtĂǇ͛͗:ĂŵĞƐ>ĞŐŐĞĂŶĚƚŚĞsŝĐƚŽƌŝĂŶ/ŶǀĞŶƚŝŽŶŽĨdĂŽŝƐŵ͟ ŝŶZĞůŝŐŝŽŶ ;ϭϵϵϵͿϮϵ,
ƉϭϬϳ-ϭϮϭ͘
'ĂŽ͕:ŝĨĞŶ͘͞^ƃƐĞŬŝ^ĂŬƵŚŝŶŐĂ<ĂŶďƵŶŐĂŬƵŬĂƌĂƵŬĞƚĂŝŬǇƃ͘͟<ǇƵƐŚƵ<ĂŶŐŽ&ƵŬƵƐŚŝĂŝŐĂŬƵ<ŝǇŽ sŽů͘ϭϰEŽ͘ϭ͕
p. 3-ϭϯ͕<ƵŵĂŵŽƚŽ͕ϮϬϭϯ͘
'ĂŽ^Śŝ. ŚƚƚƉ͗ͬͬǁǁǁϱĂ͘ďŝŐůŽďĞ͘ŶĞ͘ũƉͬΕƐŚŝĐŝͬƐŚŝϰͺϬϴͬƌƐϰϴϲ͘Śƚŵ
,ĂŐĂ͕dƃƌƵ͕zŽƐĂƵƐŽŶŶŽŚŝŝƐĂŶĂ^ĞŬĂŝ͘ŚƻŬƃƵŶŬŽ͕dŽŬǇŽ͕ϭϵϴϴ͘
,ĂŐŝǁĂƌĂ͕^ĞŶƐĞŶƐƵŝ͘ĂƐŚƃ͕ƵƐŽŶ͕^ŚŝŬŝ͘'ĞŶŐĞŶ ^ŚĂ͕dŽŬǇŽ͕ϭϵϱϱ.
,ĂŬƵĐŚƃ͕DĂƐĂŵƵŶĞ͘͞EĂƚƐƵŵĞ^ƃƐĞŬŝZŽŶ͟ ŝŶ DĂƐĂŵƵŶĞ ,ĂŬƵĐŚƃĞŶƐŚƻ͘sŽůϮϬ&ƵŬƵƚĂŬĞ^ŚŽƚĞŶ͕dŽŬǇŽ͕
ϭϵϴϯ, Ɖ͘Ϯϲ-Ϯϳ͘
,ĂŶĞ͕DŝŬŝƐŽ͘͞ĂƌůǇDĞŝũŝ>ŝďĞƌĂůŝƐŵ͘ŶƐƐĞƐƐŵĞŶƚ͘͟ DŽŶƵŵĞŶƚĂEŝƉƉŽŶŝĐĂ͕sŽů͘Ϯϰ͕EŽ͘ϰ͕͘
^ŽƉŚŝĂ/ŶŝǀĞƌƐŝƚǇ͕dŽŬǇŽ͕;ϭϵϲϵͿ
,ĂŶĞ͕DŝŬŝƐŽ͘͞dŚĞ^ŽƵƌĐĞƐŽĨŶŐůŝƐŚ>ŝďĞƌĂůŽŶĐĞƉƚƐ͟ ŝŶDŽŶƵŵĞŶƚĂEŝƉƉŽŶŝĐĂ͕sŽů͘Ϯϰ͕EŽ͘ϯ͕Ɖ͘Ϯϱϵ-ϮϳϮ.
,ĂƌĚĂĐƌĞ͕,ĞůĞŶǁŝƚŚ<ĞƌŶ͕ĚĂŵ>͘Ě͕͘ EĞǁŝƌĞĐƚŝŽŶƐŝŶƚŚĞ^ƚƵĚǇŽĨDĞŝũŝ:ĂƉĂŶ͘ƌŝůů͗>ĞŝĚĞŶ͕
EĞǁzŽƌŬ͕<ƂůŶ͕ϭϵϵϳ.
,ĂƐĞŐĂǁĂ͕dĂŬƵŵĂ͘^ƉĞŶĐĞƌƚŽŶƌǇƃ. ;>ĞĐƚƵƌĞEŽƚĞͿ /ŶƚĞƌŶĂƚŝŽŶĂů/ŶŽƵĞŶƌǇƃ ZĞƐĞĂƌĐŚ ϯ͕/ŶƚĞƌŶĂƚŝŽŶĂů
ƐƐŽĐŝĂƚŝŽŶĨŽƌ/ŶŽƵĞŶƌǇƃ ZĞƐĞĂƌĐŚ͕ϮϬϭϱ
,ĞŶƌŝĐŬƐ͕ZŽďĞƌƚ'͘dƌĂŶƐ͘>ĂŽ-ƚǌƵdĞ-dĂŽŚŝŶŐ͘ZŝĚĞƌ͕>ŽŶĚŽŶ͕ϭϵϵϭ͘
,ŝĐŬŵĂŶ͕DŽŶĞǇΘ&ĞƚĐŚŬŽWĞƚĞƌ͘:ĂƉĂŶĂǇďǇĂǇ͘ŶǆŚŝďŝƚŝŽŶ,ŽŶŽƵƌŝŶŐ ĚǁĂƌĚ^ǇůǀĞƐƚĞƌDŽƌƐĞĂŶĚ
ŽŵŵĞŵŽƌĂƚŝŶŐƚŚĞ,ƵŶĚƌĞĚƚŚŶŶŝǀĞƌƐĂƌǇŽĨ,ŝƐƌƌŝǀĂůŝŶ:ĂƉĂŶŝŶϭϴϳϳ͘WĞĂďŽĚǇDƵƐĞƵŵŽĨ^ĂůĞŵ͕
^ĂůĞŵ͕DĂƐƐĂĐŚƵƐĞƚƚƐ͕ϭϵϳϳ͘
,ŝƌĂŝ͕<ƵŶŝŽ͘ΗEĂƚƐƵŵĞ^ƃƐĞŬŝ- :ƵŶƐƵŝŶĂ'ĞŝũƵƚƐƵŬĂƚĂŵĂƐŚŝŝŶŽ^ŚŽǇƻƐŚĂΗ͘QƚĞŵĂĞ:ŽƐŚŝĂŝŐĂŬƵZŽŶƐŚƻ

ϯϵϱ
EŽ͘Ϯϭ, ,ǇƃŐŽ͕ ϭϵϴϳ͕Ɖ͘ϰϱ-ϴϰ͘
,ŝƌĂŬĂǁĂ͕zŽƐŚŝŚŝƌŽ͘͞<ŝƐŚĂŶŽ,ĂƐŚŝƌĂŶƵ^ĞŬĂŝ͟ ŝŶ<ƃǌĂEĂƚƐƵŵĞ^ƃƐĞŬŝ͘ǀŽů͘ϱ͕DŝǇŽƐŚŝ͕zƵŬŝŽ͘,ŝƌĂŽŬĂ͕
dŽƐŚŝŽ͘,ŝƌĂŬĂǁĂ͕^ƵŬĞŚŝƌŽ͘ƚƃ͕:ƵŶ͘zƻŚŝ<ĂŬƵ͕Ěit͘dŽŬǇŽ͕ϭϵϴϮ͘
,ŽŶĚĂ͕<ĞŶƐŚƃ͘͞EĂƚƐƵŵĞ^ƃƐĞŬŝ͟ ŝŶ<ŝŶĚĂŝŶŽƵŶŐĂŬƵ ;ǌĞŶŬŝͿ͘EŝŚŽŶƵŶŐĂŬƵ<ƃǌĂǀŽů͘s͕<ĂǁĂĚĞ^ŚŽďƃ͕
dŽŬǇŽ͕ϭϵϱϰ, Ɖ͘ϭϳϰ-ϭϴϯ͘
,ƃƐŚƃ͕ƌĂƚĂ͘͞zƃŬǇŽŬƵŶŽ<ĞŝŬŽΖ͟ŝŶ^ƃƐĞŬŝĞŶƐŚƻ sŽů͘Ϯϵ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕Ɖ͘Ϯϰϴ-Ϯϱϯ͘
,ŽǁůĂŶĚ͕ŽƵŐůĂƐ͘͞^ŽĐŝĞƚǇZĞŝĨŝĞĚ͗,ĞƌďĞƌƚ^ƉĞŶĐĞƌĂŶĚWŽůŝƚŝĐĂůdŚĞŽƌǇŝŶĂƌůǇDĞŝũŝ:ĂƉĂŶ͟ ŝŶŽŵƉĂƌĂƚŝǀĞ
^ƚƵĚŝĞƐŝŶ^ŽĐŝĞƚǇĂŶĚ,ŝƐƚŽƌǇ. ϮϬϬϬ͘Ɖ͘ϲϳ-ϴϲ
,ŽǁůĂŶĚ͕ŽƵŐůĂƐ͘͞dƌĂŶƐůĂƚŝŶŐ>ŝďĞƌƚǇŝŶEŝŶĞƚĞĞŶƚŚ-ĞŶƚƵƌǇ:ĂƉĂŶ͟ ŝŶ:ŽƵƌŶĂůŽĨƚŚĞ,ŝƐƚŽƌǇŽĨ/ĚĞĂƐ.
:ĂŶƵĂƌǇϮϬϬϭ, sŽů͘ϲϮ͕EŽ͘ϭ͘, p͘ϭϲϭ-ϭϴϭ͘
/ŝĚĂ͕ZŝŐǇƃ͘<ĂŶƐŚŝEǇƻŵŽŶ/ŶďŝŬŝ:ŝƚĞŶ͘<ĂƐŚŝǁĂ^ŚŽďƃ͕ϭϵϵϭ͘
/ŝĚĂ͕ZŝŐǇƃ͘<ĂŝĚƃŶŽ,ĂŶĂ͘<ĂƐŚŝǁĂ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϵϭ.
/ŝĚĂ͕ZŝŐǇƃ. ^ƃƐĞŬŝ ^Śŝ-shƻ zĂŬƵ͘<ŽŬƵƐŚŽ<ĂŶŬƃ <Ăŝ͕dŽŬǇŽ͕ϭϵϳϲ͘
/ŝĚĂ͕ZŝŐǇƃ͘ĞŶƌŝŶDĞŝŬƵ:ŝƚĞŶ͘<ŽŬƵƐŚŽ<ĂŶŬƃ<Ăŝ͕dŽŬǇŽ͕ϭϵϳϱ͘
/ŬĞĚĂ͕DŝŬŝŬŽ͘NaƚƐƵŵĞ^ƃƐĞŬŝ;DĞŶŝǁĂ^ŚŝƌƵdƃǌĂŝŶŽ:ŝͿ͘<ŽŬƵƐŚŽ<ĂŶŬƃŬĂŝ͕dŽŬǇŽ͕ϮϬϭϯ͘
/ŬŬĂŝ͕dŽŵŽǇŽƐŚŝ͘^ƃƐĞŬŝ ƚŽ<ĂǁĂŬĂŵŝ,ĂũŝŵĞ- EŝŚŽŶŶŽEŝĚĂŝ<ĂŶƐŚŝ-ũŝŶ͘&ƵũŝǁĂƌĂ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͘
/ŬŬĂŝ͕dŽŵŽǇŽƐŚŝ͘ƚƌĂŶƐ͘dƃŶŵĞŝ ;ŚƻŐŽŬƵ^ŚŝũŝŶ^ĞŶƐŚƻϰͿ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϲϮ.
/ŵĂŶŝƐŚŝ͕:ƵŶ͛ŝĐŚŝ͘Η^ƃƐĞŬŝ ƚŽĞŶΗŝŶ:ŽƵƌŶĂůŽĨƵĚĚŚŝƐƚ^ƚƵĚŝĞƐ ϯϮ͕<ŽŵĂǌĂǁĂhŶŝǀĞƌƐŝƚǇ͕ϮϬϬϭ͕Ɖ͘Ϯϳ-ϰϬ͘
/ŵŽƚŽ͕EƃŝĐŚŝ͕ BaƐŚƃ͗^ŽŶŽ:ŝŶƐĞŝƚŽ'ĞŝũƵƚƐƵ͘<ƃĚĂŶƐŚĂ͕dŽŬǇŽ͕ϭϵϲϴ.
/ƌŝĞ͕zŽƐŚŝƚĂŬĂ͕͘DŝǌŽŐƵĐŚŝ͕zƻǌƃ͕͘^ƵĞŬŝ͕&ƵŵŝŚŝŬŽ͕͘/ƚƃ͕&ƵŵŝŽ͘dƌĂŶƐ͘ΘŶŶŽƚ. ,ĞŬŝŐĂŶZŽŬƵ. sŽů͘ϭ͘
/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϳ͘
/ƌŝǇĂ͕zŽƐŚŝƚĂŬĂ͕͘DŝǌŽŐƵĐŚŝ͕zƻǌŽ͕͘^ƵĞŬŝ͕&ƵŵŝŚŝŬŽ͕͘/ƚƃ͕&ƵŵŝŽ͘dƌĂŶƐ͘ΘŶŶŽƚ. ,ĞŬŝŐĂŶZŽŬƵ͘sŽů͘Ϯ͘
/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϱ͘
/ƌŝǇĂ͕zŽƐŚŝƚĂŬĂ͕͘DŝǌŽŐƵĐŚŝ͕zƻǌŽ͕͘^ƵĞŬŝ͕&ƵŵŝŚŝŬŽ͕͘/ƚƃ͕&ƵŵŝŽ͘dƌĂŶƐ͘ΘŶŶŽƚ. ,ĞŬŝŐĂŶZŽŬƵ. Vol. 3.
/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϳ.
/ƌŝǇĂ͕zŽƐŚŝƚĂŬĂ͘Ŷ͘ZŝŶǌĂŝZŽŬƵ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϳ͘
/ƌŽŬĂǁĂ͕ĂŝŬŝĐŚŝ͘DĞŝũŝ^ĞŝƐŚŝŶ^Śŝ͘ŚŝŬƵŵĂ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϵϱ.
/ƌŽŬĂǁĂ͕ĂŝŬŝĐŚŝ͘DĞŝũŝŶŽƵŶŬĂ͘/ǁĂŶĂŵŝƐŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϳϬ͘
/ƌŽŬĂǁĂ, ĂŝŬŝĐŚŝ. dŚĞƵůƚƵƌĞŽĨƚŚĞDĞŝũŝWĞƌŝŽĚ. WƌŝŶĐĞƚŽŶhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͘WƌŝŶĐĞƚŽŶ͕EĞǁ:ĞƌƐĞǇ, ϭϵϴϱ.
/ƐŚŝŬĂǁĂ͕dĂĚĂŚŝƐĂ͘Ě͘<ĂŶƐŚŝ<ĂŶƐŚƃ :ŝƚĞŶ. KƃĚĂŶƐŚĂ͕ϮϬϬϵ͘
/ǌƵƚƐƵ͕dŽƐŚŝŚŝŬŽ͘dŽǁĂƌĚĂWŚŝůŽƐŽƉŚǇŽĨĞŶƵĚĚŚŝƐŵ͘/ŵƉĞƌŝĂů/ƌĂŶŝĂŶĐĂĚĞŵǇŽĨWŚŝůŽƐŽƉŚǇ͕dĞŚĞƌĂŶ͕ϭϵϳϳ͘
:ĂŵĞƐ͕tŝůůŝĂŵ͘sĂƌŝĞƚŝĞƐŽĨ ZĞůŝŐŝŽƵƐǆƉƌĞƌŝĞŶĐĞ͗^ƚƵĚǇŝŶ,ƵŵĂŶEĂƚƵƌĞ. ZŽƵƚůĞĚŐĞ͕>ŽŶĚŽŶĂŶĚEĞǁzŽƌŬ͕
ϮϬϬϮ͘
:ĂŶƐĞŶ, DĂƌŝƵƐ͘͞dŚĞDĞŝũŝZĞƐƚŽƌĂƚŝŽŶ͟ŝŶdŚĞŵĞƌŐĞŶĐĞŽĨDĞŝũŝ:ĂƉĂŶ͘DĂƌŝƵƐ͘:ĂŶƐĞŶ͕Ěŝƚ͘
ĂŵďƌŝĚŐĞhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕ĂŵďƌŝĚŐĞ͕ϭϵϵϱ
:ŝŶ-ĚĞǌŚƵĂŶĚĞŶŐ-ůƵ. ŚƚƚƉ͗ͬͬďůŽŐ͘ŐŽŽ͘ŶĞ͘ũƉͬůŽŐŽƐϭϵϲϭͬĞͬĐϴĐϱĨϴĨϮϯϳϱϳϵĨĞĞϯϵĐϵϵĨĨϳĨϴĞďĨϳϬϵ
<ĂŝŐŽ͕dŽŬŝŽŵŝ͘:ĂƉĂŶĞƐĞĚƵĐĂƚŝŽŶ- /ƚƐWĂƐƚĂŶĚWƌĞƐĞŶƚ͘^ĞƌŝĞƐŽŶ:ĂƉĂŶĞƐĞ>ŝĨĞĂŶĚƵůƚƵƌĞ͕sŽů͘y/͕
<ŽŬƵƐĂŝƵŶŬĂ^ŚŝŶŬŽŬĂŝ͕dŽŬǇŽ͕ϭϵϲϱ.
<ĂũŝŬŝ͕'ƃ͘͞EĂƚƐƵŵĞ^ƃseki࣭^ŚƃǁĂ^ĞŶŐŽ͟ ŝŶ<ĂŶŝĐŚŝ/ŵĂŶŝƐŚŝΘEĂŽƚĂŬĂzĂŵĂŐƵĐŚŝĚŝƚ͘EŝƐŚƃ'ĂŬƵƐŚĂŶŽ
'ĂŬƵŐĞŝ͘ <ĂŶƌŝŶ^ŚŽďƃ͕dŽŬǇŽ͕ϮϬϭϬ. p. 9-ϲϱ͘
<ĂůƚĞŶŵĂƌŬ͕DĂǆ͘ >ĂŽdǌƵĂŶĚdĂŽŝƐŵ͘^ƚĂŶĨŽƌĚhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕ĂůŝĨŽƌŶŝĂ͕ϭϵϲϵ.
<ĂŵĞ͕^ĞƚƐƵŬŽ͘dƌĂŶƐ͘>ĞŽŶƐ^ƵƌdĐŚŽƵĂŶŐ-dƐĞƵ͘>ĞĐƚƵƌĞĂƚŽůůğŐĞĚĞ&ƌĂŶĐĞďǇ:ĞĂŶ&ƌĂŶಮŽŝƐĞŝůůĞƚĞƌ͘DŝƐƵǌƵ
^ŚŽďƃ, dŽŬǇŽ͕ϮϬϭϭ͘
<ĂŵĂĐŚŝ͕EŽƌŝŬŽ͘͞dŚĞŚŝŶĞƐĞŝŶDĞŝũŝ:ĂƉĂŶ͗dŚĞŝƌ/ŶƚĞƌĂĐƚŝŽŶƐǁŝƚŚƚŚĞ:ĂƉĂŶĞƐĞĞĨŽƌĞƚŚĞ^ŝŶŽ-:ĂƉĂŶĞƐĞtĂƌ͟
ŝŶ/ƌŝĞ͕ŬŝƌĂ͘Ě͕͘dŚĞŚŝŶĞƐĞĂŶĚƚŚĞ:ĂƉĂŶĞƐĞ͘WƌŝŶĐĞƚŽŶhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕WƌŝŶĐĞƚŽŶ͕EĞǁ:ĞƌƐĞǇ͕ϭϵϴϬ͘
<ĂŶĂǇĂ͕KƐĂŵƵ͘͞dŚĞĐĐĞƉƚĂŶĐĞŽĨĂŽŝƐŵŝŶ:ĂƉĂŶ͕ĂŶĚDĂƚƐƵŽĂƐŚƃ͟ ŝŶĐŽůĞĨƌĂŶĕĂŝƐĞĚΖǆƚƌġŵĞ-KƌŝĞŶƚ,
WĂƌŝƐ͕ϭϵϵϳ͕Ɖ͘ϭϲϭ-ϭϲϴ͘
<ĂŶĂǇĂ͕KƐĂŵƵ͘dƌĂŶƐ͘ΘŶŶŽƚ͘^ƃƐŚŝ͘sŽů͘ϰ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϳ͘
<ĂŶĚĂ͕ƚƐƵŚŽ͘ ĂƐŚƃ/ĐŚŝĚĂŝ^Śƻ. EŝŚŽŶ,ĂŝƐŚŽdĂŝŬĞŝ<ĂŶŬƃŬĂŝ͕dŽŬǇŽ͕ϭϵϮϲ.
<ĂŶĚĂ͕,ŝĚĞŽ͘^ƃƐŚŝŶŽ^ŽƐĞŝ͘ DĞŝũŝ^ŚŽŝŶ͕dŽŬǇŽ͕ϭϵϴϴ͘
<ĂŶĚĂ͕,ŝĚĞŽ͘͞ĂƐŚƃƚŽŚƻŐŽŬƵƵŶŐĂŬƵ͟ ŝŶ Basho͘Ě͘/ŵŽƚŽEƃŝĐŚŝ͘<ĂĚŽŬĂǁĂ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϱϴ͕
Ɖ͘ϰϭϳ-ϰϮϴ͘
<ĂŶĚĂ͕,ŝĚĞŽ͘^ƃƐŚŝŶŽ^ŽƐĞŝ. DĞŝũŝ^ŚŽŝŶ͕ϭϵϴϴ.
<ĂŶŐ͕^ĂŶŐ-ũƵŶŐ͘^ƃƐĞŬŝŶŽ<ŽƚŽďĂ͘^ŚƻĞŝƐŚĂ͕dŽŬǇŽ͕ϮϬϭϲ͘
<ĂƌĂƚĂŶŝ͕<ŽũŝŶ͘͞dŚĞŝƐĐƵƌƐŝǀĞ^ƉĂĐĞŽĨDŽĚĞƌŶũĂƉĂŶ͟ ŝŶ:ĂƉĂŶŝŶƚŚĞtŽƌůĚ͘Ě͕͘ďǇDĂƐĂŽDŝǇŽƐŚŝĂŶĚ

ϯϵϲ
,͘͘,ĂƌŽŽƚƵŶŝĂŶ͕ƵŬĞhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕h^͕ϭϵϵϯ.
<ĂƚĂŽŬĂ͕zƵƚĂŬĂ͘Η'ĞŶĚĂŝŶŽΖ<ŝŬŝΖƚŽEĂƚƐƵŵĞ^ƃƐĞŬŝ- ,ĞŝǁĂŶŽƵŶŬĂŐĂŬƵΗŝŶƵůůĞƚŝŶŽĨƚŚĞ&ĂĐƵůƚǇŽĨ,ƵŵĂŶ
ĂŶĚƵůƚƵƌĞ^ĐŝĞŶĐĞƐ, ^ĂŬƵƐŚŝŶ'ĂŬƵŝŶhŶŝǀĞƌƐŝƚǇ EŽ͘ϯ͕ϮϬϬϱ͕Ɖ͘ϭϮϬ- ϭϬϯ͘
<Ăƚƃ͕:ŝƌƃ. ^ƃƐĞŬŝƚŽĞŶ͘<ĂŶƌŝŶ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϵϵ͘
ͺͺͺͺͺͺͺͺ. ^ƃƐĞŬŝƚŽ<ĂŶƐŚŝ͘<ĂŶƌŝŶ^ŚŽďƃ͕dŽŬǇŽ͕ϮϬϬϰ͘
<Ăƚƃ͕^ŚƻŝĐŚŝ͘,ŝƐƚŽƌǇŽĨ:ĂƉĂŶĞƐĞ>ŝƚĞƌĂƚƵƌĞ͘sŽů͘ϯdŚĞDŽĚĞƌŶzĞĂƌƐ͕dƌĂŶƐ͕͘ďǇŽŶ^ĂŶĚĞƌƐŽŶ͘
dŚĞDĂĐŵŝůůĂŶWƌĞƐƐ>ƚĚ͕͘>ŽŶĚŽŶ͕ϭϵϴϯ.
<ĞĞŶĞ͕ŽŶĂůĚ͘ŽǁŶƚŽdŚĞtĞƐƚ͘ :ĂƉĂŶĞƐĞ>ŝƚĞƌĂƚƵƌĞŽĨƚŚĞDŽĚĞƌŶƌĂ͘ ,ĞŶƌǇ,ŽůƚĂŶĚŽŵƉĂŶǇ͕EĞǁzŽƌŬ͕
ϭϵϴϰ͘
<ŶĂƵƚŚ͕>ŽƚŚĂƌ͘Η>ŝĨĞŝƐdƌĂŐŝĐ͘dŚĞŝĂƌǇŽĨEŝƐŚŝĚĂ<ŝƚĂƌŽΗiŶDŽŶƵŵĞŶƚĂEŝƉƉŽŶŝĐĂ͘sŽů͘ϮϬ͘EŽ͘ϯͬϰ͘ϭϵϲϱ͕
Ɖ͘ϯϯϱ-ϯϱϴ͘
<ŽŚŶ͕>ŝǀŝĂ͘͞dĂŽŝƐŵŝŶ:ĂƉĂŶ͗WŽƐŝƚŝŽŶƐĂŶĚǀĂůƵĂƚŝŽŶƐ͟ ŝŶ ĂŚŝĞƌƐĚΖǆƚƌġŵĞ-ƐŝĞ͕ ǀŽů͘ϴ͘ůΖĐŽůĞ&ƌĂŶĕĂŝƐĞ
ĚΖǆƚƌġŵĞ- KƌŝĞŶƚ͕WĂƌŝƐ͕ϭϵϵϱ͕Ɖ͘ϯϴϵ-ϰϭϮ͘
KŽŵŝǇĂ͕dŽǇŽƚĂŬĂ͘ŽŵŵĞŶƚĂƌǇŝŶ͞ŽŬƵƐĞƚƐƵZŽŬƵ͟ ŝŶ^ƃƐĞŬŝŶŽ^ŚƃŐĂŝ͘^ƃƐĞŬŝƵŶŬŽ͕dƃŚŽŬƵhŶŝǀĞƌƐŝƚǇ
ŝŐŝƚĂůůŝďƌĂƌǇ͘
<ŽŵŝǇĂ͕dŽǇŽƚĂŬĂ͘ŽŵŵĞŶƚĂƌǇŝŶ^ƃƐĞŬŝ ĞŶƐŚƻ͕ǀŽů͘ϭϰ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϳϲ͕Ɖ͘ϴϲϱ-ϴϵϰ͘
<ŽŵŝǇĂ͕dŽǇŽƚĂŬĂ. ŽŵŵĞŶƚĂƌǇŝŶ^ƃƐĞŬŝ ĞŶƐŚƻ͕ǀŽů͘ ϭϮ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ ϭϵϳϱ͕Ɖ͘ϴϯϳ-ϴϲϲ͘
<ŽŵŝǇĂ͕dŽǇŽƚĂŬĂ͘^ƃƐĞŬŝĂŬŬŝ͘<ŽǇĂŵĂ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϯϱ.
<ŽŵŽƌŝ͕zƃŝĐŚŝ͘͞tĂƚĂŬƵƐŚŝ ŶŽ<ŽũŝŶ^ŚƵŐŝŶŽ^ŚŝƐƃ͟ ŝŶ'ĞƉƉƃϭϲ͕^ƃƐĞŬŝĞŶƐŚƻ, Ɖ͘ϭϯ-ϭϲ.
<ŽŵŽƌŝ͕zƃŝĐŚŝ͘^ƃƐĞŬŝǁŽzŽŵŝŶĂŽƐƵ͘ŚŝŬƵŵĂ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϵϱ͘
<ŽŵŽƌŝ͕zƃŝĐŚŝ͘^ƃƐĞŬŝ ZŽŶ- Ϯϭ^ĞŝŬŝǁŽ/ŬŝŶuŬƵdĂŵĞŶŝ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽǇŽ͕ϮϬϭϬ͘
<ŽŶ͕ŝǌƃ͘ĂƐŚƃ͘EŝŚŽŶ,ƃƐƃ^ŚƵƉƉĂŶ<ǇƃŬĂŝ͕dŽŬǇŽ͕ϭϵϴϱ.
<ƃƐĂŬĂ͕DĂƐĂĂŬŝ͕ĞĚ͕:ĂƉĂŶĞƐĞdŚŽƵŐŚƚŝŶƚŚĞDĞŝũŝƌĂ͕WĂŶ-WĂĐŝĨŝĐWƌĞƐƐ͕dŽŬǇŽ͕ϭϵϱϴ.
<ƵŵĂŵŽƚŽhŶŝǀĞƌƐŝƚǇZǇƻŶĂŶŬĂŝ. ŚƚƚƉ͗ͬͬƌĞƉŽƐŝƚ͘ůŝď͘ŬƵŵĂŵŽƚŽ-Ƶ͘ĂĐ͘ũƉͬďŝƚƐƚƌĞĂŵͬϮϮϵϴͬϱϱϭϯͬϭͬϬϳϳ-ϬϮϭ͘ƉĚĨ
<ƵŵĂƐĂŬĂ͕ƚƐƵŬŽ͘͞^ƃƐĞŬŝŶŽ^ŚŝŬĂ͟ ŝŶEĂƚƐƵŵĞ^ƃƐĞŬŝ͘^ƃďƵŶƐŚĂƐŚƵƉƉĂŶ͕dŽŬǇŽ͕ϭϵϳϲ.
<ƵƌŽƐƵ͕:ƵŶ͛ŝĐŚŝƌƃ͘EŝĐŚŝũƃ^ĞŝŬĂƚƐƵŶŽ^ƃƐĞŬŝ͘ŚƻƃĂŝŐĂŬƵ^ŚƵƉƉĂŶďƵ͕dŽŬǇŽ͘ϮϬϬϴ͘
<ƵƌŽǌƵŵŝ͕DĂŬŽƚŽ͘͞<ĂŶŐĂŬƵ͗tƌŝƚŝŶŐĂŶĚ/ŶƐƚŝƚƵƚŝŽŶĂůƵƚŚŽƌŝƚǇ͟ ŝŶ/ŶǀĞŶƚŝŶŐƚŚĞůĂƐƐŝĐƐ ;DŽĚĞƌŶŝƚǇ͕
EĂƚŝŽŶĂů/ĚĞŶƚŝƚǇ͕ ĂŶĚ:ĂƉĂŶĞƐĞ>ŝƚĞƌĂƚƵƌĞͿĞĚ͘,ĂƌƵŽ^ŚŝƌĂŶĞĂŶĚdŽŵŝ^ƵǌƵŬŝ͘^ƚĂŶĨŽƌĚhŶŝǀĞƌƐŝƚǇ
WƌĞƐƐ͕ĂůŝĨŽƌŶŝĂ͕ϮϬϬϬ͕Ɖ͘ϮϬϭ-Ϯϭϵ͘
>ĂŚŝƌŝ͕>ĂƚŝŬĂ͘/ŶƚĞƌƉƌĞƚĂƚŝŽŶŽĨƵĚĚŚŝƐƚƚĞƌŵŝŶŽůŽŐǇĂƚƚŚĞďĂĐŬŐƌŽƵŶĚŽĨŚŝŶĞƐĞƚƌĂĚŝƚŝŽŶĂůƚŚŽƵŐŚƚƐ.
ŚƚƚƉƐ͗ͬͬǁǁǁ͘ďƵĚƐĂƐ͘ŽƌŐͬĞďƵĚͬĞďĚŚĂϭϴϬ͘Śƚŵ ^ŽƵƌĐĞ͗ƵĚĚŚŝƐŵdŽĚĂǇ
>ŝĂŝ͘ŚƚƚƉ͗ͬͬŬĂŶƐŚŝϭϬϬǆϭϬϬ͘ďůŽŐ͘ĨĐϮ͘ĐŽŵ͍ͬŵŽĚĞсŵΘŶŽсϭϲϳϲ
ͺͺͺͺ . ŚƚƚƉƐ͗ͬͬďĂŝŬĞ͘ďĂŝĚƵ͘ĐŽŵͬŝƚĞŵͬⱘ尊⮫⍉ὴ⾈噁分
>ŝ^ŚĂŶŐǇŝŶ. ŚƚƚƉ͗ͬͬǁǁǁ͘ǌǁďŬ͘ŽƌŐͬDǇ>ĞŵŵĂ^ŚŽǁ͘ĂƐƉǆ͍ůŝĚсϰϱϯϮϴ
>ŝƵŚĂŶŐ͘ŚƚƚƉ͗ͬͬŬĂǁĂƵƐŽƚĞŝ͘ĐŽĐŽůŽŐ-ŶŝĨƚǇ͘ĐŽŵͬĞĂƐǇͬϮϬϬϲͬϭϮͬƉŽƐƚͺĨĨĂϰ͘Śƚŵů
>ŝƵ͕dƐΖƵŶ-ǇĂŶ͘͞dĂŽŝƐƚ^ĞůĨ-ƵůƚŝǀĂƚŝŽŶŝŶDŝŶŐdŚŽƵŐŚƚ͟ ŝŶ^ĞůĨĂŶĚ^ŽĐŝĞƚǇŝŶDŝŶŐdŚŽƵŐŚƚďǇtŵ͘
dŚĞŽĚŽƌĞĚĞĂƌǇ͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬĂŶĚ>ŽŶĚŽŶ͕ϭϵϳϬ͕Ɖ͘Ϯϵϭ-ϯϯϬ͘
>ŽƉĞǌ͕ŽŶĂůĚ^͘WƌŝƐŽŶĞƌƐŽĨ^ŚĂŶŐƌŝ->Ă͘hŶŝǀĞƌƐŝƚǇŽĨŚŝĐĂŐŽWƌĞƐƐ͕ŚŝĐĂŐŽĂŶĚ>ŽŶĚŽŶ͕ϭϵϵϴ.
>ƵĂŶ͕ĂǀŝĚ͘ΗdŚĞ^ƚƵĚǇŽŶƚŚĞƚƌĂǀĞůďŽŽŬ͗ŽŬƵƐĞƚƐƵ-ƌŽŬƵ͘ΗŝŶ:ƃƐĂŝhŶŝǀĞƌƐŝƚǇ:ŽƵƌŶĂů ϭϰϭ͕^ĂŝƚĂŵĂ͕
ϭϵϳϲ͕ Ɖ͘ϭ-Ϯϰ͘
>ƵĂŶ͕ĂǀŝĚ͘Η^ƃsĞŬŝŶŽ^ŚŽŬŝ<ĂŶƐŚŝŶŝKŬĞƌƵĐŚƻŐŽŬƵŶŽ<ŽƚĞŶ-ƐŚŝŶŽŝŬǇƃŶŝ ƚƐƵŝƚĞ - ,ĂŬŽŶĞZǇŽŬƃ
ŶŽZĞŶƐĂŬƵwo ŚƻƐŚŝŶŶŝ-ΗŝŶŚŝďĂhŶŝǀĞƌƐŝƚǇ^ŚĂŬĂŝƵŶ͛ŬĂ<ĂŐĂŬƵ<ĞŶŬǇƻ EŽ͘ϰ͕Ɖ͘ϭ- Ϯϯ͘
>ǇŶŶ͕ZŝĐŚĂƌĚ:ŽŚŶ͘͞,ƵĂŶŐƵŶǆŝĂŶĂŶĚ,ŝƐƐƐŽĐŝĂƚŝŽŶǁŝƚŚDĞŝũŝƌĂ:ĂƉĂŶĞƐĞ>ŝƚĞƌĂƚŝ;ƵŶũŝŶͿ͗
dŚĞ&ŽƌŵĂƚŝŽŶŽĨ the ĂƌůǇDĞŝũŝĂŶŽŶŽĨ<ĂŶƐŚŝ͟ ŝŶ:ĂƉĂŶZĞǀŝĞǁ͕ϮϬϬϯ͕ϭϱ͕Ɖ͘ϭϬϭ-ϭϮϱ͘
DĐ<ŝŶŶĞǇ͕DĞƌĞĚŝƚŚ͘dƌĂŶƐ͘<ƵƐĂŵĂŬƵƌĂ ďǇEĂƚƐƵŵĞ^ŽƐĞŬŝ͘WĞŶŐƵŝŶŽŽŬƐ͕>ŽŶĚŽŶ͕ϮϬϬϴ͘
DĂĞĚĂ<ĂŐĂƐŚŝ͘ŚƚƚƉ͗ͬͬŬǇŽƵŝŬƵ͘ŚŝŐŽ͘ĞĚ͘ũƉͬƉĂŐĞϮϬϮϮͬϬϬϮͬϬϬϱͬƉĂŐĞϯϴϳϳ͘Śƚŵů
DĂĞĚĂ͕dŽŐĂŵĂ͘ZŝŶǌĂŝ࣭^ƃƐŚŝ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϬ͘
DĂĞŶŽ͕EĂŽĂŬŝ͘ŶŶŽƚ͘ dƃ^ŚŝƐĞŶ͘sŽů͘ϭ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϵ.
DĂĞŶŽ͕EĂŽĂŬŝ͘ŶŶŽƚ͘dƃ^ŚŝƐĞŶ͘sŽů͘Ϯ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϵ͘
DĂĞŶŽ͕EĂŽĂŬŝ͘ŶŶŽƚ͘dƃ^ŚŝƐĞŶ. Vol. 3͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϵ͘
DĂŝƌsŝĐƚŽƌ,͘dƌĂŶƐ͘tĂŶĚĞƌŝŶŐŽŶƚŚĞtĂǇ ;ĂƌůǇdĂŽŝƐƚdĂůĞƐĂŶĚWĂƌĂďůĞƐŽĨŚƵĂŶŐdǌƵͿ͘
hŶŝǀĞƌƐŝƚǇŽĨ,ĂǁĂŝ͛ŝƉƌĞƐƐ͕ϭϵϵϰ.
DĂƌĐƵƐ͕DĂƌǀŝŶ͘ZĞĨůĞĐƚŝŽŶƐŝŶĂ'ůĂƐƐŽŽƌ- DĞŵŽƌǇĂŶĚDĞůĂŶĐŚŽůǇŝŶƚŚĞWĞƌƐŽŶĂůtƌŝƚŝŶŐŽĨEĂƚƐƵŵĞ^ŽƐĞŬŝ.
hŶŝǀĞƌƐŝƚǇŽĨ,ĂǁĂŝŝWƌĞƐƐ͕,ŽŶŽůƵůƵ͕ϮϬϬϵ.

ϯϵϳ
DĂƐĂŽŬĂ͕^ŚŝŬŝ͘^ŚŝŬŝ:ŝŶƐĞŝ-ron ^Śƻ͘<ƃĚĂŶƐŚĂ͕dŽŬǇŽ͕ϮϬϬϭ͘
Masaoka͕^ŚŝŬŝ͘ŽŬƵũƻ/ƚƚĞŬŝ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϮϳ͘
DĂƐĂŽŬĂ͕^ŚŝŬŝ͘͞&ƵĚĞŵĂŬĂƐĞ͟ŝŶ^ŚŝŬŝũŝŶ͛ƐĞŝ-ron shƻ, KƃĚĂŶƐŚĂ͕dŽŬǇŽ͕ϮϬϭϬ͕Ɖ͘Ϯϵ-ϯϬ͘
DĂƚƐƵŝ͕dŽƐŚŝŚŝŬŽ͘^ŚŝŬŝƚŽ^ƃƐĞŬŝ. KaƐŚŝŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϴϲ͘
DĂƚƐƵŽŬĂ͕zƵǌƵƌƵ͘SƃƐĞŬŝ^ĞŶƐĞŝ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϯϰ.
DĂƚƐƵŽŬĂ͕zƵǌƵƌƵ͘^ƃƐĞŬŝŶŽ<ĂŶƐŚŝ. :ƻũŝǇĂ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϰϲ.
MaƚƐƵĞĚĂ͕dĂŬĞŽ͘ΘtĂĚĂ͕dĂŬĞƐŚŝ͘dƌaŶƐ͘Tƃ ŶŵĞŝĞŶƐŚƻ sŽů͘ϭ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϮ.
DĂƚƐƵĞĚĂ͕dĂŬĞŽ. ΘtĂĚĂ͕dĂŬĞƐŚŝ͘dƌĂŶƐ͘Tƃ ŶŵĞŝĞŶƐŚƻ sŽů͘Ϯ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϯ͘
DĂƚƐƵƵƌĂ͕dŽŵŽŚŝƐĂ͘dƌĂŶƐ͘ΘĚ͘ZŝŚĂŬƵ^ŚŝƐĞŶ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϮ͘
DĂƚƐƵƵƌĂ͕dŽŵŽŚŝƐĂ͘Ě͘<ĂŶƐŚŝŶŽ:ŝƚĞŶ͘dĂŝƐŚƻkaŶ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϳ͘
DĞŚů͕DĂƌŐĂƌĞƚ͘WƌŝǀĂƚĞĐĂĚĞŵŝĞƐŽĨŚŝŶĞƐĞ>ĞĂŶŝŶŐŝŶDĞŝũŝ:ĂƉĂŶ͘ EŽƌĚŝĐ/ŶƐƚŝƚƵƚĞŽĨƐŝĂŶ^ƚƵĚŝĞƐ͕
ŽƉĞŶŚĂŐĞŶ͕ϮϬϬϯ.
DĞŚů͕DĂƌŐĂƌĞƚ͘͞ŚŝŶĞƐĞ>ĞĂƌŶŝŶŐ;ŬĂŶŐĂŬƵͿŝŶDĞŝũŝ:ĂƉĂŶ;ϭϴϲϴ-ϭϵϭϮͿ͟ ŝŶ,ŝƐƚŽƌǇ EŽ͘ϴϱ͕ϮϬϬϬ͕Ɖ͘ϰϴ-ϲϲ͘
DĞŚů͕ŵĂƌŐĂƌĞƚ͘WƌŝǀĂƚĞĐĂĚĞŵŝĞƐŽĨŚŝŶĞƐĞ>ĞĂƌŶŝŶŐŝŶDĞŝũŝũĂƉĂŶ͗dŚĞĞĐůŝŶĞĂŶĚdƌĂŶƐĨŽƌŵĂƚŝŽŶŽĨ
ƚŚĞ<ĂŶŐĂŬƵ:ƵŬƵ͘hŶŝǀĞƌƐŝƚǇŽĨ,ĂǁĂŝΖŝWƌĞƐƐ͕,ĂǁĂŝΖ/͕ϮϬϬϱ͘
DŝƵƌĂ͕<ĂŶƃ͘DĞŝũŝ<ĂŶďƵŶŐĂŬƵ^Śŝ͘<ǇƻŬŽ^ŚŽŝŶ͕dŽŬǇŽ͕ϭϵϵϴ.
DŝƵƌĂ͕<ĂŶƃ͘DĞŝũŝŶŽ<ĂŶŐĂŬƵ͘<ǇƻŬŽ^ŚŽŝŶ͕dŽŬǇŽ͕ϭϵϵϴ.
DŝǇĂŵŽƚŽ͕DŽƌŝƚĂƌƃ Θ^ĞŬŝ͕^ŚŝǌƵŽ͘EĂƚƐƵŵĞ^ƃƐĞŬŝ- ^ŚŝƐƃ ŶŽ,ŝŬĂŬƵƚŽDŝĐŚŝŶŽdĂŶŬǇƻ͘DŝŶĞƌǀĂ^ŚŽďŽ͕
<ǇŽƚŽ͕ϮϬϬϬ͕Ɖ͘ϲϵ-ϳϬ͘
DŝǇĂŵŽƚŽ͕^ĂďƵƌƃΘ<ŽŶ͕ŝǌƃ͘DĂƚƐƵŽĂƐŚƃ͘QĨƻ^ŚĂ͕dŽŬǇŽ͕ϭϵϴϰ͘
DŝǌƵŬĂǁĂ͕dĂŬĂŽ͘^ƃƐĞŬŝƚŽƵŬŬǇƃ- ^ŽŬƵƚĞŶ<ǇŽƐŚŝĞŶŽDŝĐŚŝ. ,ĞŝŶŽŶ^ŚĂ͕dŽŬǇŽ͕ϮϬϬϮ͘
DŽƌŝŵŽƚŽ͕dĞƚƐƵƌƃ͘dƐƵŬŝǁĂ,ŝŐĂƐŚŝŶŝ͘^ŚŝŶĐŚƃ^ŚĂ͕ϭϵϵϮ͘
DŽƌŽŚĂƐŚŝ͕dĂŬĂƐƵŬĞ͘Ăŝ<ĂŶǁĂ:ŝƚĞŶ͘sŽů͘ϭϬ͘dŽŬǇŽ͗ĂŝƐŚƻŬĂŶ^ŚŽƚĞŶ͕ϭϵϵϬ.
DŽƌŽŚĂƐŚŝ͕dĂŬĂƐƵŬĞ͘Ăŝ<ĂŶǁĂ:ŝƚĞŶ. Vol. ϲ͘dŽŬǇŽ͗ĂŝƐŚƻŬĂŶ^ŚŽƚĞŶ͕ ϭϵϵϭ͘;ϮŶĚ ĞĚŝƚŝŽŶͿ
DƵƌĂŬĂŵŝ͕dĞƚƐƵŵŝ͘͞^ƃƐĞŬŝƚŽEĂŐĂŽhǌĂŶ͟ ŝŶ ^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϭϲ͘ /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͕'ĞƉƉƃ ϭϰ͘
DƵƌĂŵĂƚƐƵ͕dŽŵŽƚƐƵŐƵ͘ĂƐŚƃŶŽdĞŐĂŵŝ. dĂŝƐŚƻŬĂŶ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϱ.
DƵƌĂǇĂŵĂ͕zŽƐŚŝŚŝƌŽ͘<ĂŶŐĂŬƵ-ƐŚĂǁĂ/ŬĂŶŝ/ŬŝƚĂŬĂ͘ĂŝƐŚƻŬĂŶ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϵ͘
EĂŐĂŽ, hǌĂŶ. ŚƚƚƉ͗ͬͬŬŽŚŬŽƐĂŝ͘ǁĞď͘ŝŶĨŽƐĞĞŬ͘ĐŽ͘ũƉͬƐǇƵƵǌŽƵŚŝŶͬŬĂŝƐĞƚƵͬũŝŬƵ-ũĂƉĂŶͬŶĂŬĂŽ͘Śƚŵ
EĂŬĂŵƵƌĂ͕,ŝƌŽƐŚŝ͘^ƃƐĞŬŝ <ĂŶƐŚŝŶŽ^ĞŬĂŝ͘Ăŝ /ĐŚŝ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϯ͘
EĂŬĂŵƵƌĂ͕^ƃŝĐŚŝ͘ZǇƃŬĂŶŶŽ'ĞƚŽ^ŚƃŚƃ'ĞŶǌƃ͘^ĞŝƐŚŝŶ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϳϵ͘
EĂƚŚĂŶ͕:ŽŚŶ͘^ŽƐĞŬŝ- DŽĚĞƌŶ:ĂƉĂŶ͛Ɛ'ƌĞĂƚEŽǀĞůŝƐƚ͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϮϬϭϴ.
EĂƚƐƵŵĞ͕<Ǉƃko. ^ƃƐĞŬŝ ŶŽKŵŽŝĚĞ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕ϮϬϬϯ.
EĂƚƐƵŵĞ͕^ŚŝŶƌŽŬƵ͘ŚŝĐŚŝEĂƚƐƵŵĞ^ƃƐĞŬŝ͘ƵŶŐĞŝ^ŚƵŶũƻ ^ŚĂ͕dŽŬǇŽ͕ϭϵϱϲ.
EŝƐŚŝƚĂŶŝ͕<ĞŶũŝ͘ΗKŶEĂƚƐƵŵĞ^ƃƐĞŬŝΖƐDĞŝĂŶ;>ŝŐŚƚĂŶĚĂƌŬŶĞƐƐͿΗŝŶdŚĞĂƐƚĞƌŶƵĚĚŚŝƐƚ͘sŽů͘yyys///
EŽ͘ϭΘϮ͕ϮϬϬϳ͕Ɖ͘ϵϭ-ϭϭϭ͘
EŽĂŵŝ͕DĂƌŝŬŽ͘^ŽƐĞŬŝŶŽzŽŵŝŬĂƚĂ͞DĞŝ-Ŷ͟ƚŽ<ĂŶƐĞŬŝ͘,ĞŝďŽŶƐŚĂ͕dŽŬǇŽ͕ϮϬϭϲ͘
EŽŶŽŵƵƌĂ͕<ĂƚƐƵŚŝĚĞ͘͞ĂƐŚƃ ƚŽ^ƃƐŚŝƚŽ^ƃŐĂŬƵ͟ ŝŶ ĂƐŚƃ͘EŝŚŽŶƵŶŐĂŬƵ<ĞŶŬǇƻ^ŚŝƌǇƃ<ĂŶŬƃŬĂŝĚ͘
zƻƐĞŝƃ͕dŽŬǇŽ͕ϭϵϲϵ͕Ɖ͘Ϯϯϰ-ϮϰϬ͘
KĚĂŐŝƌŝ͕^ƵƐƵŵƵ͘ Ě͘ EĂƚƐƵŵĞ^ƃƐĞŬŝ;^ŚŝŶĐŚƃEŝŚŽŶƵŶŐĂŬƵůďƵŵ ϮͿ͘^ŚŝŶĐŚƃƐŚĂ͕dŽŬǇŽ͕ϭϵϴϯ͘
KŐĂǁĂ͕dĂŬĂƐŚŝ͘ "ZŝŶǌĂŝƌŽŬƵΗ- ĞŶŶŽ'ŽƌŽŬƵŶŽ<ŽƚŽďĂƚŽ^ŚŝƐƃ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϴ͘
KŐĂǁĂ͕dĂŵĂŬŝ͘ΘzĂŵĂŵŽƚŽ͕<ĂǌƵǇŽƐŚŝ͘Ě͘ΘdƌĂŶƐ͘^ŽƚƃďĂ^ŚŝƐĞŶ. /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϭ͘
KŬĂŬƵƌĂ͕<ĂŬƵǌƃ͘͞dŚĞ/ĚĞĂůŽĨƚŚĞĂƐƚ͟ŝŶ KŬĂŬƵƌĂ<ĂŬƵǌƃ ;ĐŽůůĞĐƚĞĚŶŐůŝƐŚǁƌŝƚŝŶŐƐǀŽů͘ϭͿ͘,ĞŝďŽŶƐŚĂ,
dŽŬǇŽ͕ ϭϵϴϰ.
KŬĂŬƵƌĂ͕dĞŶƐŚŝŶ͘/ĚĞĂůŽĨdŚĞĂƐƚ͘dŚĞƐƉŝƌŝƚŽĨ:ĂƉĂŶĞƐĞƌƚ͘ ŽǀĞƌWƵďůŝĐĂƚŝŽŶƐ͕DŝŶĞŽůĂ͕EĞǁzŽƌŬ͕ϮϬϬϱ͘
KŬĂŬƵƌĂ͕dĞŶƐŚŝŶ͘dŚĞŽŽŬŽĨdĞĂ͘ŚĂƌůĞƐ͘dƵƚƚůĞŽŵƉĂŶǇ͕ZƵƚůĂŶĚ͕sĞƌŵŽŶƚĂŶĚdŽŬǇŽ͕ϭϵϱϵ;ĨŝĨƚŚĞĚŝƚŝŽŶͿ
KŬĂŬƵƌĂ͕zŽƐŚŝƐĂďƵƌƃ͘͞dŽŵŽŶŝ/Śƃ ŶŝƵ͘͟/Ŷ^ƃƐĞŬŝĞŶƐŚƻĞƐƐĂƚƐƵ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ.
KŬĂǌĂŬŝ͕zŽƐŚŝĞ͘^ƃƐĞŬŝƚŽ^ŽŬƵƚĞŶ<ǇŽƐŚŝ͘EŝŚŽŶ'ĞŝũƵƚƐƵ^ŚŝĐŚƃ͕ǀŽů͘ϭ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϰϯ.
QŶŽ͕:ŝƚƐƵŶŽƐƵŬĞ͘ZŝdĂŝŚĂŬƵ<ĞŶŬǇƻ͘tĂƐĞĚĂĂŝŐĂŬƵ^ŚƵƉƉĂŶƵ͕dŽŬǇŽ͕ϭϵϱϵ.
QŽŬĂ͕^ŚŝŶ͘KƌŝŽƌŝŶŽhƚĂ EŽ͘ϰ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϴϯ͘
QŽŬĂ͕^ŚŝŶ͘͞^ƃƐĞŬŝŶŝKŬĞƌƵ^ŚŝŬĂ– KŵŽŶŝ<ĂŶƐŚŝŶŽ^ĞŬĂŝŶŝ ƚƐƵŬŝ͟ŝŶEŝŚŽŶƵŶŐĂŬƵ<ĞŶŬǇƻ^ƃƐŚŽ͕EĂƚƐƵŵĞ
^ƃƐĞŬŝ// EŝŚŽŶƵŶŐĂŬƵ<ĞŶŬǇƻ ^ŚŝƌǇƃ<ĂŶŬƃŬĂŝĚ͘zƻƐĞŝĚŽ^ŚƵƉƉĂŶ͕dŽŬǇŽ͕ϭϵϳϬ͘W͘ϮϮϱ-Ϯϯϭ͘
QƚĂ͕dĞŝǌƃ. Tƃyƃ ^ŚŝƐƃ ŶŝŽŬĞƌƵ<ŽĚŽŬƵƚŽDƵũƃ͕,ƃƐĞŝĂŝŐĂŬƵ^ŚƵƉƉĂŶŬǇŽŬƵ͕dŽŬǇŽ͕ϭϵϳϬ͕Ɖŝ-iii
KƵǇĂŶŐyŝƵ. ŚƚƚƉ͗ͬͬďůŽŐƐ͘ǇĂŚŽŽ͘ĐŽ͘ũƉͬƐǇŽƵͺŐĞŶƐĂŝͬϲϴϮϯϱϮϵϬ͘Śƚŵů
WĂƌŬĞƐ͕'ƌĂŚĂŵ͘Ě͘,ĞŝĚĞŐŐĞƌĂŶĚƐŝĂŶdŚŽƵŐŚƚ͘hŶŝǀĞƌƐŝƚǇŽĨ,ĂǁĂŝŝWƌĞƐƐ͕,ŽŶŽůƵůƵ͕ϭϵϴϳ.
WĂƐ͕:ƵůŝĂŶ&͘,ŝƐƚŽƌŝĐĂůŝĐƚŝŽŶĂƌǇŽĨdĂŽŝƐŵ͘dŚĞ^ĐĂƌĞĐƌŽǁWƌĞƐƐ͕/E͘>ŽŶĚŽŶ͕ϭϵϵϴ.

ϯϵϴ
WĂƐƐŝŶ͕,ĞƌďĞƌƚ. ^ŽĐŝĞƚǇĂŶĚĚƵĐĂƚŝŽŶŝŶ:ĂƉĂŶ͘dĞĂĐŚĞƌƐŽůůĞŐĞWƌĞƐƐ͕ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇ͕h^͕ϭϵϲϱ.
WŽůůĂĐŬ͕ĂǀŝĚ͘͞&ƌĂŵŝŶŐƚŚĞ^ĞůĨ͘dŚĞWŚŝůŽƐŽƉŚŝĐĂůŝŵĞŶƐŝŽŶƐ ŽĨ,ƵŵĂŶEĂƚƵƌĞŝŶ<ŽŬŽƌŽ͟ ŝŶ
DŽŶƵŵĞŶƚĂ EŝƉƉŽŶŝĐĂ ǀŽů͘ϰϯ͕EŽ͘ϰ͕tŝŶƚĞƌ͕ϭϵϴϴ͕Ɖ͘ϰϭϳ-ϰϮϳ͘
WŽƌĐƵ͕ůŝƐĂďĞƚƚĂ͘͞:ƃĚŽ^ŚŝŶƐŚƻ ŝŶƚŚĞEĂƌƌĂƚŝǀĞǁƌŝƚŝŶŐŽĨEĂƚƐƵŵĞ^ƃƐĞŬŝ͟ ŝŶ
WƵƌĞ>ĂŶĚƵĚĚŚŝƐŵŝŶ DŽĚĞƌŶ:ĂƉĂŶĞƐĞƵůƚƵƌĞ͘ƌŝůů͕>ĞŝĚĞŶΘŽƐƚŽŶ͕ϮϬϬϴ͘
QiƵ͕WĂŝƉĂŝ͘͞ĚĂƉƚĂƚŝŽŶĂŶĚdƌĂŶƐĨŽƌŵĂƚŝŽŶ͗^ƚƵĚǇŽĨdĂŽŝƐƚ/ŶĨůƵĞŶĐĞŽŶĂƌůǇ^ĞǀĞŶƚĞĞŶƚŚ-ĞŶƚƵƌǇ,ĂŝŬĂŝ͟
ŝŶdƌĂŶƐůĂƚŝŽŶƐĂŶĚdƌĂŶƐĨŽƌŵĂƚŝŽŶƐ͘Ě͘ŵǇsůĂĚĞĐŬ,ĞŝŶƌŝĐŚ͕ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕
ϭϵϵϳ͕Ɖ͘ϭϴϱ-ϮϬϯ͘
QiƵ͕WĂŝƉĂŝ͘ĂƐŚƃ ĂŶĚƚŚĞĂŽ͘hŶŝǀĞƌƐŝƚǇŽĨ,ĂǁĂŝŝWƌĞƐƐ͕,ŽŶŽůƵůƵ͕ϮϬϬϱ.
QiƵ͕WĂŝƉĂŝ͘͞ĂŽŝƐƚŽŶĐĞƉƚƐŝŶĂƐŚƃΖƐƌŝƚŝĐĂůdŚŽƵŐŚƚ͟ ŝŶĂƐƚƐŝĂŶƵůƚƵƌĂůĂŶĚ,ŝƐƚŽƌŝĐĂůWĞƌƐƉĞĐƚŝǀĞƐ͘Ě͘
^ƚĞǀĞŶ dŽƚŽƐǇĚĞĞƉĞƚŶĞŬ ĂŶĚ:ĞŶŶŝĨĞƌt͘:ĂǇ͘ZĞƐĞĂƌĐŚ/ŶƐƚŝƚƵƚĞĨŽƌŽŵƉĂƌĂƚŝǀĞ>ŝƚĞƌĂƚƵƌĞĂŶĚƌŽƐƐƵůƚƵƌĂů ^ƚƵĚŝĞƐ͕hŶŝǀĞƌƐŝƚǇŽĨůǀĞƌƚĂ͕ĂŶĂĚĂ͕ϭϵϵϳ͕Ɖ͘ϯϮϯ-ϯϰϬ͘
QiƵ͕WĂŝƉĂŝ͘͞KŶŝƚƐƵƌĂΖƐ DĂŬŽƚŽĂŶĚƚŚĞĂŽŝƐƚŽŶĐĞƉƚŽĨƚŚĞEĂƚƵƌĂů͟ ŝŶWŚŝůŽƐŽƉŚǇĂƐƚĂŶĚtĞƐƚ͕sŽů͘ϱϭ͕
ŶŽ͘Ϯ͘;Ɖƌ͕͘ϮϬϬϭͿ, p. ϮϯϮ-Ϯϰϲ͘
QiƵ͕WĂŝƉĂŝ͘͞ZĞŝŶǀĞŶƚŝŶŐƚŚĞ>ĂŶĚƐĐĂƉĞ͗dŚĞŚƵĂŶŐǌŝĂŶĚƚŚĞ'ĞŽŐƌĂƉŚŝĐĂů/ŵĂŐŝŶĂƚŝŽŶŽĨĂƐŚƃ͟ŝŶ
DĂƚƐƵŽĂƐŚƃΖƐWŽĞƚŝĐ^ƉĂĐĞƐ͘ Ě͘ůĞĂŶŽƌ<ĞƌŬŚĂŵ͘WĂůŐƌĂǀĞDĂĐŵŝůůĂŶ͕EĞǁzŽƌŬ͕ϮϬϬϲ͕Ɖ͘ϲϭ-ϳϳ͘
ZŝŵĞƌ͕:͘dŚŽŵĂƐΘzĂŵĂǌĂŬŝ͕DĂƐĂŬĂǌƵ͘ƚƌĂŶƐ͘KŶƚŚĞƌƚŽĨƚŚĞEƃƌĂŵĂ ;dŚĞDĂũŽƌdƌĞĂƚŝƐĞƐŽĨĞĂŵŝͿ.
WƌŝŶĐĞƚŽŶhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕WƌŝŶĐĞƚŽŶ͕E͘:͘ϭϵϴϰ.
ZŽƚŚ͕,ĂƌŽůĚ͘KƌŝŐŝŶĂůdĂŽ. /ŶǁĂƌĚ TƌĂŝŶŝŶŐ ĂŶĚƚŚĞ&ŽƵŶĚĂƚŝŽŶƐŽĨdĂŽŝƐƚDǇƐƚŝĐŝƐŵ͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇ
WƌĞƐƐ͕ EĞǁzŽƌŬ͕ϭϵϵϵ͘
ZƵďŝŶ͕:ĂǇ͘dƌĂŶƐ͘͞tĂƚĂŬƵƐŚŝŶŽ<ŽũŝŶƐŚƵŐŝ͟. ;^ƃƐĞŬŝ ŶŽ/ŶĚŝǀŝĚƵĂůŝƐŵͿ ŝŶ DŽŶƵŵĞŶƚĂEŝƉƉŽŶŝĐĂ͕sŽů͘ϯϰ͕EŽ͘ϭ͕
^ƉƌŝŶŐ͕ϭϵϳϵ͘
ZƵďŝŶ͕:ĂǇ͘dƌĂŶƐ͘ ͞ŝǀŝůŝǌĂƚŝŽŶŽĨDŽĚĞƌŶ-ĂǇ:ĂƉĂŶ͟ŝŶ<ŽŬŽƌŽ NŽǀĞůĂŶĚ^ĞůĞĐƚĞĚƐƐĂǇƐ͘DĂĚŝƐŽŶŽŽŬƐ͕
>ĂŶŚĂŵ- EĞǁzŽƌŬ- >ŽŶĚŽŶ͕ϭϵϵϮ͘
ZǇƃŬĂŶ͘ŚƚƚƉ͗ͬͬƌŝĞŶŵĞŝ͘ďůŽŐϮϬ͘ĨĐϮ͘ĐŽŵͬďůŽŐ-ĞŶƚƌǇ-ϰϵϰ͘Śƚŵů
^Ăŝƚƃ͕DĂƌĞƐŚŝ͘SƃƐĞŬŝŶŝKŬĞƌƵ<ĂŶƐŚŝďƵŶ– ShƃƐĞƚƐƵƚŽŶŽŬĂŬĂǁĂƌŝŬĂƌĂ͘
ŚƚƚƉƐ͗ͬͬǁǁǁ͘ƚĂŝƐŚƵŬĂŶ͘ĐŽ͘ũƉͬŬŽŬƵŐŽͬǁĞďŬŽŬƵͬŬŝŬĂŶƐŚŝͬŬĂŶďƵŶͺϮϬϯͬŬĂŶďƵŶϮϬϯͺƉϬϲ-Ϭϵ͘ƉĚĨ
^ĂŬĂĚĞ͕zŽƐŚŝŶŽďƵ͕͘/ŐĂǁĂ͕zŽƐŚŝƚƐƵŐƵ͘ dƌĂŶƐ͘ ZƃƐŚŝƚŽƃŬǇƃ ďǇD͘<ĂůƚĞŶŵƌŬ͘:ŝŶďƵŶ^ŚŽŝŶ͕<ǇŽƚŽ͕ϮϬϬϭ͘
^ĂŬĂĚĞ͕zŽƐŚŝŶŽďƵ͘ƃŬǇƃƚŽǁĂEĂŶŝŬĂ͘Śƻƃ<ƃƌŽŶ ^ŚĂ͕dŽŬǇŽ͕ϮϬϬϱ.
^ĂŬĂŵŽƚŽ͕/ŬƵŽ͘<ĂŶƐŚƃ^ƃƐĞŬŝ'ŽƌŽŬƵ. QĨƻƐŚĂ͕dŽŬǇŽ͕ϭϵϴϬ.
^ĂŬŽ͕:ƵŶŝĐŚŝƌƃ͘EĂƚƐƵŵĞ^ƃƐĞŬŝZŽŶ͘^ŚŝŶďŝ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϴ.
^ĂƐĂŬŝ͕,ŝĚĞĂŬŝ͘EĂƚƐƵŵĞ^ƃƐĞŬŝ-EŝŶŐĞŶǁĂĞŶƐŚĂũĂĂƌŝŵĂƐĞŶŬĂƌĂ-͘DŝŶĞƌǀĂ^ŚŽďƃ͕ϮϬϭϲ͘
^ĂƐĂŬŝ͕^ŚƃŚĞŝ͘͞ŚƻŐŽŬƵ͕EŝŚŽŶŶŽ^ĂŶƐƵŝ,ǇƃŐĞŶ͟ ŝŶzŽƐĂƵƐŽŶ͘sŽů͘ϭϯ͕Śƻƃ<ƃƌŽŶ^ŚĂ͕ϭϵϳϰ.
^Ăƚƃ͕zĂƐƵŵĂƐĂ͘EĂƚƐƵŵĞ^ƃƐĞŬŝZŽŶ͘ŚŝŬƵŵĂ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϴϲ.
^ĂǁĂĚĂ͕ũĂŶŝŶĞŶĚĞƌƐŽŶ͘͞ZĞůŝŐŝŽƵƐŽŶĨůŝĐƚŝŶĂŬƵŵĂƚƐƵ :ĂƉĂŶĞŶDĂƐƚĞƌ/ŵĂŬŝƚĂ<ƃƐĞŶĂŶĚŽŶĨƵĐŝĂŶ
^ĐŚŽůĂƌ ,ŝŐĂƐŚŝdĂŬƵƐŚĂ͟ ŝŶ:ĂƉĂŶĞƐĞ:ŽƵƌŶĂůŽĨZĞůŝŐŝŽƵƐ^ƚƵĚŝĞƐ͕ϭϵϵϰ͕ϮϭͬϮ-ϯ͕Ɖ͘Ϯϭϭ-ϮϯϬ.
^ĞŝĚĞů͕ŶŶĂ͘͞ŚƌŽŶŝĐůĞŽĨdĂŽŝƐƚ^ƚƵĚŝĞƐŝŶƚŚĞtĞƐƚϭϵϱϬ-ϭϵϵϬ͟ ŝŶĂŚŝĞƌƐĚΖǆƚƌġŵĞ-ƐŝĞ͕ǀŽů͘ϱ͘
ůΖĐŽůĞ&ƌĂŶĕĂŝƐĞĚΖǆƚƌġŵĞ-KƌŝĞŶƚ͕WĂƌŝƐ͕ϭϵϴϵ-ϭϵϵϬ͕Ɖ͘ϮϮϯ-ϯϰϴ.
^ĞŶĚĂ͕DŝŶŽƌƵ͘Ě͘<ĂŶ^ŚŝŶĂ-ŬĂŝƵŶŬĂƚŽ<ŽĚĂŝEŝŚŽŶ͗ƃŬǇƃƚŽ^ŽŶŽ^ŚƻŚĞŶ͘:ŝŶďƵŶ^ŚŽŝŶ͕<ǇŽƚŽ͕ϭϵϵϬ.
^ĞŶŬŝƚĂǇĂ͕<ƃŝĐŚŝ͕͞^ƃƐĞŬŝŶŽ<ŽũŝŶ^ŚƵŐŝ͟ ŝŶ <ƃǌĂEĂƚƐƵŵĞ^ƃƐĞŬŝ͘ǀŽů͘ϱ͕Ě͘DŝǇŽƐŚŝ͕zƵŬŝŽ͘,ŝƌĂŽŬĂ͕dŽƐŚŝŽ͘
,ŝƌĂŬĂǁĂ͕^ƵŬĞŚŝƌŽ͘ƚƃ͕:ƵŶ͘zƻŚŝ<ĂŬƵ͕dŽŬǇŽ͕ϭϵϴϮ.
^ĞŶƵŵĂ͕ ^ŚŝŐĞŬŝ͘<ŝŶĚĂŝEŝŚŽŶŶŽ^ŚŝƐƃŬĂϱEĂƚƐƵŵĞ^ƃƐĞŬŝ͘dŽŬǇŽĂŝŐĂŬƵ^ŚƵƉƉĂŶƐŚĂ͕dŽŬǇŽ͕ϮϬϬϳ͘
^ĞŶƵŵĂ͕^ŚŝŐĞŬŝ͘Θ&ƵŬƵĚĂ͕<ŝǇŽƚŽ͘^ƃƐĞŬŝ ;,ĂŝũŝŶŶŽ^ŚŽŐĂŝũƵƚƐƵ sŽů͘ϴͿ͘^ŚƻĞŝƐŚĂ͕ϭϵϳϵ͘
^Ğƌŝ͕,ŝƌŽĂŬŝ͘ZŽŚĂŶƚŽƃŬǇƃ͘<ĂŝĐŚƃ^ŚĂ͕&ƵŬƵŽŬĂ͕ϮϬϬϰ͘
^ŚĂŬƵ͕^ƃĞŶ͘͞ĞŶŶŽ<ǇƃĐŚŝ͟ŝŶ<ŝŶĚĂŝ^ĂŬŬĂdƐƵŝƚƃďun ShƻƐĞŝEŽ͘ϱ͕͘EĂƚƐƵŵĞ^ƃƐĞŬŝ. zƵŵĂŶŝ^ŚŽďƃ͕ϭϵϴϳ͘
^ŚĂƌĨ͕ZŽďĞƌƚ,͘͞dŚĞĞŶŽĨ:ĂƉĂŶĞƐĞEĂƚŝŽŶĂůŝƐŵ͟ŝŶƵƌĂƚŽƌƐŽĨƚŚĞƵĚĚŚĂ͘Ě͕͘ŽŶĂůĚ^͘>ŽƉĞǌ͕:ƌ͕͘dŚĞ
hŶŝǀĞƌƐŝƚǇŽĨŚŝĐĂŐŽWƌĞƐƐ͕ŚŝĐĂŐŽĂŶĚ>ŽŶĚŽŶ͕ϭϵϵϱ͘
^ŚŝďĂ<ƃŬĂŶĞŶƐŚƻ sŽů͘Ϯ͕zĂǌĂŬĂ^ŚŽďƃ͕dŽŬǇŽ͕ϭϵϵϯ͘
^ŚŝďĂ͕ZŽŬƵƌƃ͘ŚƻŐŽŬƵƵŶŐĂŬƵŶŝKŬĞƌƵ<ŽĚŽŬƵ-ŬĂŶ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϳ.
^ŚŝŵŝǌƵ͕^ŚŝŐĞƌƵ͘͞^ƃƐĞŬŝŶŽ<ĂŶƐŚŝŶŽdƐƵŬƵƌŝŬĂƚĂ͟ ŝŶ^ƃƐĞŬŝĞŶƐŚƻ͕'ĞƉƉƃ ǀŽů͘ϳ͕ϭϵϵϰ.
^ŚŝŵŽĚĞ͕^ĞŬŝǇŽ͘ƃŬǇƃ͗^ŽŶŽ<ƃĚƃƚŽ^ŚŝƐƃ͘,ǇƃƌŽŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϭ.
^ŚŝƌĂŶĞ͕,ĂƌƵŽĂŶĚ^ƵǌƵŬŝ͕dŽŵŝ͘Ě͕͘/ŶǀĞŶƚŝŶŐƚŚĞůĂƐƐŝĐƐ͘^ƚĂŶĨŽƌĚhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕^ƚĂŶĨŽƌĚ͕
ĂůŝĨŽƌŶŝĂ͕ϮϬϬϬ.
^ŚŝǀĞůǇ͕ŽŶĂůĚ,͘Ě͕͘dƌĂĚŝƚŝŽŶĂŶĚDŽĚĞƌŶŝǌĂƚŝŽŶŝŶ:ĂƉĂŶĞƐĞƵůƚƵƌĞ͘WƌŝŶĐĞƚŽŶhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕WƌŝŶĐĞƚŽŶ͕
EĞǁ:ĞƌƐĞǇ͕ϭϵϳϭ.
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^ŶŽĚŐƌĂƐƐ͕:ƵĚŝƚŚ͘WƌĞƐĞŶƚŝŶŐ:ĂƉĂŶĞƐĞƵĚĚŚŝƐŵdŽdŚĞtĞƐƚ͘dŚĞhŶŝǀĞƌƐŝƚǇŽĨEŽƌƚŚĂƌŽůŝŶĂWƌĞƐƐ͕
ŚĂƉĞů,ŝůů͕E͕͘ϮϬϬϯ͘
^ŽŶŐŚŝ-ǁĞŶ͘ŚƚƚƉ͗ͬͬŬĂŶďƵŶ͘ŝŶĨŽͬƐǇƵďƵͬƚŽƵƐŚŝƐĞŶϬϭϵ͘Śƚŵů
^ƃƐĞŬŝƵŶŐĂŬƵ<ĞŶŬǇƻŬĂŝ͘omp. ŶĐǇĐůŽƉĞĚŝĂEĂƚƐƵŵĞ^ƃƐĞŬŝ͘zƃƐĞŶƐŚĂ͕ϮϬϭϲ͘
^ƃƐĞŬŝƵŶŬŽ<ĂŶŬĞŝƵŶŬĞŶDŽŬƵƌŽŬƵ͘dƃŚŽŬƵĂŝŐĂŬƵ&ƵǌŽŬƵdŽƐŚŽŬĂŶEĂƚƐƵŵĞ^ƃƐĞŬŝ >ŝďƌĂƌǇ,
ŚƚƚƉ͗ͬͬǁǁǁ͘ůŝďƌĂƌǇ͘ƚŽŚŽŬƵ͘ĂĐ͘ũƉͬĐŽůůĞĐƚͬ^ƃƐĞŬŝͬƚĞŶũŝ͘Śƚŵů
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϮ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϰ͘
^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϭϯ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͘
^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϭϰ͕/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͘
^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϭϲ͘ /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͘
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭϴ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ.
^ƃƐĞŬŝĞŶƐŚƻǀŽů͘ϭ9͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϱ͘
^ƃƐĞŬŝĞŶƐŚƻ ǀŽů͘ϮϬ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͕
^ƃƐĞŬŝĞŶƐŚƻsŽů͘ϮϮ͘ /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͘
^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϯ͘ /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͘
^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϰ͘ /ǁĂŶĂmi ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϳ͘
^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϱ͘ /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͘
^ƃƐĞŬŝĞŶƐŚƻsŽů͘Ϯϲ͘ /ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϭϵϵϲ͘
^Ƶ^Śŝ. ŚƚƚƉ͗ͬͬƐŽƵ-ǇƵŶ͘ĐŽŵͬYƵĞƌǇ͘ĂƐƉǆ͍ŶĂǀŝŐĂƚĞсϭΘƚǇƉĞсƉŽĞŵΘŝĚсϭϯϱϵϵϴΘůĂŶŐсƚ
ͺͺͺͺͺ͘ŚƚƚƉ͗ͬͬĐŚŝŶĞƐĞ͘ŚŝǆϬϱ͘ĐŽŵͬƐƵƐŚŝͬƐƵƐŚŝͺϯͬƐƵƐŚŝϯϭϮ͘ĐŚŽŚŽƐŚŝ͘Śƚŵů
ͺͺͺͺͺ͘ŚƚƚƉ͗ͬͬĐŚŝŶĞƐĞ͘ŚŝǆϬϱ͘ĐŽŵͬƐƵƐŚŝͬƐƵƐŚŝͺϭͬƐƵƐŚŝϭϮϭ͘ƐŚƵŶƐŚŽ͘Śƚŵů
ͺͺͺͺͺ͘ ŚƚƚƉƐ͗ͬͬǌŚ͘ǁŝŬŝƐŽƵƌĐĞ͘ŽƌŐͬǌŚ-ŚĂŶƚͬգ౨២ഩซ༙ẁޮҪ
^ƵǌƵŬŝ͕ĂŝƐĞƚǌdĞŝƚĂƌƃ. ƌŝĞĨ,ŝƐƚŽƌǇŽĨĂƌůǇŚŝŶĞƐĞWŚŝůŽƐŽƉŚǇ͘WƌŽďƐƚŚĂŝŶΘŽ͘>ŽŶĚŽŶ͕ϭϵϭϰ
^ƵǌƵŬŝ͕ĂŝƐĞƚƐƵ͘ĂŝƐĞƚǌdĞŝƚĂƌŽ^ƵǌƵŬŝ͛ƐŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇ^ĞŵŝŶĂƌ>ĞĐƚƵƌĞƐ͘Ě͘ΘŶƚŶ͘Ǉ^ŽŝŬƵ^ŚŝŐĞŵĂƚƐƵ
Θ'ŝƐŚŝŶdŽŬŝǁĂ͕DĂƚƐƵŐĂŽŬĂƵŶŬŽ^ƃƐŚŽEŽ͘ϱ͕DĂƚƐƵŐĂŽŬĂƵŶŬŽ͕<ĂŶĂŐĂǁĂ͕ϮϬϭϲ͘
^ƵǌƵŬŝ͕DĂƐĂĂŬŝ͘ΗWĂƌŝŶŽEĂƚƐƵŵĞ^ƃƐĞŬŝΗŝŶŚƚƚƉ͗ͬͬǁǁǁ͘ĐŐƵ͘ĂĐ͘ũƉͬWŽƌƚĂůƐͬϬͬĚĂƚĂϭͬĐŐƵǁǁǁͬϬϲͬϬϵͬϬϬϵ-Ϭϱ͘ƉĚĨ
Ɖ͘ϭϰϭ- ϭϲϰ͘
^ƵǌƵŬŝ͕^ĂƚŽŶĂ͘:ĂƉĂŶĞƐĞƵĚĚŚŝƐƚDŝƐƐŝŽŶĂƌǇĐƚŝǀŝƚŝĞƐŝŶ<ŽƌĞĂ͕ϭϴϳϳ-1910͘WŚ͘ƚŚĞƐŝƐ͕^K^͕hŶŝǀĞƌƐŝƚǇŽĨ
>ŽŶĚŽŶ͕>ŽŶĚŽŶ͕ϮϬϬϬ͘
dĂŐŽ͕<ŝĐŚŝƌƃ͘͞^ƃƐĞŬŝŶŽ^ĐŽƚůĂŶĚzƵŬŝ͟ ŝŶ EĂƚƐƵŵĞ^ƃƐĞŬŝ ƚŽDĞŝũŝEŝŚŽŶ,
ƵŶŐĞŝ^ŚƵŶũƻ:ƻŶŝŐĂƚƐƵZŝŶũŝƃŬĂŶ'ƃ͕dŽŬǇŽ͕ϮϬϬϰ.
dĂŬĂŐŝ͕&ƵŵŝŽ͚͘͞:ŝŶƐĞŶ͛^ŚŝĐŚŝǌĞƚƐƵŶŽ<ƵŶĚŽŬƵ͟ ŝŶ^ƃƐĞŬŝ^ĂŬƵŚŝŶŶŽhĐŚŝƚŽ^ŽƚŽ,
<ŝŶĚĂŝƵŶŐĂŬƵ<ĞŶŬǇƻ ^ƃŬĂŶϰ, /ǌƵŵŝ^ŚŽŝŶ͕KƐĂŬĂ͕ϭϵϵϰ.
dĂŬĂŐŝ͕&ƵŵŝŽ͘^ƃƐĞŬŝƵŶŐĂŬƵŶŽ^ŚŝĐŚƻ͘^ŚŝŶďŝ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϭ.
dĂŬĂŚĂŵĂ͕<ǇŽƐŚŝ͘^ŚŝŬŝ࣭^ƃƐĞŬŝ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϬ͘
dĂŬĞĚĂ͕<ĂƚƐƵŚŝŬŽ͘^ƃƐĞŬŝŶŽdŽŬǇŽ͘tĂƐĞĚĂĂŝŐĂŬƵ^ŚƵƉƉĂŶďƵ͕dŽŬǇŽ͕ϭϵϵϳ͘
dĂŬĞĚĂ͕<ĂƚƐƵŚŝŬŽ͘ ^ƃƐĞŬŝŶŽdŽŬǇŽ ;//Ϳ͘tĂƐĞĚĂĂŝŐĂŬƵ^ŚƵƉƉĂŶďƵ͕dŽŬǇŽ͕ϮϬϬϬ͘
dĂŬĞĚĂ͕DŝƚƐƵŚŝƌŽ͘Η͚:ŝŬŽŚŽŶ͛/͛ĂŶĚΖ^ŽŬƵƚĞŶŬǇŽƐŚŝΖ͗ƚƚŝƚƵĚĞƐƚŽǁĂƌĚƐƚŚĞƐĞůĨŝŶ
EĂƚƐƵŵĞ ^ƃƐĞŬŝΖƐůŝĨĞĂŶĚǁŽƌŬƐ;,ͿΗŝŶEĂƌĂ<ƃŐǇƃ<ƃƚƃ^ĞŶŵŽŶ'ĂŬŬƃ<ĞŶŬǇƻ<ŝǇƃEŽ͘ϰϱ͕ϮϬϬϵ͕Ɖ͘ϭ-ϭϮ͘
dĂŬĞŵŽƌŝ͕dĞŶǇƻ͘Ě͘EĂƚƐƵŵĞ^ƃƐĞŬŝ,ŝŬŬĞŝ//͘'ĂŬƵƚƃƐŚĂ͕ϭϵϴϱ͘
dĂŬŝǌĂǁĂ͕<ĂƚƐƵŵŝ͘EĂƚƐƵŵĞ^ƃƐĞŬŝ͘ DŝŬĂƐĂ^ŚŽďƃ͕ϭϵϰϯ.
dĂŵĂŵƵƌĂ͕dĂŬĞũŝ͘'ŽǌĂŶĞŶ^ƃĞŶŬŝ^ŚƻƐĞŝ͘<ƃĚĂŶƐŚĂ͕dŽŬǇŽ͕ϭϵϴϯ
dĂŶĂŬĂ͕<ƵŶŝŽ͘SƃƐĞŬŝ͞DĞŝ-Ŷ͟ŶŽ<ĂŶƐŚŝ͘<ĂŶƌŝŶ^ŚŽďƃ, dŽŬǇŽ͕ϮϬϭϬ͘
dĂŶĂŬĂ͕zĂƐƵƚĂŬĂ͘EĂƚƐƵŵĞ^ƃƐĞŬŝ͘;^ŚĂƐŚŝŶ^ĂŬŬĂ-ĚĞŶ^ƃƐŚŽϰͿ͕DĞŝũŝ^ŚŽŝŶ͕ϭϵϲϵ͘
dĂŽzƵĂŶŵŝŶŐ. ŚƚƚƉ͗ͬͬƚĂŽ͘ŚŝǆϬϱ͘ĐŽŵͬ^ĞŶŐĂŝͬƐĞŶŐĂŝϬϭŝŶƚƌŽ͘Śƚŵů
dŚŽŵĂƐůĞĂƌǇĂŶĚ:͘͘ůĞĂƌǇdƌĂŶƐ͘dŚĞůƵĞůŝĨĨZĞĐŽƌĚ͘^ŚĂŵďŚĂůĂ͕ŽƐƚŽŶΘ>ŽŶĚŽŶ͕ϭϵϵϮ͘
dŚŽŵĂƐ͕:ƵůŝĂĚĞŶĞǇ͘ZĞĐŽŶĨŝŐƵƌŝŶŐDŽĚĞƌŶŝƚǇ͘hŶŝǀĞƌƐŝƚǇŽĨĂůŝĨŽƌŶŝĂWƌĞƐƐ͕ĂůŝĨŽƌŶŝĂ͕ϮϬϬϭ.
dŝƉƚŽŶ͕ůŝƐĞ<͘DŽĚĞƌŶ:ĂƉĂŶ͕ƐŽĐŝĂůĂŶĚƉŽůŝƚŝĐĂůŚŝƐƚŽƌǇ͘ZŽƵƚůĞĚŐĞ͕>ŽŶĚŽŶ͕ ϮϬϬϮ.
dŽŐĂǁĂ͕^ŚŝŶƐƵŬĞ͘^ƃƐĞŬŝdƐƵŝƐƃ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϭϲ͘
dƃŐƃ͕dŽǇŽŚĂƌƵ͘Ě͘ZǇƃŬĂŶĞŶƐŚƻ͘sŽů͘ϭ͘ dŽŬǇŽ^ŽŐĞŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͘
dŽŬƵŶĂŐĂ͕DŝƚƐƵŚŝƌŽ͘ΗŶůĂƌŵƚŽKƵƌDŽĚĞƌŶ^ŽĐŝĂůŶǀŝƌŽŶŵĞŶƚ- dŚĞĂƐĞŽĨ^ƃƐĞŬŝEĂƚƐƵŵĞ-ΗŝŶ
ZĞƐĞĂƌĐŚƵůůĞƚŝŶŽĨ&ƵŬƵŽŬĂ/ŶƐƚŝƚƵƚĞŽĨdĞĐŚŶŽůŽŐǇ, Vol. 39. EŽ͘ϭ͕ϮϬϬϲ͕Ɖ͘ϭϳ- Ϯϱ͘
dŽǇŽĨƵŬƵ͕<ĞŶũŝ͘&ƵƌŽĚĞǇŽŵƵ^ƃƐĞŬŝŶŽ<ĂŶƐŚŝ. ^ĞŬĂŝ^ŚŝƐƃƐŚĂ͕ϭϵϵϲ͘
dƌŝƉŝƚĂŬĂ͘ŚƚƚƉ͗ͬͬƚƌŝƉŝƚĂŬĂ͘ĐďĞƚĂ͘ŽƌŐͬŵŽďŝůĞͬŝŶĚĞǆ͘ƉŚƉ͍ŝŶĚĞǆсyϲϳŶϭϮϵϵͺϬϭϴ

ϰϬϬ
dƵ&Ƶ͘ŚƚƚƉ͗ͬͬƉůĂǌĂ͘ƌĂŬƵƚĞŶ͘ĐŽ͘ũƉͬŬƵŶŝƐŚŝͬĚŝĂƌǇͬϮϬϭϮϭϭϮϳϬϬϬϬͬ
ͺͺͺͺͺ͘ŚƚƚƉ͗ͬͬǁǁǁ͘ůŝď͘ŬŽďĞ-Ƶ͘ĂĐ͘ũƉͬƌĞƉŽƐŝƚŽƌǇͬƚŚĞƐŝƐͬĚϮͬϮϬϬϯϬϵϰ͘ƉĚĨ
dƵĐŬ͕ZŽďĞƌƚ:ĂŵĞƐ͘dŚĞWŽĞƚƌǇŽĨŝĂůŽŐƵĞ͗<ĂŶƐŚŝ͕,ĂŝŬƵĂŶĚDĞĚŝĂŝŶDĞŝũŝ:ĂƉĂŶϭϴϳϬ-1900͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇ͕
EĞǁzŽƌŬ͕ϮϬϭϮ͘
dƵƌŶĞǇ͕ůĂŶ͘dƌĂŶƐ͘dŚĞdŚƌĞĞ-ŽƌŶĞƌĞĚtŽƌůĚ ;:ĂƉĂŶĞƐĞƚŝƚůĞ͗<ƵƐĂDĂŬƵƌĂͿ͘WĞƚĞƌKǁĞŶWƵďůŝƐŚĞƌ͕>ŽŶĚŽŶ͕ϮϬϬϮ.
hĞĚĂ͕DĂŬŽƚŽ͘dŚĞWĂƚŚŽĨ&ůŽǁĞƌŝŶŐdŚŽƌŶ͘^ƚĂŶĨŽƌĚhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕^ƚĂŶĨŽƌĚ͕ĂůŝĨŽƌŶŝĂ͕ϭϵϲϲ.
hĞĚĂ͕^ŚŝǌƵƚĞƌƵ͘Η^ƃƐĞŬŝĂŶĚƵĚĚŚŝƐŵ͗ZĞĨůĞĐƚŝŽŶƐŽŶ,ŝƐ>ĂƚĞƌtŽƌŬƐ͘;WĂƌƚϭͿΗŝŶdŚĞĂƐƚĞƌŶƵĚĚŚŝƐƚ.
sŽů͘yy/yEŽ͘Ϯ͕ƵƚƵŵŶϭϵϵϲ͕Ɖ͘ϭϱϵ-ϭϳϭ͘
hĐŚŝĚĂ͕DŝĐŚŝŽ͘͞EĂƚƐƵŵĞ^ƃƐĞŬŝ ŝŶDĂŶĐŚƵƌŝĂĂŶĚ<ŽƌĞĂ͟ ŝŶĐƚĂƐŝĂƚŝĐĂ͕dƃŚƃ'ĂŬŬĂŝ͕dŽŬǇŽ͕ϮϬϬϬ.
sŝŐůŝĞůŵŽ͕sĂůĚŽ,͘ΗdŚĞŽŶĐĞƉƚŽĨEĂƚƵƌĞŝŶƚŚĞtŽƌŬƐŽĨEĂƚƐƵŵĞ^ƃƐĞŬŝΗŝŶ dŚĞĂƐƚĞƌŶƵĚĚŚŝƐƚ Vol.
s///EŽ͘Ϯ͕KĐƚŽďĞƌϭϵϳϱ͕Ɖ͘ϭϰϯ- ϭϱϯ͘
sŝŐůŝĞůŵŽ͕sĂůĚŽ,͘Η^ƃseŬŝΖƐDĞŝĂŶZĞǀŝƐŝƚĞĚ͗&ƌĞƐŚ>ŽŽŬĂƚĂDŽĚĞƌŶůĂƐƐŝĐΗŝŶdŚĞĂƐƚĞƌŶƵĚĚŚŝƐƚ.
sŽů͘yyys///EŽ͘ϭΘϮ͕ϮϬϬϳ͕Ɖ͘ϳϭ- ϵϬ͘
tĂĚĂ͕dŽƐŚŝŽ. ^ŚŝŬŝ to ^ƃƐĞŬŝ. DĞƌŬŵĂůƐŚĂ͕dŽŬǇŽ͕ϭϵϳϲ͘
tĂĚĂ͕dŽƐŚŝŽ͘ ^ƃƐĞŬŝŶŽ^ŚŝƚŽ,ĂŝŬƵ. DĞƌŬŵĂl sha, dŽŬǇŽ͕ϭϵϳϰ.
tĂĚĂ͕dŽƐŚŝŽ͘^ƃƐĞŬŝĂŬŬƃ. DĞƌŬŵĂl sha, dŽŬǇŽ͕ϭϵϴϲ.
tĂŬĂďĂǇĂƐŚŝ͕ŽďdĂĚĂƐŚŝ͘Ě͕͘DŽĚĞƌŶ:ĂƉĂŶĞƐĞdŚŽƵŐŚƚ͘ĂŵďƌŝĚŐĞhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕ĂŵďƌŝĚŐĞ͕ϭϵϵϴ.
tĂŬĂďĂǇĂƐŚŝ͕ŽďdĂĚĂƐŚŝ͘͞Katƃ ,ŝƌŽǇƵŬŝĂŶĚŽŶĨƵĐŝĂŶEĂƚƵƌĂůZŝŐŚƚƐ͕ϭϴϲϭ-ϭϴϳϬ͟ ŝŶ ,ĂƌǀĂƌĚ:ŽƵƌŶĂůŽĨ
ƐŝĂƚŝĐ^ƚƵĚŝĞƐ͕sŽů͘ϰϰ͕EŽ͘Ϯ;ĞĐ͕͘ϭϵϴϰͿ͕Ɖ͘ϰϲϵ-ϰϵϮ.
tĂŬĂŵŝǌƵ͕^ŚƵŶ͚͘͞<ŽŬǇƻ͛ŶŽ^ŚŝũŝŶdƃŶŵĞŝ͟ ŝŶ ŚƻŐŽŬƵ<ĂŶŬĞŝZŽŶƐĞƚƐƵ^ŚŝƌǇƃEŽ͘ϰϯ;ϮϬϬϭͿǀŽů͘Ϯ;:ƃͿ
tĂůƚŚĂůů͕ŶŶΘ^ƚĞĞůĞ͕D͘tŝůůŝĂŵ͘WŽůŝƚŝĐƐĂŶĚ^ŽĐŝĞƚǇŝŶ:ĂƉĂŶ͛ƐDĞŝũŝZĞƐƚŽƌĂƚŝŽŶ– ƌŝĞĨ,ŝƐƚŽƌǇǁŝƚŚŽĐƵŵĞŶƚƐ͘
dŚĞĞĚĨŽƌĚ^ĞƌŝĞƐŝŶ,ŝƐƚŽƌǇĂŶĚƵůƚƵƌĞ͕DĂĐŵŝůůĂŶ>ĞĂƌŶŝŶŐ,ƵŵĂŶŝƚŝĞƐ͕ĞĚĨŽƌĚͬ^ƚ͘DĂƌƚŝŶ͛Ɛ͕ŽƐƚŽŶ͕ϮϬϭϳ
tĂŶŐtĞŝ. httƉ͗ͬͬďĂŝŬĞ͘ďĂŝĚƵ͘ĐŽŵͬǀŝĞǁͬϰϯϬϳϮϴϯ͘Śƚŵ
tĂƚĂŶĂďĞ͕^ŚƃŝĐŚŝ͘^ƃƐĞŬŝƚŽ<ĂŶƐŚŝ͘ ŝĐŚƃƐŚĂ͕dŽŬǇŽ͕ϭϵϳϰ͘
tĂƚƐŽŶ͕ƵƌƚŽŶ͘dƌĂŶƐ͘dŚĞĐŽŵƉůĞƚĞǁŽƌŬƐŽĨŚƵĂŶŐdǌƵ͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϲϴ͘
tĂƚƐŽŶ͕ƵƌƚŽŶ͘ZǇƃŬĂŶ ;ĞŶŵŽŶŬ-ƉŽĞƚŽĨ:ĂƉĂŶͿ͘ŽůƵŵďŝĂhŶŝǀĞƌƐŝƚǇWƌĞƐƐ͕EĞǁzŽƌŬ͕ϭϵϳϳ͘
tĞŝzŝŶŐ-ǁƵ͘ŚƚƚƉ͗ͬͬƐĂŶŬŽƵĂŶ͘ũƵŐĞŵ͘ũƉ͍ͬĞŝĚсϭϭ
tŚŝƚĨŝĞůĚ͕ZĂŶĚŽůƉŚ^͘dƌĂŶƐ͘ZĞĐŽƌĚƐŽĨdŚĞdƌĂŶƐŵŝƐƐŝŽŶŽĨƚŚĞ>ĂŵƉ ;:ŝŶŐĚĞŚƵĂŶĚĞŶŐ>ƵͿ͘sŽůƵŵĞϮ͕͘
ŽŽŬŽŶĞŵĂŶĚ͕'ĞƌŵĂŶǇ͕ϮϬϭϱ͘
tŝůĚĞ͕KƐĐĂƌ͘ŚŝŶĞƐĞ^ĂŐĞ͘DĞƌŵĂŝĚdƵƌďƵůĞŶĐĞ͕/ƌĞůĂŶĚ͕ϭϵϵϳ.
tŝǆƚĞĚ͕:ŽŚŶdŝŵŽƚŚǇ͕͞<ĂŶƐŚŝ ŝŶdƌĂŶƐůĂƚŝŽŶ͗,Žǁ/ƚƐ&ĞĂƚƵƌĞƐĂŶĞĨĨĞĐƚŝǀĞůǇŽŵŵƵŶŝĐĂƚĞĚ͕͟
^ŝŶŽ-:ĂƉĂŶĞƐĞ^ƚƵĚŝĞƐ Ϯϭ;ϮϬϭϰͿ͕ĂƌƚŝĐůĞϭ͘
tŝǆƚĞĚ͕:ŽŚŶdŝŵŽƚŚǇ͘͞dŚĞDĂƚĐŚŝŶŐ-ZŚǇŵĞ<ĂŶƐŚŝ ŽĨDŽƌŝQŐĂŝ͗YƵĂƚƌĂŝŶƐ;ǌĞŬŬƵͿ͟ŝŶ:ĂƉŽŶŝĐĂ,ĂŵďŽůĚƚŝĂŶĂ
ϭϲ͘ĞƌůŝŶ͕ϮϬϭϯ͕Ɖ͘ϭϬϵ-ϭϲϴ͘
zĂũŝŵĂ͕zƵŬŝŚŝŬŽ͘1893 ŶĞŶϭ ŐĂƚƐƵϮϵ ŶŝĐŚŝŶŽ^ƃƐĞŬŝ. ŚƚƚƉƐ͗ͬͬƐĞƌĂŝ͘ũƉͬŚŽďďǇͬϯϵϮϮϭ
zĂŵĂŵŽƚŽ͕<ĞŶŬŝĐŚŝ͘Ěŝƚ͘EĂƚƐƵŵĞ^ƃƐĞŬŝ. DĞŝũŝŶŽ<ŽƚĞŶsŽů͘ϵ͘'ĂŬŬĞŶ͕dŽŬǇŽ͕ϭϵϴϭ͘
zĂŵĂƵĐŚŝ͕,ŝƐĂĂŬŝ͘͞^ƃƐĞŬŝƚŽŝďƵŶŐĂŬƵ͟ŝŶ<ƃǌĂEĂƚƐƵŵĞ^ƃƐĞŬŝ͘ǀŽů͘ϱ͕Ě͘DŝǇŽƐŚŝ͕zƵŬŝŽ͘,ŝƌĂŽŬĂ͕dŽƐŚŝŽ͘
,ŝƌĂŬĂǁĂ͕^ƵŬĞŚŝƌŽ͘ƚƃ͕:ƵŶ͘zƻŚŝ<ĂŬƵ͕dŽŬǇŽ͕ϭϵϴϮ͘
zĂŶtĞŝ. ŚƚƚƉ͗ͬͬďůŽŐƐ͘ǇĂŚŽŽ͘ĐŽ͘ũƉͬƐǇŽƵͺŐĞŶƐĂŝͬϲϴϮϯϱϮϵϬ͘Śƚŵů
zĂƐƵŚĂƌĂ͕ƌŝ&͘͞ƵƐŽŶΖƐĂƐŚƃ͗dŚĞŵďƌĂĐĞŽĨ/ŶĨůƵĞŶĐĞ͟ ŝŶDĂƚƐƵŽĂƐŚƃΖƐWŽĞƚŝĐ^ƉĂĐĞƐ.
Ě͘ůĞĂŶŽƌ<ĞƌŬŚĂŵ͘WĂůŐƌĂǀĞDĂĐŵŝůůĂŶ͕ϮϬϬϲ͕
zŝŶŐĚĞŚƵĂŶĚĞŶŐůƵ͕;<Ğŝƚƃ ĚĞŶƚƃ ƌŽŬƵͿ. ŚƚƚƉ͗ͬͬǁǁǁϳď͘ďŝŐůŽďĞ͘ŶĞ͘ũƉͬΕǌƵŝƵŶͬϭϯϱďĂƐŽ͘Śƚŵů
zŝƵ͕ŶŐĞůĂ͘ŚĂŽƐĂŶĚKƌĚĞƌŝŶƚŚĞǁŽƌŬƐŽĨEĂƚƐƵŵĞ^ŽƐĞŬŝ͘hŶŝǀĞƌƐŝƚǇŽĨ,ĂǁĂŝŝ͛ƐWƌĞƐƐ͕,ŽŶŽůƵůƵ͕ϭϵϵϴ͘
zŽƐĂ͕ƵƐŽŶ͘ƵŶũŝŶ-ŐĂ^ƵŝŚĞŶ sŽů͘ϭϯ͕ŚƵƃ<ƃƌŽŶ^ŚĂ͕dŽŬǇŽ͕ϭϵϳϰ͘
zŽƐŚŝĚĂ͕<ƃŚĞŝ͘Ě͘͞<ƃĚĂZŽŚĂŶƚŽ<ĂŶŐĂŬƵ͟ ƐƉĞĐŝĂůĞĚŝƚŝŽŶďǇEŝŚŽŶ^ŚŝƐƃ^Śŝ͘sŽů͘ϱϳ͕WĞůŝĐĂŶ^ŚĂ͕dŽŬǇŽ͕ϮϬϬϬ.
Yoshikawa, Kƃũŝƌƃ. ^ƃƐĞŬŝ ^ŚŝŚƻ͘/ǁĂŶĂŵŝ^ŚŽƚĞŶ͕dŽŬǇŽ͕ϮϬϬϮ.
Yoshikawa, Kƃũŝƌƃ͘Tƃ ŶŵĞŝĚĞŶ͘^ŚŝŶĐŚŽƐŚĂ͕dŽŬǇŽ͕ϭϵϳϱ͘
zƵ͕ĞŶŐĐŚĞŽŶ͘EĂƚƐƵŵĞ^ƃƐĞŬŝ͘dǁĂǇŶĞWƵďůŝƐŚĞƌƐ͕EĞǁzŽƌŬ͕ϭϵϲϵ.
ĞŶƌŝŶŬƵƐŚƵ͘ŚƚƚƉ͗ͬͬǁĞď͘ĂƌĐŚŝǀĞ͘ŽƌŐͬǁĞďͬϮϬϭϮϬϯϬϮϬϳϯϳϭϮͬŚƚƚƉ͗ͬͬďŽŽǌĞƌƐ͘ĨŽƌƚƵŶĞĐŝƚǇ͘ĐŽŵͬďƌĞǁĞƌǇƚĂƉͬϲϵϱ
ͬĞŶƌŝŶŬƵƐŚƵ͘Śƚŵů

