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Yasuo Kawabata

In most descriptions of the history of modern Japanese literature in
general, Shizen-shugi Sakka or Naturalist writers — Toson Shimazaki
(1872-1943), Doppo Kunikida (1871-1908), Katai Tayama (1871-1920), to
mention but a few —have been highly valued compared to the writers
writing on other principles. It was particularly the case in the first
decades of the twentieth century, while the genre of fantasy literature
was unduly underestimated as ‘naive’ or ‘escapist’ one. The theory of
Naturalism was introduced from Europe to support the value judgment.
It was in such a context that Kunio Yanagita (1875-1962), a folklorist,
published an essay ‘The Relationship between Lying and Literature’
(Uso to Bungaku tono Kankei) in 1932, later included in his book, The
Unhappy Art (Fuké naru Getjutsu, 1953). It was an essay on the contem-
porary literature which, with a keyword of uso (lying), implicitly criti-
cized the ideology of Sizen-shugi and insisted on the essential need of
the fictional element for novels. According to Yanagita, the word uso
had no negative implication in pre-modern Japan as it has now; on the
contrary, it has been used as a positive word and it was only in the

modern era that the word got a negative connotation. As a result, the



element of uso was denied as possible as it could be. A literary work
was appreciated in this respect; it was essential how closely the world
of the literary text resembled, or represented, the ‘real’ world. That was
why the convention of Shi-shosetsu,"” supposing the writer/hero’s iden-
tity and describing, or confessing, the ‘real’ experience of his life, has
been highly estimated. In such a situation, Yanagita argued that deny-
ing uso, or capacity of making an imaginary world, should lead to deg-
radation of Japanese literature, which had long been cultivated with the
idea of uso.”

Though, as I have said, the school of Shizen-shugi has been consid-
ered as the main stream of modern Japanese literature, there were, of
course, a number of writers creating their literary worlds with the base
of fictionality, and it seems it is necessary to make revaluation of those
whom 1 would call ‘fantasy writers’ for the sake of convenience. To do
so, it would be useful to compare a typically Naturalist I-novel, Futon
(The Quilt, 1907) by Katai Tayama with a fantasy ‘The Earthgod and
the Fox’ (‘Tuchigami to Kitsune’, written about 1923) by Kenji
Miyazawa (1896-1933), as there are certain similarities between their

plots, though their styles and ideas make an obvious contrast.

I

The plot of Futon is quite simple.”” The hero Tokio, a middle-aged
writer living in Tokyo with his wife and young children, receives a girl,
named Yoshiko, a would-be writer, as his pupil and allows her to live in
his house. Almost from the start, he becomes infatuated with the girl
pupil, though he does not dare to make advances to her for fear of dis-
gracing her and himself. While she is back in her country (Okayama
Prefecture) for some recuperation, Yoshiko fells in love with a young
man, named Tanaka, who is studying theology in a university in Kyoto.

On her way to returning to Tokyo from Okayama, she secretly passes
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one night with him in Kyoto. Yoshiko defends herself against suspect-
ing Tokio that their relation is a ‘divine love’ (shinsei naru
ren’ai) and swears that they ‘have never committed a sin’; that is, they
have never had an extramarital intercourse. For a while, Tokio, though
reluctantly, tries to support their so-called ‘divine love’, but, finding out
their relationship not ‘divine’ after all, calls her father from the country
to settle the matter. The father takes her to home, and thus she is
forced to part from her love. Of course it means Tokio himself has to
give up infatuation with his beloved pupil. The ending paragraphs of
Futon are well known. After Yoshiko has left him, he clutches the futon

(the Japanese quilt) she has used, and weeps:

Tokio opened the drawer. Inside was left a ribbon stained with
old oil [for hairdressing]. He took the ribbon and smelled it. In a
minute, he stood up and opened the fusuma [the papered sliding
door].... And there he found the futon Yoshiko had always used —
a shiki-buton [mattress] with yellowish green arabesque pattern and
a quilt of thick cotton with the same pattern, folded up. Tokio drew
them out. The dear smell of her oil and the scent of her sweat made
his heart pound strangely. Pushing his face against the velvet hem
of the quilt where the stain was most distinct, he sniffed her dear
scent to the full.

Sexual desire, sorrow and despair assailed Tokio’s heart imme-
diately. Spreading the futon-mattress, covering it up with the quilt,
he buried his face in the velvet hem, cold and stained, and cried.

The room was dusky, and outside the wind blew violently.”

The novel had a great impact on the contemporary literary scene,
and indeed it has been estimated as an extremely significant work in
terms of a literary history, giving the following naturalist writers the

formulaic matter and style to be imitated. In an essay ‘Bungeijo no



Shizen-shugi’ (‘Naturalism in Literature’, 1908), Hogetsu Shimamura
(1871-1918), referring Futon, writes, ‘it seems as if the work were printed
in an essay on Naturalism as an illustration.”® Another critic, Mitsuo
Nakamura (1911-88) points out that Shi-shosetsu, given a fixed form by
Futon, provided, not only proper Naturalist novelists, but also modern

Japanese novelists in general, with a definite framework.®

Unlike Futon, ‘The Earthgod and the Fox’ by Miyazawa Kenji had
not such an impact on literary history. It was not published during
Kenji's lifetime, as many of his stories and poems were. The plot too is

simple. It can be summarized according to its five chapters:"”

(1) A beautiful female birch tree (kaba-no-ki) standing in the middle of
a hillock has two friends: a fox and an earthgod (fsuchi-gami). She
prefers the fox, who is refined and intellectual, to the earthgod, who is
too wild both in attitude and in appearance.
(2) In the early summer, the fox comes to pay the birch tree a visit,
speaking about astronomy and lending her a book of poetry by
“Heinrich Heine. Next morning, the earthgod visits her. When she men-
tions the name of the fox, the earthgod, driven by jealousy, suddenly
gets furious, which frightens her further.
(3) Returning to his dwelling place, a dank and chilly swamp, the
earthgod, who cannot subdue his anger and jealousy, tries to disperse
his frustration by bullying a bird and a man.
(4) In anight in August, the earthgod goes to see the birch tree, expect-
ing she might be waiting for him, but when he reaches the hillock, the
fox is already there, engaging in pleasant conversation with her about
aesthetics. Suffering from an inferiority complex towards the fox, as
well as from disappointed love, the earthgod flees away toward his
dwelling place and, rolling about in the grass, cries in a loud voice.

(5) One autumn day, the earthgod finds himself in the very best of
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tempers. Feeling he could forgive the birch tree and the fox, he visits
her to tell so. The fox also comes a little later and, finding the earthgod
present, driven by jealousy, sets off toward home saying goodbye only
to her and without so much as a nod to the earthgod. Suddenly peace-
ful temper of the earthgod is taken place of furious one. He rushes after
the fox and, just when the fox tries to jump into his dwelling hole,

catches and kills him. The last paragraphs run thus:

The next moment he lay all twisted with his head drooping over the
earthgod’s hand and his lips puckered as though smiling slightly.

The earthgod flung the fox down on the ground and stamped
on his soft, yielding body four or five times.

Then he plunged into the fox’s hole. It was quite bare and dark,
though the red clay of the floor had been trodden down hard and
neat.

The earthgod went outside again, feeling rather strange, with
his mouth all slack and crooked. Then he tried putting a hand in-
side the pocket of the fox’s raincoat as he lay there limp and lifeless.
The pocket contained two brown burrs, the kind foxes comb their
fur with. From the earthgod’s open mouth came the most extraor-
dinary sound, and he burst into tears.

The tears fell like rain on the fox, and the fox lay there dead,
with his head lolling limper and limper and the faintest of smiles on

his face.®”

I

Having presented the plots and the ending passages of Futon and
‘The Earthgod and the Fox’, we will proceed then to compare the two
texts. As I have suggested, we can notice some similarities between

their plots. In a nutshell, both of them could be summarized as stories



of ‘triangular love’ between a female and two males: Yoshiko, Tanaka
and Tokio in the former case and the birch tree, the fox and the
earthgod in the latter. As disappointed love and jealousy urge the hero
of Futon, who has found his pupil’'s love for the young student not
‘divine’ but ‘filthy’ (that is, physical), to put an end to their relationship,
so jealousy and anger for despised love of the earthgod, despite the
short period of tranquillity, drive him to kill his rival at the end. Both
describe agony of the heroes, being in love but not loved. Finding

Yoshiko’s alleged innocence untrue after all, Tokio is much tormented:

Tokio felt extraordinary agony on the night. He was much irritated
at the thought of having been deceived. More disgusting was that,
though the soul and body of Yoshiko had been all stolen by a poor
student, Tokio had dared to protect their love seriously —disgust-
ing indeed! Then, as she had given herself to that man, he should
not have regarded her virginity highly. He might as well have
wooed her and satisfied his sexual desire. Now beautiful Yoshiko
whom he had put in a high heaven thus far seemed to him a prosti-
tute. He felt like despising her gracious attitude, let alone her body.
Thus he agonized on all the night in the state of sleeplessness.”

The earthgod of Kenji's story also agonizes for disappointed love.
One day he goes to see the birch tree, thinking she might have missed

him:

His heart danced as he strode on through the grass. But before long
his stride faltered and he stopped dead; a great blue wave of sad-
ness had suddenly washed over him. The fox was there before

hlm (10)

Overhearing their intelligent conversation on aesthetics, the
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earthgod cannot help feeling himself inferior to the fox:

By now the earthgod was quite beside himself. From what the fox
said, it seemed the fox was actually more impressive than he was
himself. He could no longer console himself with the thought that
he was a god if nothing else. It was frightful. He felt like rushing
over and tearing the fox in two. He told himself that one should
never even think such things. But then, what was he to do? Hadn't
he let the fox get the better of him? He clutched at his breast in

distress."”

Then, suddenly feeling frightened at the thought of what he might do
if he stays there any longer, the earthgod flees away toward the north,

and finds himself at the root of a mountain:

He rolled about in the grass, tearing at his hair. Then he began to
cry in a loud voice. The sound rose up into the sky, where it echoed
like thunder out of season and made itself heard all over the plain.
He wept and wept until dawn, when, tired out, he finally wandered

vacantly back to his shrine."”

Though the hero’s agony for disappointed love can been seen in
each of these texts, there are significant differences between them, of
which we would see next in terms of stylistic characteristics and the

narrated worlds respectively.

v

First, stylistically speaking, one of the obvious differences between
the two texts is the use of figurative words and phrases. In the passage

I have quoted above where the earthgod is disappointed to see the birch



tree with the fox, we notice a striking phrase:

But before long his stride faltered and he stopped dead; a great blue

wave of sadness had suddenly washed over him. The fox was there

before him.

The original text of the words underlined here runs: ‘Marude atama
kara aoi iro no kanashimi wo abite tsuttata nakereba narimasen
deshita.” Though the word marude in the adverbial clause indicates it
being a simile, another phrase yé ni or kano yo ni to be added to com-
plete a usual Japanese simile lacks, so that it borders on a metaphor. It
is understandable, therefore, that the English translator rendered it
metaphorically as well as separately. Anyway, it is not an exceptional
case. A number of figurative expressions are used effectively in ‘The
Earthgod and the Fox’. A little later, for example, we find another sim-
ile describing the earthgod’s jealousy for the fox: ‘But now the earthgod
felt as though red flames were licking his whole body’."” The sentence

describing his first appearance has also a striking simile: ‘Slowly,
slowly, from the northeast, bathed in morning sunlight as though he
had poured molten copper all over himself, came the earthgod’."” So do

the paragraphs where the earthgod rushes after the fox who runs away
‘like the wind’, ‘as in a dream” “To the earthgod, the glass about him
seemed to be burning like white fire. Even the bright blue sky had

suddenly become a yawning black pit with crimson flames burning and

roaring in its depths. /They ran snorting and panting like two railway

trains’."”

On the contrary, it is hard to find such figurative phrases in Futon.
It is true that it uses occasionally similes or metaphoric expressions, but
in general they are too idiomatic for the reader to be conscious of their
nature as figures: e.g., TYoshiko] seems to be quite modern’ [literally ‘to

be quite of high collar’]; ‘In the course of time Tokio got dead drunk
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[literally ‘got drunk like mud’]; ‘His life returned to the condition of
three years before’ [literally ‘His life returned to the old wheel truck of
three years before']."” The rareness of striking figures in Futon is one
indication that the author deliberately invites the reader to focus his
attention directly to the ‘fact’ he thinks he wrote without being con-

scious of its material —language.

Let us examine here briefly the nature of simile and metaphor as

rhetorical devices. Sentence (1) contains a simile:
(1) John is busy as a bee.

Here, a busy man John is likened to a bee, the insect generally
known to be a hard worker. As it is a stereotyped simile (favoured,
probably, for alliteration of busy and bee), it would pass without the
word ‘busy’; ‘John is like a bee.” You could even change it into a meta-

phor by taking ‘as’ or ‘like’ away:
(2) John is a bee.

The metaphor of (2), with no barrier of ‘as’ or ‘like’ between the sub-
ject ‘John’ and ‘a bee’ as in the simile of (1), stirs up more vividly likeness
of John and the busy state of a bee. Using I. A. Richards’ terminology,
a metaphor has two elements: a ‘vehicle’ and a ‘tenor’. The former is an
object with reference to which some particular features of a subject are
shown. The latter is the subject holding the features or characteristics
of the object in common."” Thus, in our example, the ‘vehicle’ is ‘a bee’
as an insect and the ‘tenor’ is ‘busy’ John. It should be stressed that,
properly speaking, even in the stereotyped example I have chosen here,
though ‘John is (like) a bee’ might be conveniently paraphrased as

‘John is busy’, the two sentences are by no means entirely equivalent in



value, as the introduction of the word ‘bee’ to express John's busy life
renders a particular dimension otherwise impossible to give.

We notice here that the new dimension, or recognition, can be ac-
quired only through ‘make-believing’ of the identity of a man and a bee,
focusing the sole aspect of their similarities (diligence) and neglecting
their other differences. It is fair to say that the less a ‘vehicle’ is stereo-
typed, the more it becomes effective as a rhetorical device and it could
become one of the tools for what Jan Mukarovsky (1891-1975), a Prague
school linguist, calls ‘foregrounding’ (‘aktualisace’), that is, the way of
making a common, ordinary expression salient by some special use of
language. In other words, it is a device of looking at ordinary things
with fresh eyes as if they were seen for the first time. He insists that
literary works, especially poetical ones, would have no reason for being
if it had not the unique function of ‘foregrounding’.”® Kenji's use of
strange, therefore impressive, similes and metaphors shows he was con-
scious of the function.

It is not too much to say that Kenji's narrative is in its essence made
of metaphors. For what are the earthgod, the fox and the birch tree if
they are not certain metaphors?"” To take up the metaphor of bee

again, we could make the third sentence:

(3) The bee returned to its hive.

Here, if we take the ‘bee’ as a metaphor for John, it follows naturally
that ‘its hive’ is also a metaphor for his home, so that we have now two
metaphors in a sentence. I would call the sequence of more than one
metaphor as an ‘allegory’. Let me continue the allegorical sequence.
Thus:

(4) The bee returned to its hive to deliver a bucket of honey he had
collected diligently during the day to his beloved queen. But he
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was disappointed to find another bee already there, engaging in a

pleasant conversation with her.

The seed of fantasy is sown. If we continue the allegorical sequence
further without breaking its narrative continuity, we may be able to get
a distinctive narrative of fantasy. Here, if we accept that the ‘bee’
means John, then the ‘hive’, the ‘bucket of honey’, the ‘queen’ and the
other ‘bee’ are all metaphors having their own ‘tenors’ whose textual
effects would become very much different if we render the passage as

below:

(5) John returned to his house to deliver the money he had earned
diligently during the day to his beloved one. But he was disap-
pointed to find another man already there, engaging in a pleasant

conversation with her.

Simply speaking, one of the differences between ‘The Earthgod and
the Fox’ and Futon is the difference between (4) and (5), about which it

needs further explanation.

\Y

In ‘Plain Description’ (‘Rokotsu naru byoésha’), an essay published
shortly after Futon, Katai insisted that in the new trend of literature,
that is, in Shizen-shugi literature, ‘everything should be plain, every-
thing should be true, everything should be natural’ in favour of
‘describing the nature as it is’ against ‘idealization or gilding’.®” The
word Shizen (Nature), as one of ‘the words for translations’(hon'yaku-
go) used rather awkwardly by intellectuals of Meiji era to transplant
Western ideas into modern Japan, has been a confusing term, for defini-

tion of which there was a famous debate between Ogai Mori (1862-1922)



and Yoshiharu Iwamoto (1863-1942) in 1889.“" But it seems that Shizen
means for Katai the ‘true nature of human being’ (ningen no honshé)
hidden behind the ‘falsehood of society’ (shakai no kyogi). In short,
Katai intended in his novels to offer a ‘natural’, ‘true’ representation of
human life. To do so, he rejected fictional elements or lying (uso) as
possibly as he could, portraying the hero/author’s life and psychology
as it was, whose methodology was to be followed soon by other I-novel
writers. It is suggestive to find in Futon the hero’s exclamation: ‘It can-
not be helped if it be inconsistent. The inconsistency, the inconstancy —
it cannot be helped as it is the fact. The fact! The fact’® We can notice
here Katai's simplest belief in ‘representation’, the problem of which
‘post modern’ critics have so eagerly exposed lately. He assumes na-
ively, and tries to make the reader believe in, not only the correspon-
dence of the hero and the author’s identity, but also the ability of
language to represent perfectly and truthfully the action the author has
experienced in real life. For him, language seems to be nothing but a
neutral medium whose only function is to transmit the outer facts faith-
fully. He has not the slightest idea that any system of language is em-
bedded with a network of ideology; transmitting any, the material of
language cannot be neutral and never fails to transform it within its
framework. It could be noticed, therefore, that Katai has been caught in
a ‘representation-myth’ from which pre-modern Japanese writers had
probably been free. He also believes a priori that there exists the ‘true
nature of human being’ (ningen no honshé) or ‘the inside’ (naimen) on
its own, independent of linguistic and cultural —that is, materialistic —
conditions; so he could, he supposes, manage to represent these ideas
‘naturally’ in his novels.

It explains the limits of Futon. As we have seen, the principal
method Katai (and his followers) advocated was to avoid artificial,
fictional elements as possibly as he could so as to make a novel a ‘real’

and direct expression of the ‘truth’ of the human ‘nature’. So it was
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essential for him to try to describe his own ‘real’ life faithfully: to try, at
least, to make the reader believe that all that the hero does in the novel
was drawn precisely from the ‘real’ experience of the author. Even in
I-novels, of course, they cannot be made without some proper arrange-
ment of facts, so that it is inevitable that certain elements of fiction
intervene between them.” Katai believed, however, what the novelist
should do was to keep the intrusion of ‘lying’ at a minimum and to put
the fictional out of sight of the reader.

The result gained by this was a most oppressive kind of écriture.
Thus described, it is reasonable that both the ‘falsehood of society’ and
the ‘true nature of human being’ Katai assumed hidden behind should
be imposed on the reader as the unchangeable reality. We notice in the
text a number of moral concepts prevalent in those days approved of as
a matter of fact: for example, the dichotomy of ‘divine love’ (shinsei na
koi) and ‘carnal love’ (niku no koi); the supreme merit of virginity (that
it is a ‘sin’ for her to have an extramarital relation); the proposed view
in favour of motherhood: ‘Women are destined by nature to perform
their duties of becoming mothers’.”” Despite the fact that these concepts
were nothing but the ideas variable according to historical and cultural
contexts, the style of Futon still forces us to see them as if they were the
eternal, unchangeable truth. They are set firmly as parts of background
for the story. The style of Shizen-shugi, denying its own artificiality
and feigning the novel/reality identity, prevents us, as well as it did the
writer himself, from ‘foregrounding’ these conventional, conservative
ideas or, in other words, from looking at them in fresh, critical eyes.
The most essential point to be made is that, paradoxically, using the
style which was meant to describe his own experience naturally and
realistically without artificiality, he fell short of searching thoroughly,
not only for the meaning of his experience, but for some of the funda-
mental passions or sentiments human beings are thought to have in

common —in the case of Futon, love and jealousy. Wherever he treats



them, one finds them mixed and distorted by other impure elements,
most notable of which are the hero’s desire for power over someone, his
undoubted belief in the supreme vocation of the writer or the novelist
(‘That I, a literary man’, he complains, ‘should be forced to do the job of
editing geographical books!), his superficial generalization that life is
nothing but painful; the hero says ‘This is painful. But painful is life

2(25

after all.”® The hero’s love for the girl and jealousy for his rival, it is
true, are told now and then, but it is only superficially and suppres-

sively without his prejudices and fixed ideas ever really objectified.

VI

Though Kenji did not publish an essay criticizing Shizen-shugi nov-
els, we find in his letters and memos what he thought about them. The
following quotation from his letter written in 1921 indicates that novel
writing (in the Shizen-shugi style, of course) was, to him, synonymous

with lust for wealth and fame, which made the form itself suspect:

Go to a library on any given day and you’ll see about a hundred
people borrowing books with titles like How to Write a Novel or The
Path to Writing Novels. Well, of course, if it's simply a matter of
writing, there’s nothing so easy as a novel. If all goes well, you'll
have seventy thousand yen of instant wealth like Seijiro Shimada,
You'll be proclaimed a genius...

Henceforth Religion is Art. Henceforth Art is Religion. No
matter how many letters you set down, if they don’t come from the

heart they're meaningless.””

In a lecture, recorded by Seiich Itd, one of his pupils, Kenji also said, ‘To
replace an original is not true Art. It is imitation. One might as well

bring on the real thing.*” His scorn for realism here may be viewed as
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a reaction against the prevailing literary ideology, Shizen-shugi. As we
have already seen, the ‘truth’ of the school usually amounted to little
more than a confession of living a shocking life. By rejecting imagina-
tion —or the mind’s capacity of making alternative reality as a vision—
the Shizen-shugi novelist deals death to spontaneity and is left with
only a carefully contrived vision of a severely narrow horizon, which is
most typically seen in his idea and use of language.

Returning to the topic of metaphor, I fear that I have shown it as if
it were merely one of the rhetorical devices. In fact, metaphor plays a
more vital function, not only for making literary works, but also for
making language as we have now. Let us take an example of a Japanese
word, kuchi (mouth).” Suppose, first, that the word was originally
coined to denote the human organ for eating, drinking, respiration and
utterance. It is easy to imagine the next process in which the original
kuchi was transferred to a horse’s mouth. Ancient people must have
found the similarity between the human organ and that of a horse, and
adapted the word for the latter. And it will be seen that this discovery
partly includes ‘make-believing’ of similarity, as the two organs cannot
be wholly identical in every respect (think whether you would be
pleased if you were told, ‘Your mouth is like a horse’s’), so that we find
here the fictional element again. We can recognize here the function of
metaphor working. In this way we have now common phrases such as
tsubo no kuchi (a mouth of a jar), to-guchi (a doorway), iri-guchi (an
entrance), de-guchi (way-out), yoi-no-kuchi (early evening), jo-no-kuchi
(the first stage), shiishoku-guchi (employment), yome-no-kuchi (the posi-
tion of wife), kuchi-arasoi (quarrel), waru-guchi (backbiting), kuchi-beta
(a poor speaker), etc. Those phrases are all made of the supposedly
original kuchi by means of metaphor, though for the Japanese they
have become too idiomatic phrases to be conscious of it. Metaphors can
be seen, then, as wings propelling words to transfer and increase their

meanings. It is for this reason that we could see the metaphoric func-



tion essential for language. The function by way of which we could
discover, or ‘make believe’, a similarity between two objects, moreover,
seems to correspond to that which stimulated the creation of the word
kuchi itself. Given that the word was originally made to denote a
human mouth, it was probably born as a result of discovering the simi-
larity between that organ of his and that of hers and that of mine, etc.,
as well as uniting the auditory image and the articulated kuchi. Thus,
the moment of making the original word seems to correspond to the
moment of spurring the word to expand its meanings. By means of
metaphor, we can comprehend more fully the ambiguity and abun-
dance of the objective world or, more precisely, point to the direction of
similarities among differences, over which the objective world may
exist. In short, the world is comprehended as existing beyond the visi-
ble ambiguity. Language with metaphors makes us deepen our recogni-
tion of the world as infinitely as possible. At the same time, we, as the
subjects confronting it, will deepen understanding of ourselves infi-
nitely. As Sugiyama suggests, it is nothing but a process of liberation.

According to Roman Jacobson, though there is a boundary between
a word’s original meaning and its transferred ones, it is a particular
phenomenon for the poetical language to transgress the boundary; in
other words, to bring itself in a dynamic state of ambiguity as a word is
just about to be created. The surprise we feel then is the effect of what
Mukarovsky called ‘foregrounding’ to which we have already referred.

The ideology of Shizen-shugi is made on the assumption that such
a metaphoric function plays no essential part in literary language;
‘nature’ can be imitated truthfully by means of perfectly ‘objective’ lan-
guage. We cannot help thinking Katai Tayama and his followers mis-
understood the nature of language and the essential need of the
fictional for literary works. It is regrettable that modern Japanese lit-
erature has been bound by the ideology from which it is yet to be
liberated. It is in this respect that the importance of fantasy literature,
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the nature of which we have examined through the text of ‘The Earth-
god and the Fox’, should be stressed.

VI

In ‘An Introduction to The Restaurant of Many Orders’ (1923), Kenji

wrote:

Though we do not have all the sugar balls we would like, we
can eat the clear, transparent wind, and drink the beautiful pink
rays of the morning sun.

And I have seen on occasion in fields and forests the most aw-
fully tattered cloths change into the finest velvet, woollen, or jewel-
studded garments.

I am fond of such lovely food and clothing.

All of these my tales I received from rainbows and moonlight
in woods, fields, and by rail lines.

To be honest, I cannot but feel this way when I pass alone
through a bluish evening in an oak forest, or stand shivering in the
mountain wind of November. And in truth, I have written about
these things just as they are.

So, some of them might be good for you, others good for noth-
ing, I cannot say which is which.

Some parts may be difficult for you to make out, and indeed
they are for me.

I heartily wish, however, that some pieces of these humble sto-

ries would ultimately become your transparent, real foods.®”

It will be noted that a metaphorical use of food (fabemono) which ap-
pears in the first sentence is repeated in the last one—this time to de-

scribe Kenji's stories. The phrase ‘piece’ (ikukire) itself is a metaphor, as



it is suitable for some kind of food (e.g. ‘ikukire kano takuan’ [pickled
radish]); normally we would say, ‘Korerano chisana monogatari no
nannkasho ka ga’). Kenji chose, however, to use ikukire and expressed
his wish that his stories would become for juvenile readers some spiri-
tual nutriment.

In the phrase ‘transparent, real foods’ (sukitotta hontd no
tabemono), again, though it is a normal usage in itself, there are two
adjectives Kenji liked among others and frequently used in his works:
namely, sukitotta (transparent) and hontd no (real or true). In particu-
lar, we should remember that the word honto, though in itself a common
word, has, for Kenji, a religious connotation. Kenji perceived fantasy
literature as inspired by the cosmic spirit and expressed as the univer-
sal ‘truth’ contained within phenomena set against the backdrop of the
physical world. He did not misapprehend, however, like Shizen-shugi
novelists, that the ‘truth’ can be attained by means of words that make
one-to-one correspondence in value, hence his derision of the art of the
Shizen-shugi realists as ‘imitation’, saying, ‘One might as well bring on
the real thing.’ It is true that as a man of religion Kenji believed in the
transcendental, eternal Truth, and he aspired after ‘the True words’
(makoto no kotoba) to express it. He knew with resignation, however,
that in this world as it is, this side of the grave, nowhere can we find
such words, as he wrote poignantly in his poem ‘Haru to Shura’ (Spring

and Asura):

We can find no True words here,

And tears of Asura fell down on the earth.®”

The method Kenji followed was, so to say, to try to gain ‘an approxi-
mate value’ of the “True words’ by endless presentation of hypothetical
similarities through similes or metaphors. The process, it should be

added, is always attended with admiration for the world, the same
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admiration that the earthgod expresses to his beloved tree:

‘D'you know, Birch Tree, there are lots of things I don’t under-
stand when I come to think about them. We don't really know very
much, do we?’

‘What kind of things?

“‘Well, there's grass, for instance. Why should it be green, when
it comes out of dark brown soil? And then there are the yellow and
white flowers. It’s all beyond me.’

‘Mightn’t it be that the seeds of the grass have green or white
inside them already?’ said the birch tree.

“Yes Yes, I suppose that’s possible,” he said. ‘But even so, it's
beyond me. Take the toadstools in autumn, now. They come
straight out of the earth without any seeds or anything. And they
come up in red and yellow and all kinds of colors, I just don’t under-

stand it!"®

After that the birch tree makes the earthgod angry by saying ‘How
would it be if you asked Mr. Fox?® The fox, it is true, is intelligent and
surely has scientific knowledge to explain the phenomena, but the ad-
miration which the earthgod has towards nature is, though expressed
rather naively, more profound and philosophical; the fact that birch tree

fails to see it is one reason for the earthgod’s dreary sense of solitude.

il

Now we have to examine love and jealousy shown in Kenji's story.
The earthgod loves the birch tree seriously and ardently. He is tor-
mented by the feeling and says to himself, ‘Why don’t 1 forget all about
the birch tree, then? Because I can’t. How splendid it was this morning

when she went pale and trembled’® His lovesickness is severe: ‘He



couldn’t say why, but whenever he thought of her, his heart seemed to
turn over and he felt intolerably sad’.®”

From the Buddhist point of view, Kenji denied one’s particular love
or attachment for other persons as incompatible with religious love or
caritas for all creatures, as seen in the following passage from his poem
‘Koiwai N6j6’ (Koiwai Farm) included in the first selection of Haru to

Shura:

In this strange, large mental universe,

Where we could not divide ourselves into parts,
If we define religious sentiment

As a wish to attain supreme welfare with others,
With all creatures, burning with true hope,

We could define, on the other hand, love

As a strange wish that one soul desires

— As the religious hope crushed and worn out—
To go with another soul alone,

Perfectly and forever.

And the tendency to seek the impossible direction,
Evading the fact that one could not attain

Real welfare in such a way [i.e., by love],

—The tendency we could call sexual desire.*

Such kind of particular, exclusive love is denied even when it is love for

one’s blood relations:

(As all creatures have been brothers from the olden days,
You must not pray only for one person.)

Oh, I've never done so,

In the days and nights after she [Toshiko] passed away,

I have never prayed that she alone



No True Words Here

Would go to the good place.
I think I have never done s0.””

(‘Aomori Banka’ [Aomori Elegy])

In another poem, ‘A Curse of Spring Light’ (Shunké Juso), also in-
cluded in Haru to Shura, Kenji accuses himself of having fallen in love

with a charming woman:

For Shame!

Do you know what it is?

Her hair is dark and long,

And she keeps silence graciously

—No more than this.

You are dazzled by grass ears of spring.
And beauty will pass away.

(Here is dark blue and vacant.)

Her cheeks are light red and her eyes brown
—No more than this.

(Oh, this bitterness, lividness and coldness!)“”

The last line reminds us of the famous lines of the eponymous poem,
‘Haru to Shura’

Full of bitterness and lividness of rage,

To the depth of April's atmospheric strata,
I spit, going to and back,

Teeth gnashing,

I am an Asura!®

which suggests that not only anger, envy or jealousy, but also the pas-
sion of love itself is attributed to the sphere of Shura.



Indeed, at least in the earthgod’s case, love and jealousy are co-

existing passions:

He had done his best not to think about either the fox or the birch
tree. But, try as he might, they kept coming into his head. Every
day he would tell himself over and over again, ‘You're a god, after
all. What can a mere birch tree mean to you? But still he felt aw-
fully sad. The memory of the fox, in particular, hurt till it seemed

his whole body was on fire.””

After a few months of suffering agony, however, the earthgod at-
tains a kind of spiritual enlightenment (safori), and it seems then as if

he has overcome the worldly passions altogether:

One transparent, golden autumn day found the earthgod in the
very best of tempers. All the unpleasant things he had been feeling
since the summer seemed somehow to have dissolved into a kind of
mist that hovered in only the vaguest of rings over his head. The
odd, cross-grained streak in him had quite disappeared, too. He felt
that if the birch tree wanted to talk to the fox, well, she could, and
that if the two of them enjoyed chatting together, it was a very
good thing for them both.

He would let the birch tree know how he felt today. With a
light heart and his head full of such thoughts, the earthgod set off

to visit her."”

His agony is, so it seems, overcome and transformed into rings that
hover around his head. The simile (‘wa ni natte kakatta yoni’) suggests
he has reformed himself into a saint, having gone through hardships. In
fact, meeting the birch tree, the earthgod even says, ‘The way I feel now,

I'd willingly die for anybody. I'd even take the place of a worm if it had
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to die and didn’t want to’.""” In other words, he is almost in the state of
bodhisattva in this very moment. It is not surprising that his eyes have
become ‘dark and splendid’ as he has declared his willingness to de-
vote himself to the ‘Act of Bodhisattva’. Unfortunately, however, it
does not last long. We have already seen the last paragraphs where the
tragedy occurs. It should be noted that the sudden change of the
earthgod’s temper is caused directly by a gesture of jealousy on the side
of the fox. This time, the face of the fox becomes pale with jealousy: “I
must apologize for coming when you have a visitor,” said the fox to the

1(43)

birch tree, his face pale with jealousy. In short, the fox’s jealousy

stirs up the earthgod’s again, which shows difficulty of attaining real
spiritual enlightenment. We can take one of the similes used in the
ending sentence, ‘The tears fell like rain on the fox, and the fox lay there

dead’, as closely connected with lines in ‘Haru to Shura’ already quoted:

We can find no True words here,

And tears of Asura fell down on the earth.

In conclusion, it seems it is hard to find a story, at least in modern
Japanese literature, that has explored the nature of love and jealousy so
profoundly as ‘The Earthgod and the Fox’. The story is, as we have
seen, a fantasy essentially made of the fictional. It sounds paradoxical,
and indeed it is, but it is only through the fictional that we can find the
direction where the ‘True words’ and the truth might possibly, so it is

hoped, lie.

*An earlier version of this paper was read as one of my lectures as visiting
professor of Istituto Orientale, Naples, Italy, on 20 March 1996.

(Received September 21, 2002)



Notes

(1) Though Shishésetsu (or Watakushi-shosetsu) can literally rendered as
‘I-novels’, they are not necessary written in the first person; those narrated
in the third person are quite common. In both cases, narrative purports to
‘represent (with varying degrees of distance or “purity,” i.e. faithfulness)
the experiences of the author.” Karatani, p. 214.

(2) Incidentally, the argument of Yanagita reminds us of Oscar Wilde's
essay, ‘Decay of Lying’ (1888), included in Intentions (1891), criticizing
contemporary Western novels written on the principle of Realism or
Naturalism, in favour of romances full of ‘lying’. It is probable that
Yanagita had closely read it. See Yura (1987).

(3) All quotations from Futon are taken from Tayama (1972). Henceforth
cited in the notes with the chapter and the page numbers, with the origi-
nal text.

(4) [KehEd Lo h=t 2 CThltc, WO ges e ) R ozt &
o, Ml T hEI> THOEBRNE, B < UL E>THEIT TRz,
FAf IO TR OB &, o) AR U
DOEAG EMERONTH Dz, Kz ZnZG I Lic, o2 Lnilod
EFOIIFVENTOLAMS TR % & DM Lic, RAEDBED KEMD
BNL>THEN TR 2 OIHIZ NG T, 0w LEMnD B2 Lnikogoz
M

PR LR EHH E N IEED A2 8o /e, Ml HoE A K&, &G
MV, O KB O BB B T 72,
RGN, PN AR & BN T2, ) (Futon, ch. 11, p.194.)

(5) THARTZERO P, HOENFIEE LTHIDAEN/IP) B TH %,
Shimamura (1923-24), vol. 2, p. 48. See also Keene, pp. 538 ff.

(6) Nakamura, p. 202.

(7) All quotations from ‘The Earthgod and the Fox' are taken from
Miyazawa (1993), translated by John Bester. Henceforth cited in the notes
as EF with the chapter and the page numbers, with the original text
quoted from Shin Kohon, vol. 9, ‘Honbun Hen’, pp. 246-259.

(8) EF,ch.5pld [MEbs tichokzhbonTtnasRo LT LES
TR »7FE N CARS D ETMOFO LITHEEZRENTHDTT,

FHFOEZ D MEMNIIZE T DT TS B o B o UhANARADTE L
7o

ENDOVEBYMOROPFIZEPAATITEE Lic, TRERABSALELTH
TN FAEDPHFRBIIROOoNTHBEMY TL, LMEIRE{ A2 TH
FRENSDLERLGD L THANETRE L,

ZENMS LS OBIZHE > THBZMORFBOL— v I— DM LOPIZF
EANTREFLUR, 2O LOPIZREOAREL EMPOFN ZARIZ - T
BE L, TR E-ENoH0THLNEZDOE S TETEN GBLOFHETHL
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EHUFE L7,
ZOHEFHOPLHIITMIZEOMIOVIWIEECAIZS»DELTIHITS
P =T N e A 'C?E/V'CEKUJ’C@“OJ (pp. 258-9.)

(9) [HEOHBOEMEIER THol, BbNihE B &, En&LTHS
B, &, FHTORBLA—HEME-HEICEINGH S, RICHHEIC
MOTERHIZR Uz ER ,ch‘:EEZ»jOO HAL5 5, g%@%k%’&bﬁ%
TRBIALTS 5, H%ﬁ@kk@@k%g&zuﬁbmmotoﬁﬁ%kL ZF
LT, [&FﬁM)ﬁﬁﬁ;‘i‘%ﬁf\ Bhfrote, HOBI L, Al FXoB ARV
ELWFF ?m,mkmﬁ%@@o_winf,ﬁﬁw B, ELVEEHE
B LLRICH >k, T, %@&(if"’]z_ﬁ:{'(ﬁ FiRo N ho7, ]
(Futon, ch. 9, p. 184.)

(10) EF, ch.4, p. 10. [ LMz E A2 &L & UARER S B85 KIKIZH B0 T
T&E L, LIANZOMNERLABLODEALIALTLEFOLMIEES
THEMSHOORONE LA ERVOTO-NABTNER)FHATLI, £h
BIMMNETHDTY, ] (p.254.)

(11) EF,ch. 4, p. 1. LMz b2 BTHIM-THEONETFHAT U, - »
DH5LDH, EIRFWL LT T» TMAE—RHZIZHNTRS I », hED
ZABILEEBEBZLBNOBAZREIEE M, UhELZOENEND
bORMEERIZbE - e bAB e WD, —fkBhiRESTHIEN N DK
T ENEL L BRI LTHELF L, (p.255)

(12) EF,ch. 4, p. 12. [TMIZEHOEE L XL LV BN OEHEZZ AT HIIE LT,
ZNMORKFTHEE Lic, TOFIEKTHROEDR I ITEAIT-> THET
NHA DT, EHIEBILOWTIHOTENTH T HIZAR Y B OIICRE D &
L7zo] (p.256.)

(13) EF, ch.4, p. 11. [ H#IZSBEEE S TROEXS L2k A D KTH S 721K
ENTHWERHIITBHOE L7, (pp.254-5.)

(14)  EF, ch.2, p.6. [ZORILDFT D SIEF 28D %M S 1 I - 729 9 1T
HHZD > TR TEMNRY - D> D25 THRE Lo (p.249)

(15) EF,ch.5, p. 14. [T EZTZZ (&) HOREINE - 475 KITHE - THRZ
ThHPINTEOF Ui, B ThHIZTSEIEMITH T v &F - B
B> TEDETRROMENES EFFENLT - BRA LB -coTT, /=
AFZTHTHW - THREDPHITED F L] (p.258)

(16) [RENA A F04 S L] (Futon, ch. 2, p. 128) Fﬂ&fﬁliha)lé]l JTeotn <
o7z, (ibid, ch.3, p. 138.) [H:iE 3 ZA4ERTOD HoO B icth~>72DTH % o
(ibid,, ch. 11, p. 193.)

(17) Richards, pp. 96ff.

(18) ‘The function of poetic language consists in the maximum foreground-
ing of the utterance.’ Mukarovsky, p.977. Cf. Lodge, pp. 2-5.

(19) It is interesting to find on a front paper cover of the original manuscript
a note Kenji wrote besides the title, ‘The earthgod —a retired professor.
The Fox—a poor poet. The birch tree—a village girl.” See Shin Kohon, vol.



9, ‘Kobi-hen, p. 119. 4as

(20) THAZHROE ICH S & BALET S B - T H S BH TN
BoA, MESEHHTEINELSA, AESHRTEINEESA ]
Tayama (1962), p. 433.

(21) Shuichi Kato points out that the term Shizen-shugi (Naturalism) has
‘created a good deal of confusion in accounts of modern Japanese litera-
ture’. The ‘Naturalist’ novelist in Japan, he adds, was ‘almost completely
unlike the nineteenth-century European novels of naturalism, such as
those of Zola’, in that the former lacked such features as found in Zola’s
novels—reference to the methods of biological science, interest in heredity
and environment, a broad view of society (Kato, p. 163).

(22) [FETHRATOH ML, HPNE, HESEE ChWHEELE» S
Mgy, F9E L HWIZ | | (Futon, ch.4, p. 147.)

(23) See Ken Hirano’s ‘Shi-shésetsu no Niritsu Haihan' (Antinomy of I-
novels) in Hirano (1958).

(24) T ERR 2 0B 2RI LI hids 58] (Futon, ch.2, pp. 128
-9.)

(25) [CH¥FICHBEOH | | (bid, ch.1, p.125) [ZhiE2 560, dhE-o
SO AL, (ibid, ch. 4, p. 139.)

(26) Letter to Kanai Hosaka, July 13, 1921. [ RIEfi~fT- (T) RA2&EEHAH
ABLD ADS [INGEOLED ) B TAWENDE] S0P BAREZMHED P &
LThEYT, B21FEHILTRS/NGHS S OHIFRONLDEHDEEANS
3o I F AT IEEBEHBERBEOR I IZEHMAMAZL I M5, KFDOAIEH
WDy weeens SIS DFEHIENRTT, I oDEMIIFEHTT, W5
FARWBRTOLIEAOSDRTATHEOLENS bMS, BN 5, L
< mAITLTHIMITML 1%, (Shin Kohon, vol. 15, ‘Honbun-hen,’ p.
217.)

QD TEPUONEOENRERTO (v<) B, ABOEEMTHS, HA
75 A %A FE > TE72HW ~ | (Shin Kéhon, vol. 16, part 1, p.200.) The lec-
ture, which was entitled ‘Peasant Art’ (Nomin Geijutsu) was delivered to
the students of Hanamaki Agricultural School, in January 30, 1926. For
the importance of his ideas of ‘Peasant Art’, which were influenced by a
number of Western thinkers including John Ruskin and William Morris,
see Fromm (1980).

(28) I owe the argument and examples in this paragraph to Sugiyama
(1976).

(29) Translated by Fromm, quoted in his Ph.D. dissertation (1980). H‘)t
7‘0‘5&;?, 7}(6’1‘ FEA1Z LL\ < bia %fJ‘,\L\’C b, EhWicTxeE li’)tﬂ%}t
=, #JEL\MJ 272K Lunlilo Bk 2ot c esTcsed, /bl L
litU’PWOJEP'C DENZAIZTADX LD, L\Bli&?‘ IS LLWU5H r‘:
PRHO, FRVDDOE LD, HEOTHOERTIVRE Lz, /bil
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Ui, éom&%ﬂhmt«%m@%%Géféfﬁ SIhsobiz{ LD
Bl Ui, ﬁAﬂM@%Mb@ﬁ@ﬁ%@bf m%ﬂ%mbmb%bﬂ
T%t@f?o/ﬁktfy,#bui@b®nhﬁf% D&Y T D H
2%k, f— H@m@ﬂ@ﬁﬂy,$5xﬁﬁbwcﬁbbi?t b9 &
HSLTHZ /uutijﬁb'cbb\tfab\ﬂ)f'd‘ FAZH1THH, £ L?%} A
ﬁ:&ﬁ%%@ifbﬁtﬂhtm&:&é,bt<bm%®&&@#hti
TTY L) /TEHho, THoDEMNITE, HBIDLDIIKEEZALD
B5THEIHIL, LEEZEND2EVDEIALHBETHEIDN, bl LIZE, Tk
DUIMELDEFERA, BADI EED, DFODLMSRNEIALHSLTHE
M, TABEIAER, bl LILbEL, 7}’)1'75‘2‘375“0&(4\@1’3“ yaree
Ey, bl LI, ;nbmgb\ém%@mtb@“L%hﬁvb\ BLXY, &
BIEDTXEIEFDINEFAEIDIARNEDIZIE B Z Ea, FABIZANSLNDM
D ¥+ Aol (Shin Kohon, vol. 12, ‘Honbun-hen’, p. 7.)

B0 [Fl Lol &Il EHFEDIEAIIEDHIZ3% | (Shin Kohon
vol. 2, ‘Honbun-hen’, p. 24.)

(B EF,ch.2,p.6. [bLlidha, E5HBEZTHLELLSAT ENRILD B,
WINEIOMOAT ENZVBAKR L/ TEh, EARIETIENETOD,
JTleE~NERR, BELAEDBEROLENLSHZDENREENLS FHFOBAL
Ao WMRHDIESIARL A, EFIbbhoANRZ, L/ TZNEEOHELM
HEPA%E2 b > ThABIDTRUEVWTIZVERI N TE3H, £HES5E
ANEEIENENT LR E VDD OARE, KENTHOEZDI DRI HD
BHAF b2 LA LORRSEMOITIT ALK, ThIZEP - I D RPH
NWARNANAEH DB, bbb, ] (pp. 249-250.)

(32) EF,ch.2,p.6 [MEAICTHEHOTRELAZSWANTIZEVERES ] (p.
250.)

(33) EF,ch.3, p.9 [fiOKRKDZERLEFENTLEN, EIANEILTHE
nonEw, SHIEEIDTIBEA KT, BONIRIKE -7 &, EH5LTHE
nohisin, ] (p.253.)

(34) EF, ch.4, p.10. [ A2 +HBHEO KD Z E 4 FAZ LR EM N E X - &
TBHDTULI, ZLTRANAIY LD 72D TT ] (p.254)

(35) [BWEAHSZBNEEDOTERL,/ ZOATEHE KX BOREHTFDR
NPT/ HBULBELVRBMIBMA T/ URAEVEETRESD LI/ E
LKW SS ET 5/ Thizd 2 3 8EHRET 2613/ ZORNBOM SR
FEBEN CEAEEND SOV EOSDRF LD E B ZE L TK
AICEZEFTEOD LN T2/ COXRBERE LN/ ZLTED
TTHZOHMTIR LU TRDEONLTNZORZFOREWN IS %/ L0
W TEMLRDERS ET B ZoMmELEKRE W3] (Shin Kohon, vol. 2,
‘Honbun-hen’, pp. 87-88.)

(36) [(BAABLMLILDODERIIZNEDIE (M) &6,/ F3DLTOEE DD
TIRWIFEY)  bH DI LIZTFDLTEIILERATLEL  HLoONK
{BO2THOHEDXBVE /DIl LERILEZEDO—EIDE/ HODOREIFDNN



WEZIRfFTFREVNE TS0 o iF LD EB D ET] (ibid, p.
168.) Kenji's younger sister Toshiko died of an illness in November 22,
1922. Her death was a devastating event for Kenji, which spurred him to
write some of his most moving poems, including ‘Voiceless Lament’
(Musei Dokoku). As to the possibility of her death generating ‘Night of
the Milky Way Railway’ (Ginga Tetsudé no Yoru), his unfinished, but
great fantasy of the afterlife, see Sarah M. Strong’s note in Miyazawa
(1991), pp. 126ff.

BN [ o DTN DRBADIEIE LSS LELDROTH B EH
ALTHMNBL /LAEL B%’)< L1k eh2&2 )0 &K/ FIIERIC %
I/ ELIREAEZE/ (ZZRAESCALTHOAELILBAR) /NS T
SO Teilzn 22X D &K/ (BBIDIINIFI>H/X) ]
(ibid., p. 25.)

(38) Translated by Fromm, quoted in his Ph. D. dissertation (1980). [ b
DINSFLHFS / NWHOREDO O DJE%E @ L BELHWwEXTB
/B0 & Rz 7Z] (ibid, p. 22)

(39) EF,ch. 4, p.10. [[h#E) B3 ~MO Z LR EMHEORD Z LI EBEA~T
CBWEBSKDOTUEAEI LTHEZENMMBOATH TSV EFRATL,
BhELRLL bfliB e LD, —KOBEORDBENITMO H7-0MH 5 &5
AAgEH L () YRUTHSTHMICEA~NE L, ZhTHES LTHM
UL THAEDE M- 1cDTT, Bicb s> ETHHOMOZ E2ROE L
SEBTHSIENITEL 5N >T2DTT, ] (p.254.)

(40) EF,ch.5,p.12. [ 3T X LIFEPHICHELADOKD H LI RANA LB
BT Lo SEQOENODNANALEDSNWEONRMIENIZE S - &S ALK
BERPDRIBEDIZE - THO LITRIZE > Thh - P IcBOFE LT,
ZLTHI ORI EROBEME G L T->TLE » THEDAKRZ L
BMEGELIZWBSEET A, HALELINLSTHEHABTORSIEANLSIC
WS CERAR, AHRZEDI EEMORIIE > TR 5 ) EBOEM S LM
LSO ARD NN TITE & Uico | (p. 256.)

(41) EF,ch.5,p.13. [bLRBWELSHEDIDITTEMER D, AAHT ORI
FsROABSENICEDLEMNE > TR > T~ DK, (p.255.)

(42) ibid. [Z DR B IRT Lo (p. 255.)

(43) EF,ch.5, p.13. MMM LI ICHA BT LENSHEORIZFOE Lic, /
TBESEDBHTORMIIH > TRILL U E L, J] (p. 257)
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