A Study of The Tale of Genji

Focusing on Interior Monologue

Sachiko Matsushita

A thesis
submitted for the degree of Doctor of Philosophy of

the Australian National University

April 2006



DECLARATION

I certify that this thesis is written entirely on the basis of my own work,

unless otherwise indicated

Sachiko Matsushita

April 2006

i



ACKNOWLEDGEMENTS

I would like to express my deepest thanks to Dr. Royall Tyler who is now retired
from the Australian National University. He has given excellent advice, criticism and
encouragement throughout my candidature. I am grateful for his time on my behalf. I
am also grateful to Dr. Hidenori Jinno who is a lecture of School of Letters, Arts and
Sciences at Waseda University in Japan, and who has given significant comments on
my Japanese drafts.

I could not have done without Dr. Gail Craswell, at the Academic Skills and
Learning Centre, who reviewed my thesis from inception and offered significant
comments on all drafts. I would like to thank the late Prof. Suzuki Kazuo, formerly
my supervisor at Tokyo Kyoiku University, who first introduced me to research
methods of The Tale of Genji. He also encouraged me when I told him about my
decision to start my PhD in my later years.

I wish to thank Dr. Peter Hendriks who agreed to chair my supervisory panel.
Thanks are also due to Dr. Meredith Mckinney who has shared the office with me and
encouraged me.

Finally, I want to express my gratitude to my husband Kazuyuki for his
support, especially during my illness. He had the courage to change our life and gave

me the opportunity to choose the path of study of The Tale of Genji.

il



ABSTRACT

This study investigates the theme of parts 1 and 2 of The Tale of Genji (Japanese,

carly 11"

century). The tale is narrated through stories about male-female
relationships: stories that use interior monologue to depict the inner lives of the
characters. Interior monologue, a category of discourse that reveals thought and
emotion from the character’s own viewpoint, provides insight into the character’s
state of mind. The goal of the thesis is to pursue what lies behind these relationships.
The thesis therefore explores the characteristics of the male-female relationships
among the central characters, who are defined as those with a high frequency of
interior monologue. Pursuit of this goal is grounded in close textual analysis. Genji
has intrigued those who have read it, and it has inspired various kinds of critical
writing. However, there have been few studies, especially of a comprehensive nature,
of its theme. This attempt to clarify the theme can be regarded as a significant
contribution to the study of the tale.

The thesis treats only parts 1 and 2 of the work, because the pursuit of the
goal just described requires so much space. Quite apart from detailed textual analysis,
it is necessary also to establish the concept of the narrator, hence the concomitant
narrative structure; to categorise discourse; and to define discourse categories.
Another reason for limiting the thesis to parts 1 and 2 is that these narrate Genji’s
whole life.

This study establishes a new concept of the narrator, integrating distinctive
features of the narrator of the tale with the concepts of eye-witness narrator and histor
narrator proposed by Scholes and Kellogg (1966). The thesis adopts the term ‘the
eye-witness narrator’, thus adding another viewpoint from which the narrator can see
a character’s inner life. This new concept of the narrator stands in opposition to the

concept of the narrator as a character (Mitani 1992, Yoshioka 1966). It reflects a

v



different understanding of the narrative structure, since the narrative structure is
indebted to the two modes of the narrator and the movement of the narrator’s
viewpoint (see Figure 3). These concepts, especially that of the narrator’s shifting
viewpoint, underpin the categorisation of discourse.

The study categorises discourse in the tale according to three viewpoints: (1)
that of the character, (2) that of the narrator and (3) that shared by both. The criterion
for categorisation builds on the criteria proposed by Kai (1980) and Noguchi (1987),
but focuses on the viewpoint expressed in a particular passage. Furthermore, the
discourse is subcategorised into seven categories under the three viewpoints (see
Figure 5). There are two distinctive characteristics of categorisation and definitions in
the thesis: one is the consistency of the criterion (viewpoint) for categorisation and
the other is the strict distinction between direct narration and indirect narration. The
categories and definitions proposed use a new criterion, viewpoint, to build on
various understandings of the terms customarily used in old commentaries, and on
definitions of individual terms proposed by many scholars. Reading with attention to
the new discourse categories allows one to recognise the viewpoint in a complex
passage. This in turn permits precise analysis, toward the goal of defining the theme.

As a result of examining the characteristics of the male-female relationships
woven by the central characters, the thesis proposes first a theme each for part 1 and 2,
and then an overarching theme for both parts. This overarching theme is the abyss
between man and woman. It flows through all male-female relationships in both parts,

like the main melody in a symphony.
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Chapter 1

CHAPTER 1
INTRODUCTION

Genji monogatari R EXW)5E (The Tale of Genji) written in the early eleventh century
is considered the best monogatari in Japan. The term monogatari generally refers to
tales written from the Heian period to the Muromachi period (794 to 1573)." 1t is
suggested that the word monogatari originally meant a chat, an idle conversation, or
the babbling of a child.” Fujii Sadakazu &} 2 fil regards monogatari as a quiet talk
with a confidant/e, a conversation about women, or a private conversation between a
man and a woman.” Fujii’s remarks capture a subtle nuance of the term monogatari,
which was used in Heian times in connection with male-female relationships. Hence,
the term monogatari seems to contain etymologically the meaning of talk about male-
female relationships. Motoori Norinaga A J& 'H X states that every monogatari
depicts male-female relationships because love stirs people’s emotions in a way
similar to poems, which mostly concern love.* Thus the term monogatari implies that
the tale is about personal matters between men and women. The Tale of Genji
consists entirely of stories about male-female relationships, even though it embodies
meanings related to imperial authority, political power and the social situation.

Therefore, Genji pursues the nature of male-female relations.

! Shinmura 1998, p.2652. Suzuki 1995, p.1105.
2 Ono 1974, p.1285. Each example is as follows.
(1) TEDZREAEYRELTLOVIBSEEBEF2RIFBNTY) (5 2845)
I had a chat with my friend to forget my lover, but I still longed for her. (Manyd shii 2845)
2 TZoFE, At+HORIZZRVEOTWEEI 9D LIFEL VIR LTI ThiERE Lia
A1 (RERA)
---and the time had come to celebrate the little boy’s fiftieth day. Very fair and pretty, he was advanced
for his age and babbled already. (Chapter 36 “Kashiwagi” in The Tale of Genji) (T: 685)
3 Fujii 1980, pp.15-21.
* Motoori 1969, p.174.



Chapter 1

The original text of Genji was lost, but the work of many scholars (textual
editors and commentators) made the tale available to readers after all.” People have
read Genyji for a thousand years, in part because Genji allows unique insights into the
minds of the characters in male-female relationships. Donald Keene states that the
subject of the tale is the internal life of the characters, rather than their actions.®
People who have read the tale not only enjoy the plot and the characters’ poems, but
also learn about themselves. As J. Hillis Miller states, people need fiction in order to
experiment with possible selves and to learn to take their places in the real world, to

play their parts there.’

Previous Studies Concerning the Theme of Genji

Old commentaries, written before Kogetsu sho {1 H 2 (1673), annotate poems
quoted from other collections, difficult words, and historical problems and matters of
court procedure. They also comment on the ages of the protagonists, on the author, on
styles and on the structure of Genji. However, there has been little discussion on the
theme of Genji. Choken ¥&7& asserts in Genji Ipponkyo Ji—/m#% (1166) that the
spirit of the late Murasaki Shikibu appeared in someone’s dream to say she had
committed a grave sin because the flowery language and dissolute characters in Genji
cause the reader to become sexually aroused.® Choken seems to regard Genji as a

sinful book from a Buddhist viewpoint. In Kakai sho {"[¥#E$> (1362), Yotsutsuji

> For example, Fujiwara no Sadaie 552 collated the Aobydshi bon 1 FHEA (The Blue Cover Text) in 1225
and the Governor of Kawachi, Minamoto no Mitsuyuki J7>¢4T and his son, Chikayuki 117, also collated the
Kawachi bon {/JNA in 1255. The first commentary, written by Sesonji Koreyuki HE25{1T, appeared in the
late 12" century.

8 Keene 1993, p. 488.

7 Miller 1995, p. 69.

8 Choken 1960, p.37. His original words are as follows:

SiE AR ODE S5 BAEOCFEEREM N DL R R &0 SORERIEC K R
fREMEZE WFEMENZ S Boo e Rz BGERHIEZ TR BN e IR
R B AN BRI CE  HREASEIRIRE
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Yoshinari PUit3 5% claims that Genji, like the allegory written by Chuang-tzu ¥1:-1-,
shows everything from the relationships between lord and vassal and between man
and woman, to the path of benevolence and morality, and even to supreme
enlightenment. ° Yoshinari’s opinion is based on Confucianism and Buddhism.
Adding to Yoshinari’s view, the editor of Roka sho F7{E#P (1510) contends that the
tale also shows poetic justice, as well as the Buddhist principles that those who meet
must part, and that those who prosper must decline.'® The editor of Mingonisso URIT
A (1598) follows the views of both Yoshinari and Sanetaka. '’

These views cannot be regarded as the theme of the tale. Even when the gist
or the purpose of Genji is taken up in old commentaries, it is discussed not from the
viewpoint of the literature itself but from that of Buddhism or Confucianism.
Concerning the reason why the theme of Genji was not discussed in old
commentaries, Ono Susumu K#F & points out that it was been difficult to deal with
the theme of a long story, because the short, thirty-one syllables Japanese poem, has
been central in Japanese literature. '

Keichil 227, a Japanese classical scholar in the Edo period, is probably the
first person to seriously address the subject of Genji."> He points out that the subject
of the tale is transience, just as Fujiwara no Sadaie sees the subject of Japanese poetry
in general as transience, as distinguished from the poetic justice encapsulated in the
moralistic text of the Chinese Spring and Autumn Annals FFX. Keichi also indicates

that the author of Genji depicts a character endowed with both good and evil in a way

? Yotsutsuji 1908, p.1. His original words are as follows:
WICHE O ROBHAOKEERORKICIZLI2ETINEDOET LS I LR LA LEHETOHE
SiTRR LY

1% Sanjenishi 1983, p.10. His original words are as follows:

REFE B A A T WA 38 LLBOAL B * 2 SE] S SURLHE - 5  — e 2 JLB R e e Bz 2
meE  (xkis H+14)

"' Nakanoin 1980, pp.6-7.

12 Ono 1969, p.6.

13 Keichii uses the word taii X, which is translated as ‘the subject’ here.
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different from Chinese moralistic works.'* In contrast with Keichii, Ando Tameakira
LRk 5 still regards the purpose of Genji as poetic justice, to avoid Genji being
criticised for telling about loose morals."> Motoori Norinaga A& B defines a
monogatari as a work which represents good and evil, and which is both interesting
and touching. Further, he defines it as a work that amuses people and helps them to
pass the time, consoles them when they are depressed, and teaches them the meaning
of life and mono no aware (sensitivity to things).'® His definition of monogatari is
based on Genji’s opinion, which appears in chapter 25 (“Hotaru”). He repeatedly
argues that the gist of Genji is to convey mono no aware.'” Hagiwara Hiromichi /5.
Jis1B expresses his approval of Norinaga’s view in his Genji monogatari hyoshaku Ji
KW EE3E K. " However, the gist of the tale, ‘to convey sensitivity to things’,
involves literature in general; for, as Motoori observes, almost all poems, as well as
Ise monogatari and Genji monogatari, convey this sensitivity.'® Thus although
Keichti and Norinaga regard Genji as distinctive Japanese literature they assess it
from the viewpoint of the valuation of poetry. Hence, studies of the theme of the tale
had not been developed in the Edo period.

In modern times, such scholars as Takeda Munetoshi [ 532 and Ikeda
Kikan #fi FH#.8E discuss the theme of the tale on the basis of their theories on the

structure of the tale. Takeda, who asserts that the first thirty-three chapters are

composed of two lines, the ‘Murasaki line’ (written first) and the ‘Tamakazura line’

' Keichii 1974, p.228

'S Ando 1908, pp12-13. He employs the words sakusha no hon’i Y% (DA which literally mean the author’s
intention and is translated as ‘the purpose’.

'® Motoori 1969, p.174. The word mono no aware is translated as ‘sensitivity to things’ by Donald Keene. (Keene
1993, p.489)

7 Ibid., pp.183-242. The word pmune X &, which is used in Motori’s commentary, is translated as ‘the gist’.

'8 Hagiwara 1909, pp.19-24.
' Motoori 1969 (1), p.585.
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(inserted as appropriate between the earlier chapters),*® proposes that the theme of the
Murasaki line is pursuing an ideal life of love based on prosperity and elegance, while
that of the Tamakazura line is the complicated, poignant and realistic anguish of
love.?! Part 2 (chapters 34-41) of the tale, he continues, realistically depicts the truth,
the defects, and the agony of life.”> He points out that part 3 (chapters 42-54), in
which love is linked in the narrative with religion, treats the world of religion.”
Takeda’s study mainly focuses on the order of composition of the chapters in the tale,
so that his proposal of the themes in four divisions is only added at the end of his
theory. The themes he proposes are impressionistic criticism and not fully developed.
Even though his remark that part 2 is depicted more realistically than part 1 is
significant, this needs to be substantiated by careful textual analysis.

Ikeda comments that the theme of Genji in the longer stories it tells is truth in
life, that is, light, dimness and darkness, corresponding to the delight of love, the
suffering occasioned by death and salvation from death. He also states that the theme
of the tale in the shorter stories is one in which Genji has relationships with women
very different from those in the long stories, although the theme is uniform
throughout.>* Tkeda proposes the theme in his introduction—one addressed to the
beginning reader—to Shinko Genji monogatari Fit i IC#)5E, his anthology of the
tale. Even though he proposed this theme on the basis of deep knowledge and reading,
he cites no evidence for it. Full exploration of the theme through comprehensive

analysis of the text still remains to be done.

20 The Murasaki line consists of 17 chapters, namely, chapters 1, 5, 7, 8, 9, 10, 11, 12, 13, 14, 17, 18, 19, 20, 21,
32 and 33, while the Tamakazura line consists of 16 chapters, namely, chapters 2, 3, 4, 6, 15, 16, 22, 23, 24, 25, 26,
27,28,29,30and 31. (Takeda 1954, p.2)

2! Takeda 1954, pp.242-247.

21bid., pp.248-250.

BIbid., pp.250-254.

2 Tkeda 1963, pp.33-36. Ikeda categorises the long stories as the stories of Fujitsubo and Murasaki, Aoi, Rokujo
and her daughter, Akikonomu, Asagao, Hanachirusato and Tsukushi no gosechi, Gen no naishi, Oborozukiyo, and
Akashi and her daughter, Akashi himegimi, while the short stories as the stories of Utsusemi, Yigao,
Suetsumuhana, Kumoi no kari and T no naishi, Tamakazura, Omi no kimi, and Higekuro’s wife and his daughter,

Makibashira. (Ikeda 1963, pp. 52-53.)
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Considering the method of presentation and the structure of the tale, Oka
Kazuo [if]—15 claims that the ideological theme of Genyji is a criticism of the value of
life, that is to say, the author criticises the life of a typical aristocrat in the Heian
period from the beginning to the end.” He divides the tale into part 1-1 (chapters 1-
13), part 1-2 (chapters 14-33), parts 2 and 3, and he defines their themes as follows:
(1-1) Genji’s ambitious pursuit of life; (1-2) the marvellous achievement of Genji’s
Rokujo estate; (2) the collapse of this achievement, and religious salvation; and (3)
the failure of religious salvation in actual life.”® However, these practical themes
attributed to the four divisions seem to be a summary of these divisions and his
proposal of the ideological theme is too broad, although it is true that his proposal
provides valuable insight into the tale. Thus, these three scholars’ proposals seem to
be the first attempts in studies of the tale in modern times.*’ Their initial attempts to
probe the theme of the tale are important but do not amount to a demonstration of the
theme.

The themes pursued by studies of story-pattern seem to deal with only parts of
the tale. Kazamaki Keijird JEZ: 5K ER suggests that the theme of the story of Genji
and Fujitsubo is eternal longing for Fujitsubo, as if she were a swan flying away, on
the basis of the legend of the swan.”® Hijikata Yoichi /77— suggests that the
story of Genji’s abduction of Murasaki is based on two story-patterns, that of the ill-
treated stepchild (mamako ijime tan) and that of youthful infatuation (ichihayaki
miyabi tan). Hijikata interprets Genji’s abduction as rescuing an ill-treated child
(Murasaki) and as demonstrating his skill at persuading women to have relations with
him.*® He seems to derive the theme of the story of Genji and young Murasaki from

two folklore motifs. Takahashi Toru 1= 4% % shows the plot of the relationship

% Oka 1971, p.14.

2 Ibid., pp.23-24.

%" In the explanation in Nihon koten bungaku zenshE the editor mentions that Ikeda Kikan and Takeda Munetoshi
first discuss the theme and the structure of the tale after the Second World War. (NKBZ 1: 18-19)

28 Kazamaki 1961, pp.197-214.

% Hijikata 2000, pp.160-161.
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between Genji and Fujitsubo™ and suggests the theme as Genji’s taking back the
imperial power usurped in his childhood.?’ The themes proposed above, although
intriguing, collapse the theme into story-patterns based on legend or folklore.
However, Genji moves beyond legend or folklore motifs, particularly in terms of the
complexity of male-female relationships.

Additionally, as Suzuki observed,* studies of characterisation have often
approached the subject through considerations of theme or plot construction. Abe
Akio B[FEFKZE deals with Genji’s renouncement of the world by analysing Genji’s
conversation and interior monologue, and pursues the meaning of Genji’s desire to
renounce the world.” It can be seen that although Abe’s view contributes to
uncovering a clue to the theme of part 2, it does not cover the theme throughout part 2.
Hinata Kazumasa’s study on characterisation of Kashiwagi shows a new
interpretation of Kashiwagi concerning the male-female relationship.”* He presents a
striking contrast between Kashiwagi’s relationship with Onna san no miya and young
Genyji’s relationship with Fujitsubo, which leads to a clue to the theme of part 2.

This thesis explores the theme of the tale, which is defined as a work
representing male-female relationships, by way of both critically reviewing previous
studies, including those on characterisation, and fully examining the text in terms of
both category and content of discourse. The term “discourse” in the thesis can be
defined as the expression of the narrative. It has content and form, so that it can be

categorised.

The Aims of the Thesis
Genji is narrated through stories of male-female relationships that depict the inner life

of characters. Interior monologue, which is defined as a type of discourse to reveal

3% The plot is that Genji has a relationship with his father’s wife (Fujitsbo), and their secret son ascends the throne.
3! Takahashi 1982, pp.155-164.

32 Suzuki 1971, pp.10-11.

* Abe 1989.

** Hinata 1991.



Chapter 1

characters’ thoughts and emotions from the viewpoint of the characters themselves,”
provides insights into the state of mind of characters. The thesis explores and
proposes the themes of parts 1 and 2 of Genji through examination of characteristics
of the male-female relationships as woven by the central characters, defined here as
those with higher frequency of interior monologue. Further, it proposes the
overarching theme of parts 1 and 2 of Genji. The theme of the tale in this thesis can
be defined as what lies behind these relationships or rather what emerges from them.
The examination is based on analysis of discourse, especially discourse from the
viewpoint of a character. To this end, both the narrative structure and categorisation

of discourse in the tale will be clarified to lay the foundation of analysis of the text.

Obijectives of the Thesis
(1) New concepts of the narrator and the narrative structure are proposed to lay the
groundwork for establishment of categorisation of discourse in the tale. The term
‘narrative structure’ (equivalent to katari no kozo & ¥ OOA#iE) in this thesis can be
defined as the manner of narrating, in which the types of discourse are connected with
each other and form a tale. The narrative structure deeply links to the narrator.

Studies of narrative structure by Tamagami Takuya & _[IX7R, Takahashi
Toru and Mitani Kuniaki engage the question of who narrates the tale and how it is
narrated. Tamagami proposes three levels of ‘authors’ to explore the narrative
structure in terms of how the tale was enjoyed in the Heian period.*® Takahashi
asserts that the narrator is the author possessed by mono no ke ¥ & (a spirit), so
she can tell the stories entering both the world narrated and the inside of a character’s
mind. In contrast with Takahashi’s view, Mitani maintains that the narrators are

embodied as characters in the world narrated, strictly distinguishing between the

35 Akita Sadaki 1 4 calls interior monologue naiwa PN7% (interior speech), while Suzuki Kazuo #iA—/f
calls it shinnaigo [T>PNFE (interior words). Mitani Kuniaki =% #HH adopts naiwabun. PEE3C (Akita 1969.
Suzuki 1978. Mitani 1992)

36 Tamagami 1966, pp. 143-155 and pp. 247-265.



Chapter 1

author and the narrator.’” Thus, there is still no settled agreement on who narrates the
tale and how it is narrated. A gap exists to explore further the narrator and the

narrative structure through examination and analysis of the text.

(2) The thesis proposes a categorisation of discourse by establishing criteria that can
then be used to identify viewpoint at the sentence level. This serves better
understanding of a complicated sentence, which contains a latent subject. This subject
is a hidden first person ‘I’, either a character or the narrator.

The editors of the old commentaries (15™- 16™ centuries) recognised the
expression of the characters’ thoughts and emotions in the tale as hito no kokoro N\ ™
0> (a character’s state of mind).*® They also employed such terms as sashiji &
(enunciation from the narrator), ji M (narrative) and hito no kotoba N\ @ 7l
(conversation) to interpret or annotate difficult passages and sentences. However,
they did not define these terms. These terms have been in customary use for a long
time, and their usage is slightly different in each commentary.

Hagiwara Hiromichi is the first scholar to define the term soshiji. He defines it
as the author’s thoughts. He explains that the author expresses her thoughts mainly
through the narrator and sometimes through a character, and further the author’s
thoughts appear in a character’s conversation.’’ Hagiwara’s definition seems to
contain two different levels of ideas; one is categorisation of discourse and the other
is the permeation of the author’s thoughts in the tale. The latter case is beyond the
scope of this thesis.

More recently, Suzuki Kazuo has proposed a definition of shinnaigo (interior

monologue) based on that of naiwa (interior monologue) proposed by Akita, who

37 Takahashi 1978, pp. 119-138. Takahashi 1982.
Mitani 1992.

38 Izume 1982, pp. 240-249.
Sanjonishi 1980.
Sanjonishi 1983.

39 Hagiwara 1909, p66.
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examines the integration of interior monologue into narratised discourse (ji no bun).*
He investigates the ratio of lines of interior monologue passages to the text in order to
clarify the development of the technique of interior monologue in Heian period tales
(Taketori, Ochikubo, Genji, Sagoromo and Nezame).*' While his definition is
carefully set up, it has some problems. For example, his definition includes interior
monologue in indirect narration and the concept of free direct discourse.

Nishio Mitsuo P4/, an expert on sashiji, discovers a certain discourse
which is different from soshiji and shows a character’s thoughts and feelings. He
defines it as taiken waho {ABREETE (communication of experience).*” The faiken
wahé defined by Nishino seems to correspond to the shukan chokujo =% 1E U
defined by Shimazu Hisamoto [& it /A %5, as a style of discourse in which a
character’s thought or feeling directly appears.* It also seems to correspond to free
direct discourse as defined by Prince and Mitani.** Different scholars define these
terms in different ways. This thesis therefore builds on their definitions, using the
new criterion of viewpoint.

Meanwhile, Kai Mutsurd 1 2E[E categorises the discourse in the first six
sentences in chapter 3 (“Utsusemi”) into eight categories and defines them.® His
criterion of the categorisation is the ratio of activity of the narrator and that of the
character concerned. His concept of degree of activity is slightly vague. When the
ratio of narrator’s activity is higher than that of the character’s in a discourse, the
discourse can be categorised as ‘discourse belonging to the narrator’. Then, the
concept of his criterion leads to a new concept of the criterion (viewpoint). The

criterion of categorisation can be established on the basis of his study.

0 Suzuki 1978, p.167. Akita 1969, pp.1-21.

41 Suzuki 1978, pp.163-184.

2 Nishio 1991, pp. 28-39.

# Shimazu 1983, pp.106-107. in vol. 2 and p.246. in vol. 3.
“ Prince 1987, p.34.

* Kai 1980, pp.17-38.
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Mitani Kuniaki categorises discourse into eight categories and defines them
introducing the new discourse categories of free direct discourse and free indirect
discourse.*® His new categories are based on the theories and definitions proposed by
Bakhtin and Prince. ¥’ They are, however, questionable, because there are
discrepancies between concepts underlying his definitions and those of Prince. For
example, Mitani defines free direct discourse as discourse in which a predicate verb is
used without an honorific, so that the subject is considered to be a character identified
with the narrator and also the reader,™ while Prince defines it as a type of discourse
whereby a character’s utterance or thoughts are given as the character formulates
them, without any narratorial mediation.” Mitani focuses on a predicate verb, while
Prince focuses on a part conveying a character’s utterance or thoughts.

Although study on the categorisation and definition of discourse in the tale
has developed recently, there remains a need for an appropriate, coherent criterion to
categorise and define discourse categories. Therefore the thesis scrutinises
sentences/passages in the tale to find criteria of categorisation, after critically

reviewing previous studies concerning the categorisation of discourse.

(3) The thesis quantitatively analyses interior monologue passages to examine the
frequency of interior monologue and to identify the central characters in the
chapter/section/part/tale. The central character is not always identified with the main
character or the protagonist.

The thesis quantitatively scans interior monologue assigned to each character,
in order to examine how interior monologue is used in five tales from the mid-10"
century to the mid-11" century. These are the pre-Genji Taketori monogatari 77 Bl
&, Sumiyoshi monogatari ¥ 5%5E and Ochikubo monogatari 75 7E¥Y)5E, the post-

Genji Sagoromo monogatari B8, and Genji itself. Suzuki Kazuo shows that

* Mitani 1994 and 2002.

47 Bakhtin 1981, pp.310-320. and p.433. Prince 1988, pp.34-35.
8 Mitani1994, pp.49-55.

* Prince 1987, p.34.
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the percentage of interior monologue in all five tale rose from 1.9% in Taketori to
4.5% in Ochikubo, 11.2% in Genji, and 15.1% in Sagoromo, and concludes that the
authors of Heian monogatari developed a method of characterisation using interior
monologue, especially in Genji.® However, his quantitative research is limited to the
ratio of lines of interior monologue to total lines in the tale concerned. Therefore this
thesis investigates the quantity of interior monologue attributed to each character in
the tale. The frequency of interior monologue assigned to each character can lead to
understanding of who the central male and female characters are in the
chapter/section/part/tale. Selecting the central characters according to the quantity of
interior monologue, which reveals characters’ states of mind, is an effective measure,
for the tale depicts emotional conflict and complex thought in male-female

relationships.

(4) The thesis explores characteristics of the male-female relationships woven by
central characters through analysis of the different types of discourse, especially
interior monologue, to grasp clues to the theme of parts 1 and 2. In the process of
examination, three distinctive approaches are adopted. The first approach is to
identify central characters in parts 1 and 2 by use of quantitative analysis of interior
monologue. Even though Genji is the main male character in parts 1 and 2, Yugiri
and Kashiwagi, like Genji, are identified as central male characters in part 2. Further,
six female characters, namely Fujitsusbo, Utsusemi, Rokujo, Murasaki, Akashi and
Tamakazura are identified as central in part 1 and four female characters, Murasaki,
Onna san no miya, Ochiba and Kumoi no kari in part 2. The second approach is to
examine the characteristics of the couple relationships, because the tale is always
narrated in the context of man-woman relationships. Studies of characters and

characterisation have in almost all cases concentrated on a single character.'

%0 Suzuki 1978, pp. 174-175.
3! The catalogue of articles on female characters in Genji in 1993-2003 shows that there are only five cases out of

153, in which studies of female characters deal with a female character as part of a couple (two cases deal with the
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However, to uncover clues to the theme it is essential to deal with characters as a
couple. The third approach is to examine the text through reviewing annotations in
old and new commentaries and analysing different types of discourse, especially
interior monologue. This analysis provides a key to understanding Genji on a deeper
level, because the categorisation of discourse is based on the viewpoints of both the

characters and the narrator.

The Scope of the Thesis
The thesis treats only parts 1 and 2 (chapters 1-41), because pursuit of the goals just
described requires such thorough, detailed analysis of discourse in the text and also
necessitates, as a foundation of the analysis, prior establishment of the categories of
discourse. Another reason for limiting the thesis to parts 1 and 2 is that these narrate
Genji’s whole life. In other words, they begin with an account of Genji’s parents’
love and end with that of Genji’s sorrow over the loss of his beloved Murasaki as he
approaches old age. The narrator reports the death of Genji, the main male character
of parts 1 and 2, at the beginning of part 3. Hence, parts 1 and 2 can be regarded as
founded on Genji’s life.”

The thesis also limits the scope of quantitative analysis of interior monologue
to the five tales already mentioned. Utsuho (late 10" century) and Nezame (late 1"
century) are omitted because of their length. Coverage of these five is sufficient to

chart the transitional use of the technique of interior monologue over a period of 100

years.

The Structure of the Thesis
This thesis is organised as follows. Chapter 2 proposes new concepts of the narrator

and the narrative structure of the tale, in order to lay the foundations of categorisation

Kiritsubo Emperor and Kiritsubo ki, two with Kashiwagi and Onna san no miya, and one with Genji and Yiigao).
(Nishiyama and Mimura 2004.)
52 The main male character of part 3 (chapters 42-54) is presumed to be Kaoru (officially Genji’s son), whom

Onna san no miya (Genji’s wife) bore by Kashiwagi.
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of discourse. It first adopts the concept that the narrator is differentiated from the
author, on the basis of examples and of comments by the editors of Ichiyo sho—HE
0,7 Sairyii sho MRS and Minganisso,” and by Hagiwara Hiromichi.’® Second,
it proposes a new concept of the narrator on the basis of analysis of the text,
reviewing theories proposed by Tamagami, Takahashi, Mitani and Yoshioka Hiroshi
% [ % and introducing the concept of the narrator proposed by Scholes and
Kellogg.”” Tamagami and Takahashi propose the narrator as the three levels of
‘authors’ and as the author possessed by a mono no ke, respectively, while Yoshioka
and Mitani propose the narrator/s as (a) character/s in the world narrated. Chapter 2
then proposes a narrative structure that builds on the new concept of the narrator.
These new concepts serve for categorisation of discourse, because the text contains
narrative oral style including the viewpoints of the narrator.

Chapter 3 establishes categories and definitions of the types of discourse of
the tale by reviewing previous studies, and by scrutinising and analysing the text to
understand complicated sentences precisely. First, it investigates the examples
identified as soshiji in the old commentaries and by scholars in modern times, and
then it proposes a new concept of soshiji. It also redefines interior monologue, which
has already been defined as naiwa by Akita and shinnaigo by Suzuki; and free direct
discourse, which has been defined as taiken waho by Nishino and shukan chokujo by
Shimazu.”® Second, it establishes the criteria for categorising discourse, reviewing
criteria proposed by Kai,”” and it then reviews Mitani’s categories and definitions of

the types of discourse, especially free indirect discourse (jiyii kansetsu gensetsu H H

[f#%2Z7) and free direct discourse (jiyii chokusetsu gensetsu F HE25 1) to

> Izume 1982.

>* Sanjonishi 1980.

> Nakanoin 1980-1984

36 Hagiwara 1909.

37 Tamagami 1966. Takahashi 1978. Mitani 1992. Yoshioka 1996. Scholes and Kellogg 1966.

38 Akita 1969. Suzuki 1978. Nishio 1991. Shimazu 1983, pp.106-107. in vol. 2 and p.246. in vol. 3.
* Kai 1980.
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clarify the concepts underlying these terms and to establish new categories.®® Finally,
it proposes categorisation of discourse and definitions of categories, and it
demonstrates the new categories by applying them to sentences/passages in kaimami
JE[H] i, (one character spying on another) scenes.

Chapter 4 investigates frequency of interior monologue assigned to each
character in the five tales, including Genji as a whole, in order to identify the central
characters in the tales and to consider the character of the tales. First, it tabulates the
frequency of interior monologue assigned to each character in each tale. It identifies
central characters in the four tales excluding Genji, and then considers the character
of the tale by comparing the ratio of the frequency of interior monologue to the length
of the tale with that in other tales. Second, it identifies the central characters in each
chapter, section and part of Genji by providing frequency tables. The central
characters identified here by way of their high frequency of interior monologue in
parts 1 and 2 are used in analyses of the characteristics of the relationships in chapters
5and 6.

Chapters 5 and 6 propose the themes in parts 1 and 2 of the tale by exploring
the characteristics of the relationships woven by the central characters. The
exploration is based on analyses of both form and content of discourse, especially
interior monologue assigned to the central characters. When analysing discourse
(examining the text) in the tale it is necessary to employ various kinds of analysis—
grammatical, syntactic, contextual, semantic and so on. It is also essential to ground
the study in both old and modern commentaries and translation. To this end, the
commentaries Mingonisso by Nakanoin Michikatsu " EF[i@ R, Genji monogatari

tama no ogushi 5 K W3k T O /M by Motoori Norinaga,® Genji monogatari

63

hyoshaku by Hagiwara Hiromichi, ™~ Genji monogatari hyoshaku by Tamagami

5 Mitani 1994 and 2002.
5! Nakanoin 1980-1984
52 Motoori 1969.

63 Hagiwara 1909.
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Takuya,® Taiké Genji monogatari shinshaku ¥R KW FEHR by Yoshizawa
Yoshinori 7 £36H.% Nihon koten bungaku zenshii B A~ #1307 R4E, Shin Nihon
koten bungaku taikei 1 A A L 3CF K% and the translation of The Tale of Genji
by Royall Tyler®® are mainly used.

Chapter 7 concludes with the proposal of the theme of parts 1-2 as a whole in
The Tale of Genji, building on the themes proposed in chapters 5 and 6. It also

explains the significances of the findings in the thesis while suggesting areas for

further research.

54 Tamagami 1964-1966.
55 Yoshizawa 1952
5 Tyler 2003.
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CHAPTER 2
THE NARRATOR AND THE NARRATIVE STRUCTURE
IN THE TALE OF GENJI

Needless to say, The Tale of Genyji is a written work. As Noguchi Takehiko % 1 .=
points out, however, it includes distinctive features of oral narrative style.] The
editors of the old commentaries on the tale recognised this and identified certain
sentences or passages as ‘the author’s words’ (sashi no kotoba ®. ¥ @D i’ or
“soshiji).> Scholars in the modern, the Meiji (1868-1912) and the Taisho (1912-1926)
periods disregarded this feature of the narrative until analysis of soshiji led Tamagami
Takuya, in 1950 and 1955, to propose his theory known as Monogatari ondoku ron
Wy EES Biam, according to which The Tale of Genji has three levels of authors and is
read aloud by gentlewomen.® Tamagami’s theory has influenced many scholars.
Among others, Takahashi Toru and Mitani Kuniaki, the successors of the earlier
commentators, introduced new theories such as structuralism and post-structuralism
for the purpose of investigating the narrative structure of The Tale of Genji.*
Meanwhile, Kai Mutsud produced his theory of the inner narrative structure focussing
on the auxiliary verb keri 17 V) >

There are diverse views on the question of the narrator, on which the narrative
structure is based. For example, Mitani and Yoshioka Hiroshi hold that the narrator is

embedded in the tale as a gentlewoman or gentlewomen, while Takahashi sees the

' Noguchi 1987, p.216.

% Sashiji is categorised as narrated discourse in later Chapter 3.
3 Tamagami 1966, pp.143-155 and pp.247-265.

* Takahashi 1978, pp.119-138 and 1991.

Mitani 1992

> Kai 1980.
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narrator as a function.® There is no agreement, either, on the narrative structure in the
tale, in other words ‘the how of its telling’.” Clarifying the narrative structure will
provide a viewpoint that will allow the reader to better understand the complex text.

The aims of this chapter are to establish a new concept of the narrator and to
define the narrative structure of The Tale of Genji by analysing previous studies and
scrutinising the discourse of the tale.

To this end, section 2.1 discusses questions of the narrator. First, it explores
old commentaries and modern studies on the tale to examine how the narrator has
been grasped and also investigates where the narrator appears in the text. Then it
establishes a new concept of the narrator. Section 2.2 proposes a narrative structure

for the tale, based on the new concept of the narrator.

2.1 The Narrator of The Tale of Genji

The question of who narrates The Tale of Genji is both difficult and important.® Some
scholars, for example Tamagami Takuya, use the term ‘author’ instead of ‘narrator’;
indeed, Tamagami does not distinguish ‘author’ from ‘narrator’ in his commentary.’
Subsection 2.1.1, however, demonstrates that it is not the author but the narrator who
narrates the tale. It does so by exploring commentaries from the late 15™ century to
the mid-19™ century and examining the examples from the text. Subsection 2.1.2 then
investigates precisely where the narrator appears in the tale. Third, Subsection 2.1.3
reviews previous studies of the narrator by Tamagami, Takahashi, Kai, Mitani and

Yoshioka, as well as the Western narratological definitions of the narrator by Scholes

® Mitani 1992. Yoshioka 1996. Takahashi 1982.

" The term ‘the how of its telling’ is employed in Fictions of Discours: Reading Narrative Theory by Patrick
O’Neill. (O’Neill 1994, p.3.)

8 In the recent film entitled ‘Sen nen no koi’ (A thousand year love) Murasaki Shikibu performed by the actress
appears as the narrator and a mono no ke (siprit) appears in the sky to watch the world narrated. It can be said that
the director of the film regards the author of the tale, Murasaki Shikibu as the narrator, and the spirit as the
watcher.

® Genji monogatari hyoshaku vol. 1 by Tamagami in 1964, p.151.
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and Kellogg, in order to analyse the characterisation of the narrator in the tale. Finally,

it proposes a new concept of the narrator in the tale.

2.1.1 Who Narrates The Tale of Genji?

Despite The Tale of Genji being a written work, the editors of the old commentaries
recognised that it contains evidence of oral telling. This evidence appears in certain
words and passages that occur especially at the beginnings and the ends of chapters.
Examples are the expressions fonamu & 72%¢ and tozo & %, which end “Kiritsubo”
and “Hahakigi,” respectively. These help to illuminate the relationship between the
author and the narrator.

Below are the comments on these expressions from Ichiyo sho (Fujiwara no
Seison FEJRIEAT, 1494), Sairyii sho (Sanjonishi Sanetaka — 2% P8 5EF4% and his son
Kin’eda A%k, 1534), Mingonisso (Nakanoin Michikatsu F[52i@ s, 1598) and Genji
monogatari hyoshaku (Hagiwara Hiromichi, 1854). The passages from the original
are quoted from the Nihon koten bungaku zenshi (NKBZ) edition. Page numbers
from the Shin Nihon koten bungaku taikei (SNKBT) edition are also given. The
English translations are from The Tale of Genji, translated by Royall Tyler (T). The

chapter number and title are given in parentheses.

1. KDELWSLIE, BEADDTEZZT, DFLETEDVITLEE, EMe~T2D
L 72de, (NKBZ: 1:126) (SNKBT 1: 28)
They say that his nickname, the Shining Lord, was given him in praise by the man from Koma.
(T: 18) (Chapter 1 “Kiritsubo”)

SERE 2 L ixth, bomE Skl ont,
These words are Murasaki Shikibu’s. She means that she did not invent this. (Ichiyo sho)

HBREPENE T2 FEANCLLE L &, [TRICH LD, "
Murasaki Shikibu’s intention is not to let people know she wrote the tale. There is the same
intention in each chapter. (Sairyii sho)

19 Tzume 1982, p.240.
' Sanjonishi 1980, p.15.
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WERADICERE D, DOELLZME VTN LIEDICADZ LD IC=EICERYE
Ve DIFEVIFTHEZANDNVODTEANTEDEANLD L TENWCE AR O 91T
T, WONDIIE ZITHhEWSFIERIL, HAVERIZZDO.LONDHY, »
The passage is curious. In order not to have people say she had written the tale herself, she
wrote it as though she had done so at triple remove. The first author is the person who bears
witness to having seen the incident of being named Hikaru by the Korean physiognomist, the
second is the person who listens to the story and jots it down and the third is the person who
reads the second author’s story and writes the tale. This passage is the same as that in the
beginning of “Kiritsubo”. She does the same thing in various other chapters. (Mingonisso)

STRICERALHDIIANDOYFE L2 2H TR LD S FICENTZDHICTEL & H
L0 S5O ETHADWME~SRKILD YD, ERANDITED LERRFED LERS
WZEDDOZLTEBDTD720, WHIRAIZWEBIZL, EHEEONTLD72D
LO 13

The final fonan is an evasion suggesting that she only wrote down what had been passed
orally from that time to her own. She indicates with the word fonan that she heard the tale told
by someone else. There are many examples of this kind. No doubt she carefully devised them.
(Genji monogatari hyoshaku)

2. HL o LEWHY SEE, SNLIOD TR LERBOIZNE, SReE ALV,
RN BITNICE S 5 &, (NKBZ: 1: 188) (SNKBT 1: 77)
The boy so appreciated his master’s youth and gentleness that they say Genji found him much
nicer than his cruel sister. (T: 44) (Chapter 2 “Hahakigi”)

L LIFEAE N EREFEES 5 FE 2 LT Lo,
The word tozo & € (“it is said that,” “I am told that”) is meant to keep people from thinking
that Murasaki Shikibu herself wrote the tale. (Sairyii sho)

B 2 LIFEAHP DN LF L LLELDEDRY, P

The word fozo is used so as not to reveal Murasaki Shikibu’s authorship. (Mingonisso)

AIPRIZ & 2 SITERBONEZL 2 LoE LD HDITTn~0, L
HLETIEH LT, 2L EBICBIEOETZIFNTRRIICFEV BT &
HWREIZ R LT DA, 1

Sairyii sho says, “The word tozo is used so as not to reveal Murasaki Shikibu’s authorship.”
That is not so. It is just intentionally vague, so as to suggest that the story is an old one
handed down from the past. (Genji monogatari hyéshaku)

It is thus clear that the editors of Ichiy sho, Sairyii sho and Mingonisso saw the words
tonamu and tozo as an authorial device to conceal authorship. Moreover, after

analysing the ending of “Kiritsubo” the editor of Mingonisso observed that the

12 Nakanoin 1980, p.89.

13 Hagiwara 1909, p.120.
'4 Sanjonishi 1980, p.35.
15 Nakanoin 1980, p.214.
'® Hagiwara 1909, p.225.
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expression tonan implies a three-stage transmission, from the eyewitness, to the
person who wrote the story down, and then to the author of the tale. Modern scholars
have inherited these interpretations.

The editor of Roka sho comments on the beginning of “Kiritsubo” as

follows: !’

WRIEOFHLRIZL THE-OHEEED Y, ZfFEZzH LIS T LTHSTE~5
FrEBLLOIUIIHERY, SITEL2OKROFICL LB, (FEHLITS
TN OEEZ BIE & Difgth, Z LIZHNENELEICO T H D ANBIENY &,
ZEINY BAICR, WELDIIOHRRE SEIINENTZDHRA L,

This opening is meaningful and has a purpose. It conceals the author and makes it seem as
though she simply wrote down what she heard from others. Therefore the ending of each
chapter reveals the same intention. That is because not revealing that she is the author allows
her to escape criticism. There were many other talented gentlewomen in her time, and
presumably she had that in mind as well. She probably devised this method so as not to seem
at fault herself.

The Roka sho editor sees the author wishing to avoid criticism. In Genji monogatari
hyoshaku, Hagiwara Hiromichi argues that this narrative stance is intended not to
avoid criticism, but to adopt the style of traditional, oral literature. Hagiwara’s view
may be significant, since he focuses on oral narrative style.

The expressions tonamu and tozo thus indicate that the tale is told by a
narrator who is different from the author. According to Takahashi, tozo honni haberu
& EARIZIT~ %, the concluding phrase in “Yume no ukihashi” (chapter 54), is,
similarly, a regular narrative ending that objectifies the author herself on the inside

 In other words,

and creates external circumstances of composition on the outside.’
the author hides behind fonamu and fozo.
Recognition that the narrator is different from the author can be seen in the

changing use of the terms sakusha no kotoba (the author’s words), kisha no kotoba FL.
5 D7 (the writer’s words), sashi no kotoba and soshi no ji, which were identified as
discourse categories in old commentaries. The transition from the usage in Ichiyo sho

to that in Sairyii sho 1s important, because it suggests a distinction between narrator

and author. Table 1 shows the frequency of use of these terms in Ichiyo sho and in

17 Sanjonishi 1983, p.11.
'8 Takahashi 1978, p.129.
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Sairyii sho. Tt is based on the work of Izume Yasuyuki H:/TUHE:Z for the former'® and
of Ii Haruki {J* %At for the latter.”

Table 1. List of the Terms in Ichiyo sho and Sairyii sho

Name Date Editor Terms of Categorisation of sentences/discourses

Ichiyo sho 1494 Fujiwara no Seison |Sakusha no kotoba (The author’s words) 18
Murasaki Shikibu’s words 14

Kisha no kotoba (The writer’s words) 19
Other words equivalent to the author’s words 6
Soshi no kotoba 99

Soshi no ji 25

Sairyit sho 1534 Sanjonishi Sanetaka |Sakusha no kotoba (The author’s words) 6
and his son, Kin’eda [Murasaki Shikibu’s words 2

Kisha no kotoba (The writer’s words) 2
Soshi no kotoba 1

Soshiji 169

Source: Izume 1982, pp.240-249.
Ii 1980, pp.459-461.

Izume analysed the concepts underlying these terms in Ichiyo sho in order to clarify
their meaning, since the editor did not define them. He explained that the editor
distinguished soshi no ji from soshi no kotoba, and that while the former is equivalent
to ji no bun (expository narration text), the latter corresponds to narratorial comment
and critique.?’ He further noted that séshi no kotoba takes the standpoint of the
listener or reader rather than that of the author.”* He also held that Ichiyé shé does not
distinguish clearly between Murasaki Shikibu ga kotoba, kisha no kotoba, and
sakusha no kotoba and that they appear in passages involving abbreviation of
narrative material, reporting of material learned from others, and explanation. They

constitute intervention by the author in the narrative parts of the tale. Thus, according

% Izume 1982, pp.240-249.
21i 1980, pp.459-461.

2 1zume1982, pp.241-245.
2 Izume 1993, p.453.
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to Izume, the Ichiyo sho editor believed that the author appears not in narrative
discourse, but in the discourse that constructs the tale.

Sairyii sho uses the term sakusha no kotoba only one sixth as often as Ichiyo
sho, and the term soshi no kotoba only once. In contrast, use of the term soshiji over
sixfold increases in Sairyi sho, from 25 to 169. Concerning this change, Izume
argued through examination of usage that, in Sairyii sho, soshiji comes to combine
the meanings of both sakusha no kotoba and soshi no kotoba, as they appear in Ichiyo
sho.” Takahashi Toru also states that the Sairyit shé editor generally employs sashiji
instead of the terms sakusha no kotoba, kisha no kotoba and séshi no kotoba.*

This phenomenon indicates the Sairyii sho editor’s preference for the term
soshiji over sakusha no kotoba. It is noted that he grasps discourse representing
impression and critique as soshiji, which in Ichiyo sho derives from narration, rather
than from the direct voice of the author. Higashihara Nobuaki ¥ J5{ B also remarks
that soshiji is regarded as intervention from the viewpoint of the narrator.”® His
statement reinforces this conclusion.

As to the remaining question of sakusha no kotoba in Sairyii sho, Takahashi
also argues that the Sairyii sho editor tends to differentiate between sakusha no
kotoba and soshiji, and that the former is regarded as narration from the world outside
the tale and the latter as the words of the narrator.”® The terms sakusha no kotoba and
soshiji, he continues, are both regarded as the narrator’s words, because the difference
between them is only their distance from the world of the tale.”” With respect to the
term sakusha no kotoba in Sairyii sho, it appears in the annotations in which the
editor of Sairyi sho analyses the final tozo, tonan and foya at the end of chapters 1, 2,
28, 37, 39, 50 and 54. When he considers them to be a device for hiding authorship,

he uses sakusha no kotoba 7 out of 10 times. This result supports Takahashi’s view.

3 Ibid., 1993, 459.

2* Takahashi 1978, pp. 123-124.
% Higashihara 1994, pp.167-169.
%6 Takahashi 1991, p.337.

7 Ibid., p.338.
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Fujii Sadakazu contends that soshiji functions not as a device through which
the author directly comments on events and characters but as a device through which
the author hides herself.*

It 1s therefore clear that, according to the old commentaries and the modern
studies, the narrator differentiated from the author tells the tale not only in narrative

sentences but also in the sentences of soshiji.

2.1.2 Where Does the Narrator Appear in the Tale?

There are at least two ways in which the narrator betrays her presence. First, some
auxiliary verbs show the existence of the narrator in the tale. Second, the narrator’s
interior monologue, which is accompanied by the direct quotation marker fo/nado and
the verb miyu (‘see/understand’), also indicates the narrator’s existence.” However,
the narrator, the first person ‘I’, still does not appear directly, because ‘I’ usually
remains concealed behind an auxiliary verb and a predicate.

It is evident that some auxiliary verbs at the end of a passage of narratised
discourse imply first-person judgement. Examples are keri (‘I have heard that’), mu
te,ji U, ran B A, rashi © L, beshi ~ U, maji & U, meri ¥ ¥ (‘I conjecture that’)
and nari 72V (‘I assert that’). These auxiliary verbs imply the first person ‘I’, in

other words, neither the character nor the author, but the narrator.

The following example of keri indicates the existence of the narrator.

3. WONDOHEFFID, ZHMERSELSSLOLERT LI, WERTH T LR &R
WZIEH B0, F<SNTHRHOEZESHVIT Y, (NKBZ1: 88) (SNKBT 1: 4)
In a certain reign (whose can it have been?) someone of no very great rank, among all His
Majesty’s Consorts and Intimates, enjoyed exceptional favor. (T: 3) (Chapter 1)

The first words, izure no oon toki nika, imply that the exact time in the past when this

incident happened is unknown. Then at the end of the sentence keri appears,

28 Fujii 1980, p.23.

% The discourse of the narrator’s interior monologue will be defined in Section 2.3.
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suggesting that ‘I’ has heard something from other people; thus ‘I’ is latent in keri.*

Keri therefore reveals the existence of the narrator, the first person ‘I’.

In the next example, beshi shows conjecture from the viewpoint of the

narrator.
4. HHTASEELNT ORI L LV /KR O ~NE LD ARE
RERIICEY BT LEER, LEIDEVITDIFEL, HELPLT L, (NKBZ

1: 110)(SNKBT 1: 16)
“Ever since that tree whose boughs took the cruel winds withered and was lost

my heart is sorely troubled for the little hagi frond,”
and so on----a rather distracted letter, although His Majesty understood how upset she still

was and no doubt forgave her. (T: 10) (Chapter 1)

The subject of the verb goranjiyurusu (‘forgive’, honorific) is the emperor, but beshi,
which follows, represents conjecture from the viewpoint of the narrator. Hence,
goranjiyurusu beshi means, ‘I conjecture that the emperor understands and forgives

her’. The ‘I’ implied by the auxiliary verb is presumably the narrator.
In example 5, nanmerukashi likewise indicates the narrator’s judgement.

5. SbiE, ZEOEMALRZRY, LEVBEICLDOBINTE~20mE, ODEELNDHN
TR HHAL, BELE, SLTHI AP 00N, W LATE L,
Blo, ZOFTIITENSBEL 2D D0 L, (NKBZ 2: 215)(SNKBT 1: 104)
I see, Genji thought, it must be the young woman in service. She certainly gave me that poem
of hers as though she knew her way about! She cannot be anyone in particular, though.

Still, he rather liked the way she had accosted him, and he had no wish to miss this
chance, since in such matters it was clearly his way to be impulsive. (T: 57-58) (Chapter 4

“Yigao™)
Nanmerukashi has three parts: the auxiliary verb nan (naru, assertion), the auxiliary
verb meru (conjecture) and the postpositional particle kashi (an intensifier). Therefore,
the first person ‘I’ judges Genji’s state of mind and expresses her opinion about Genji.
The following is an example of the narrator’s interior monologue. It is

followed by to miyu/mietari.

6. HELOWHT 4 ZEE SEIZEOT, BRARIMEHTED 2, AOELAERLS LzES
b, FIcZ b EFEZZYD, (NKBZ1:93) (SNKBT 1: 6)
His Majesty had to pass many others on his constant visits to her, and no wonder they took
offence. (T: 4) (Chapter 1)

3% Bowring indicates that keri is often used to establish a story-telling framework, and can be dispensed with once

that framework is settled. (Bowring 1988, p.58.)
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The to mietari has no stated subject, but no one other than the narrator can express
such a judgment.

Thus the narrator of the tale shows her existence as the first person, hidden ‘I’
in certain passages of the tale. She expresses conjecture, assertion and judgement,

even though she appears only in a small part of a sentence.

2.1.3 Previous Studies Concerning the Narrator

Scholarly studies concerning the narrator of the tale have been based on analysis of
soshiji and auxiliary verbs, and are related to studies of narrative structure. In order to
clarify the characterisation of the narrator, this section examines how previous studies
have approached the topic.

Modern studies of the narrator and narrative structure began with the work of
Tamagami Takuya, who presented his “Monogatari ondoku ron” (the theory that the
tale has three levels of authors and is read aloud by gentlewomen) in two papers:
“Monogatari ondoku ron josetsu™’' #JaE & weam/T-an (1950) and “Genji monogatari
no dokusha”* JRECHEEDHiA (1955). His thesis is founded on analysis of soshiji.
To the question of how the tale was enjoyed by its original, Heian-period audience,
Tamagami answers that a tale was then regarded as an oral performance.” A written
tale would be read aloud, he states, and it therefore becomes “the tale” at that
moment.”* That is to say, modern silent reading enjoyment is not the traditional way
of enjoying a tale and distorts the tale’s nature.” He suggests that at an early stage in
the development of tale literature a gentlewoman read aloud a tale written in Chinese
characters by a scholar of Chinese. Later on, gentlewomen who read such tales aloud

began writing their own. However, a gentlewoman could not simply tell a story as she

3! Tamagami 1966, pp.143-155.
32 Ibid., pp.247-265.

33 Ibid., pp.146-147.

3 Ibid.

3 Ibid., p.147.
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pleased, since the text already contained the author’s own comments and impressions.
Tamagami adds that true listeners—mainly the high-ranking to whom gentlewomen
read tales—were very rare in the Heian period.*

In his “Genji monogatari no dokusha,” Tamagami schematises this situation

as follows (Figure 1).”

Figure 1. Tamagami’s Schema of the Way Tales Were Originally Enjoyed

The world narrated (1)

0Old gentlewomen hand down stories orally (2)-1

A writer/editor (2)-2

The text of the tale extant

l

A gentlewoman reads aloud (2)-3

A 4
Listeners/readers of high rank

He argues that the tale consists of two worlds. The first [(1) above] consists of the
characters’ thoughts and utterances, while the second [(2)-1, (2)-2, (2)-3] is the world
in which the authors narrate the story.”® He divides the authors into three levels: a

group of old gentlewomen who hand down stories, a gentlewoman who writes/edits

3 Ibid., pp.152-153.
37 Ibid., p.257.
38 Ibid., pp.251-253.
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the story, and a gentlewoman who reads the story aloud.” He allows for readers as
well as listeners and suggests that readers include also gentlewomen of middle rank,
both those who read tales aloud to their mistresses and those who read the tale
silently for themselves.® Nonetheless, he holds that even though middle-ranking
gentlewomen read the tale and greatly influence its reputation, the tale truly exists
only for women of high rank."'

Tamagami’s theory can be summarised as follows. (1) The nature of
enjoyment of the tale is to hear the tale read aloud (2) hence people who truly enjoy
the tale are women of high rank and (3) the manner of enjoyment of the tale indicates
the existence of three levels of authors. Takahashi Toru criticises this theory for
identifying listening to the tale with creating it, and he remarks that Tamagami’s
theory should be reconsidered from the viewpoint of the tale’s narrative structure, as
suggested in Mingonisso.* This is reasonable, since Tamagami confuses the way the
tale is enjoyed with the narrative structure revealed by the tale’s discourse. In Figure
1, old gentlewomen and a writer/editor exist within the extant text of the tale, but the
gentlewoman who reads aloud exists outside the text. However, Tamagami states that
the reader-performer’s comments also appear in the text,” So that all three levels of
‘authors’/narrators can be said to exist within the text.

Regarding the question of how the three levels of ‘authors’/narrators are
grasped in Tamagami’s study, Tamagami quoted the following examples in his two
papers. He states that in example 7 the old gentlewoman clearly appears in the

underlined passage.*!

7. PORXOIEDTH LY THEEEA~LSE, FHED. 5NLETHDOD, Wi LT LEF
HEZRAEV T LIRS EMON LI BA~DF LR EE, WEFTZ LEIFTEEY §
BEFELTRE, WEHHWES, 525 bDIFNERT, WEEFLEHHONTH

39 Ibid., pp.253-258.

40 Ibid., pp.262-265.

1 Ibid., p.265.

2 Takahashi 1982, pp.218-222.
* Tamagami 1966, p.256.

* Ibid., 1966, pp.253-254.
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birz |2, MO TTREMIWY~E EZ, (NKBZ2: 345) (SNKBT 2:154)

I would happily rattle on a bit about how surprised the Dazaifu Deputy’s wife was when she
came back up to the City and about how Jiji, though very pleased, smarted with shame at her
own faintheartedness for having failed to wait a little longer; but for now my head is aching
so badly that I am not up to it, and I am afraid I shall have to go on another time, when I
remember more. (T: 312) (Chapter 15 “Yomogyi”)

According to Tamagami, the ‘second level author’, i.e. a writer/editor, quotes the old
gentlewoman’s utterance (underlined), employing fozo. For him, this passage shows
the existence of two levels of ‘authors’: the old gentlewoman and the writer/editor.
However, it can be seen that the old gentlewoman is not the author but the narrator,
because the passage in which she appears is followed by fozo, and this writer/editor
can be the author herself. The tozo at the end of a chapter is employed by the author
to create the oral narrative structure, as mentioned in subsection 2.1.1. Hence, it can
be argued that the author appears briefly and hides herself behind tozo.

Other passages quoted by Tamagami to show the existence of the writer/editor
are examples 8 and 9."

8. ZEMNMI, M xIMOLEZ LENLE, NEbLWIETIEEIRZR Y, (NKBZ
3:325) (SNKBT 3: 94)
He said much more in this vein, with great feeling, but it was all too unpleasant to write down.
(T: 517) (Chapter 30 “Fujibakama”)

9. FTEFELERLIRNIE, AILFOLMNS T, HOFLHE L ST, HIURIATE
SHTREEON, IARELTHIOBRBETENL, 23T ZHEHLED
42, (NKBZ 3:193-194) (SNKBT 2: 431)
He did not stay until dawn, since that would have been excessively forward of him; instead he
left late at night, wet with rain, amid many painful drops from the dripping eaves. A cuckoo
must have called, too, but I did not take the trouble to listen. (T: 457) (Chapter 25 “Hotaru”)

He focuses on the words kaku (‘write’) and kiku (‘listen’) and judges that these
passages come from the writer/editor or the old gentlewoman. It is more important to
focus on the viewpoint of the narrator than on the words kaku and kiku, because there
are many passages that express the editorial viewpoint without using these words.
This issue of the viewpoint of the editor will be discussed in a later section.
Tamagami asserts that the sentence underlined in example 10 is an utterance

of the gentlewoman who reads the tale aloud.” He suggests that the gentlewoman

* Ibid., 1966, p.255.
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thinks the listener, a high-ranking lady, is bored with this description of the common
people’s everyday life and so criticises the writer/editor of the tale."

10. ZIEZTEEWMED B LEABEALL, BAH L EANTHEHOE b L BITD
L, HRENLAELE, ZHWERES DD, OB L bME ANTZEITT, W
EHRLIODIELEERVEDAMET-ES, {ELLELEZLDOHENY,
(NKBZ 1: 230) (SNKBT 1: 116)

Thud, thud, a treadle mortar thundered almost at their pillow, until he understand at last what
“detestable racket” means. Having no idea what was making it, he only was aware that it was

new and that it was awful. The assortment of noises was no more than a jumble to him. (T:
63) (Chapter 4 “Yiigao”)

The underlined sentence expresses the narrator’s opinion, even though it may equally
well be either an utterance by the gentlewoman who reads aloud, or an excuse voiced
by the gentlewoman who reports the circumstances. Thus to recognise the discourse
as the narrator’s opinion is more important than to distinguish ‘two levels of authors’.

The above suggests that Tamagami’s theory covers two different matters: the
role/function of the narrator, and the content of passages from the viewpoint of the
narrator. In order to establish the characterisation of the narrator, it is important here
to focus on the function of the narrator. The old gentlewoman and the writer/editor
are not ‘authors’ but functions of the narrator: respectively, the function of
observer/witness and that of editor.

Takahashi Toru, for his part, grasps the narrator as a functional existent. His
major statement on the issue of the narrator/author, who is deeply related to the
narrative structure of the tale, is his Genji monogatari no taiiho J7EC¥)FE D XHALIE.
He claims that even though the narrator exists in phases or strata of the gentlewomen
in the tale, she is a functional existent that creates the stratified and plural character of
the narrative.” This functional existent, he continues, is continuously woven into the
text as those who observe the world of the tale: reciters, listeners, readers, tellers and

writers.” He differentiates Murasaki Shikibu, who is the author of the tale, from the

* Ibid., 1966, p.256.

7 Ibid.

8 Takahashi 1982, pp.10-11.
* Ibid.
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stratified author who appears as the narrator but is not one of the gentlewomen
characterised in the tale.” ‘The author’, he continues, the person behind the scenes,
writes the tale thanks to watching her characters closely and moving her viewpoint
everywhere.”’ He concludes that ‘the author’ can be compared to a mono no ke (a
spirit), because her viewpoint in the tale moves from that of a gentlewoman to that of
a character, and then on to omniscience.”

Takahashi’s idea that the narrator is a functional existent is reasonable,
because of the way the viewpoint of ‘the author’ moves, but his conception of the
stratified author as, in effect, a mono no ke is not. It is therefore essential to clarify the
function of the narrator rather than of a metaphorical mono no ke that stands for the
author. As for the way the viewpoint moves in the tale, that is indeed an important
factor in clarifying the characterisation of the narrator.

The movement of the viewpoint of the narrator from the world narrated to the
world narrating is considered by Kai Mutsurd, by means of analysing auxiliary verbs.
Kai defines the world narrated as the temporal, spatial world in which the narrator
takes her position in the ‘here’ and ‘now’. He also defines the world narrating as the
world in which the narrator sits face to face with the listener and tells stories. He

illustrates the inner structure of the tale with Figure 2.”

> Ibid., p.226.

! Ibid.

>2 Ibid.

>3 Kai 1980, p.11.
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Figure 2. Kai’s Schema of the Inner Structure of the Tale

The world narrated

N

*

The world narrating

With respect to the world narrated, space and time in the tale are indicated by B-E
and A-D, respectively. B indicates the present time and place in the tale; A shows the
future; and points C and D represent the nearer past and the more distant past. E
represents a place distant from B (here). In the world narrating, N indicates the place
where the narrator tells the story to the listener, and the length of the heavy line
shows the duration of the narration.

Kai regards the narrator in the tale as a fictitious person created by Murasaki
Shikibu.”* He points out that when the narrator tells a story to the listener in the world
narrating, she employs the auxiliary verbs keri (past) and kemu (past conjecture) to
speak of the world narrated. ® The narrator, he continues, shifts from the world
narrating (N) to the world narrated (B) and tells about points B, A, C, D and E in the
present, the future (mu), and the past (ki and keri).”

Kai’s proposal can be summarised as follows. The narrator, whoever she may

be, and whether she be the observer or the editor, moves her viewpoint from the

* Ibid., p.9.
55 Ibid., pp.9-11.
> Ibid., pp. 11-12.
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world narrated to the world narrating when she becomes conscious of her audience,
as proven by her use of auxiliary verbs, especially keri. Therefore, the narrator is a
functional existent in the tale, and her viewpoint shifts from one world to the other.

The preceding studies of the narrator have held that the narrator is a functional
existent. In contrast, Mitani and Yoshioka consider the narrator to be a gentlewoman
or gentlewomen present in the tale.”’

Mitani concludes from an analysis of honorific usage at the beginning of
chapter 1 that the narrator in chapter 1 is a gentlewoman of higher rank than the
author, specifically a woman with the title of Naishi.”® The narrator, he suggests, is
present as a gentlewoman or a retainer in every chapter of the tale. Examples are
Yiigao’s gentlewoman Ukon in chapter 4 and a retainer of Genji in chapter 12.”° He
states that there are many narrators throughout the tale. These have names as
characters and express their own thoughts and impressions from a first person
viewpoint, but there is also a space in which they listen, criticise, write and edit.”
Meanwhile, Yoshioka Hiroshi’s analysis of the auxiliary verb ki, which appears in the
narrative and indicates the narrator’s experience, leads him to regard the narrator as
the gentlewoman who first served the Kiritsubo Emperor and was transferred to
Hikaru Genji after his birth.”" This narrator, he continues, knows everything about

Genji because she is his foster mother, his supervisor, his adviser and his confidant.®

*" Mitanai 1994. Yoshioka 1996.

38 Mitani 1994, pp.10-18.

% Ibid., pp.12-18.

8 Ibid., p.37.

%! The table below shows frequencies of ki in the narrative description in five tales, according to examinations by

Yoshioka.

Indications Genji Taketori Ochikubo Sagoromo | Nezame
Experiences of characters 397 11 5 23
Precedent accounts/reports 258 6 32 10 11
Experiences of the narrator 236

Exceptions 63 13 12 7
Total 952 6 56 27 41

62 Yoshioka 1996, pp. 205-207.
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He adds that the Genji narrator is unique because in other tales the narrator is not
identifiable as a character.®

These proposals regarding the narrator/s appear to develop the notion of the
‘old gentlewomen’ suggested by Tamagami. A narrator who is a gentlewoman
actually present in the tale may no doubt be an excellent reporter, with much
information and the space to talk about it. However, she cannot know what a
character thinks. Nonetheless, the tale contains long passages of interior monologue
that are presented from character’s point of view. Since the narrator is able to report
them, she cannot be a gentlewoman present in the tale. A new concept of the narrator

of the tale is therefore proposed in the next subsection.

2.1.4 The Narrator of the Tale

The narrator of the tale has distinctive features as follows: (1) She appears as a hidden
first person (‘I’) of the predicates in the text, but does not appear as a character in the
tale. (2) She reports incidents and reveals characters according to what happens in the
present. (3) She also depicts characters’ thoughts and feelings by quoting interior
monologue, which no one has heard. (4) She has the ability to shift her position
regardless of time and space, to omit reports and to change subjects. (5) She can
express her impressions and opinions, and edit the tale.

Robert Scholes and Robert Kellogg point out that “Joyce presents his
characters’ thought in interior monologue when he wants to and adopts in addition
the greatest variety of narrative postures ever before assumed in a single literary
work”, and “Proust’s narrator comments, he reveals the inner life, he presents as eye-
witness both scenes he has attended and scenes he has not”.®* It is necessary to
consider (3) above, which has been bypassed when the narrator of the tale has been

discussed. If the narrator is embodied as a gentlewoman in the tale she cannot hear

unspoken thought. However, the narrator can quote characters’ thoughts and feelings

8 Ibid., pp.254-315.
64 Scholes and Kellogg 1966, p.271.

34



Chapter 2

as their interior monologue. Moreover, characters assigned interior monologue are
not limited. Hence, the narrator of the tale cannot be the same eye-witness who is
generally defined. The eye-witness narrator of the tale presents both incidents and
characters’ conversations and acts (the outer world), and characters’ thoughts and
feelings (the inner life). Simultaneously, the histor narrator has the ability to practice
as summarised in (4) and (5) above.

Hence, a new concept of the narrator is proposed. The narrator of the tale has
two perspectives: (1) that of an eye-witness who can describe both the outer world
and the inner life, and (2) that of the histor.

(1) The eye-witness who can describe both the outer world and the inner life

The term ‘eye-witness’ is used and explained by Robert Scholes and Robert Kellogg
in their The Nature of Narrative.”® They establish that the author of a fictional eye-
witness narrative wants to give his/her literary work actuality/reality and that the eye-
witness in narrative can be the protagonist, or an observer, or both.°® They state that
the focus of the eye-witness narrative is outward rather than inward.®” The powerful
circumstantiality of eye-witness narration, they continue, is purchased at the expense
of accepting certain limitations: the eye-witness cannot see everything.®® Their use of
the term applies to ‘old gentlewomen’ proposed by Tamagami. A gentlewoman as
eye-witness narrator is plausible because, as Mitani points out, Heian aristocrats
revealed their private lives before their gentlewomen without shame.® Mikhail
Bakhtin takes a similar view, pointing out that people are little embarrassed in a
servant’s presence and that the servant provides a distinctive, embodied point of view

on the world of private life without which literature treating private life could not be

55 They investigate literary works and point out that the eye-witness is employed in the works by the Greek
historians, such as Thucydides, Xenophon and Josephus, and in Comedia by Dante, Gulliver’s Travels by Swift,
Moll Flanders by Defoe, Roderick Random by Smollett, and Pamela by Richardson. (Scholes and Kellogg 1966,
pp.242-263.)

56 Scholes and Kellogg 1966, p.257 and p.265.

57 Ibid., p.258.

88 Ibid., p.259.

% Mitani 1992, pp.281-328.
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written.”® This function is so obvious in the tale that the editors of old commentaries
noted it as well.”' Yoshioka and Mitani conclude from it that the narrator is embodied
as (a) gentlewoman/s actually present in the tale.”” However, this viewpoint is only
one position occupied by the tale’s eye-witness narrator.

The tale’s eye-witness narrator can reveal characters’ unspoken thoughts and
inaudible monologue which the eye-witness as a gentlewoman narrator in the tale
could not catch. For this purpose, the tale’s eye-witness narrator employs the direct
quotation marker fo/nado in the same manner as quoting characters’ conversation.
Hence, the narrator of the tale can equally witness both the outer world and the inner
life. It would seem that this aspect of the tale’s eye-witness narrator is similar to
Fielding’s role of bard who can reveal unspoken thoughts when he wants, as
discussed by Scholes and Kellogg.” It is noteworthy in this regard that, as shown
below in chapter 4, The Tale of Genji developed the technique of interior monologue
far beyond anything to be found in earlier Heian literature.

(2) The histor aspect

In another mode, the narrator omits sentences or poems, changes topics and
constructs narrative based on material derived from the eye-witness point of view. In
this mode the narrator expresses opinions about characters, incidents and even the
character of the narrative itself. She therefore recalls the writer/editor proposed by

Tamagami. However, the notion of writer/editor implies that of author, and for that

7 Bakhtin 1981, p. 125.

71 . C . .
The following examples show the limitations of a gentlewoman as eye-witness narrator.

HIINZDMES EBE0VITNE, ZoFhEREZLZLbbhiE, ZORIFLEES
72iE BV L, (NKBZ 2: 88) (SNKBT 1: 351)

His last touching injunctions were many, but a woman has no business passing them on, and the little
said of them here is more than enough. (T: 198) (Chapter 10 “Sakaki”)

IHREFEZAIL, HENY ., SHBAVLFEOLILH, HiThe LOIXDIENY RN
TLE~DIE REZALH VDN LinE, £20z2 ) OLHOEEST, FErLob
Bi& B3 72 0izit Y, (NKBZ2: 155) (SNKBT 2: 6)

To those due something from him he merely sent discreet letters, some of which, in the moving fullness
of their eloquence, must have been well worth reading; but it was all so upsetting that I never inquired
about them properly. (T: 230) (Chapter 12 “Suma”)

72 Yoshioka 1996, pp.205-206. Mitani 1996, pp.10-37.
7 Scholes and Kellogg 1966, p.268.

36



Chapter 2

reason it is preferable to adopt instead the term ‘histor’ employed by Scholes and
Kellogg. As Scholes and Kellogg explain it, the ‘histor’ constructs a narrative on the
basis of such evidence as he/she has been able to accumulate and comments on it,
draws parallels, moralises, generalises, and tells the reader what to think;74 the histor
is not a character in narrative, but he/she is not exactly the author him/herself.”

The functioning of the histor can be demonstrated thanks to the following
examples. In (11) the histor-narrator constructs the story by defining the time or
changing the topic; in (12) she omits material; and in (13) she looks ahead to what is
to follow.

11. WIS OEIRZ A, (NKBZI1: 93) (SNKBT 1: 4)
In a certain reign (whose can it have been?) (T: 3) (Chapter 1 “Kiritsubo™)

ZOERF=DIZR Y [ F 544, (NKBZI: 97) (SNKBT 1: 6)
In the child’s third year (T: 4) (Chapter 1)

ZOHEDE ., (NKBZI1: 97) (SNKBT 1: 7)
In the summer of that year (T: 4) (Chapter1)

172 < H Z A E T, (NKBZ1: 102) (SNKBT 1: 10)
As the dreary days slipped by, (T: 7) (Chapterl)

FZ &R, (NKBZ 1:223) (SNKBT 1: 111)
Oh, yes, (T: 60) (Chapter 4 “Yiigao)

12 2D EOFELILELLELITFNIX, flob b L2, (NKBZ 1: 225) (SNKBT 1: 112)
All that makes a long story, though, so as usual I have left it out. (T: 61) (Chapter 4)

13. 3 BH N2 DRZWDNR D T T, (NKBZ 1: 380) (SNKBT 1: 235)
I wonder what happened to all these ladies in the end. (T: 131) (Chapter 6 “Suetsumuhana”)

The histor-narrator also comments on characters and incidents, and on the way the

story is being told. Example (14) illustrates this point.

14. XDFEEK, ZOHZETE LY, EWNEENTZESKENRDIT, WEE, b
TEHEILEZROMICHBE D2 ~T, MAWIZL BRI E XN FWNNT D
BANTEHE I, GBVENTORADLOZTOEINRI L, DT, WENEL

™ Ibid., p.265.
" Ibid., p.266.
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Y FOLEBLREEOTDHITE, RIONZEZNLEZ LEFR T, ZEODRF
Wi, R EOFies L, (NKBZ 1: 129) (SNKBT 1: 32)

Shining Genji: the name was imposing, but not so its bearer’s many deplorable lapses; and
considering how quiet he kept his wanton ways, lest in reaching the ears of posterity they earn
him unwelcome fame, whoever broadcast his secrets to all the world was a terrible gossip. At
any rate, opinion mattered to him, and he put on such a show of seriousness that he started not
one racy rumor. The Katano Lieutenant would have laughed at him. (T: 21) (Chapter 2
“Hahakigi”)

It can be concluded from Section 2.1 that the narrator appears as the first person
hidden ‘I’ in the text, but that she is not a character actually present in the tale. She
narrates the tale from the viewpoint of the eye-witness, through which she can
describe both the outer world and the inner life, and that of the histor, by which she
can construct and edit the tale, and express her impressions and opinions. To clarify
the nature of the narrator is to clarify the functions of viewpoints embraced by the
narrator. The narrator can shift her viewpoint freely between her aspects. This quick,
free shifting of viewpoint is the reason why Takahashi likens the narrator/author to a

mono no ke.

2.2 The Narrative Structure of The Tale of Genji

The functions of the narrator provide a basis for defining the narrative structure of the
tale. Since the narrator shifts her viewpoint freely between three perspectives in order

to tell her story, the narrative structure consists of the movements of her viewpoint.
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Figure 3. The Narrative Structure of The Tale of Genji

Characters’ (The Outer World)

Inner Li

(The woyld narrated)

(The world of narrating)

3

The viewpoint of the histor

4
A

The viewpoint of the eye-witness

The narrator

The reader

The thick arrow signifies the shift of the role of the narrator from that of the eye-
witness to that of the histor. The long, slender arrow indicates that the eye-witness
narrator narrates the tale by shifting her viewpoint to the world narrated. That is to
say, the narrator reports on characters and incidents (the outer world), and reveals
characters’ unspoken thoughts (characters’ inner world) within their world. On the
other hand, the short, slender arrows show that the narrator narrates the tale from the

world narrating; that is, she is conscious of the reader and often expresses her
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impression and opinion, and further constructs and edits the tale. The concept
underlying the slender arrow is derived from the study by Kai Mutsurd.”®

The eyewitness narrator reports incidents and characters realistically from one
of the aspects of her viewpoint. Another aspect of the eye-witness viewpoint is that
she reveals characters’ thoughts which remain hidden from every other character.
Further, the narrator constructs the tale by defining time, changing the subject,

omitting material and commenting on everything from the viewpoint of the histor.

2.3. Conclusion

The new concept of the narrator proposed in this chapter clarifies distinctive features:
the narrator of the tale has two different roles (eye-witness and histor) and at the same
time has three different functional viewpoints.

The effort to distinguish the narrator from the author is indebted to
annotations in the old commentaries, because their editors recognised the written
work’s oral narrative style. They pointed out specific places in which the author
effaces herself, and the narrator appears in the tale. Previous studies of the narrator
create the image of a gentlewoman as the narrator by focusing mainly on sashiji and
auxiliary verbs.

The difference between earlier studies and this one, is that this one gives
weight to the passages that express the characters’ thoughts and emotions, as well as
to the role played by the narrator in conveying them to her audience. They require the
eye-witness narrator to be one who can observe both the outer world and the inner life.
This issue has not been discussed before, because it is not related to soshiji and
auxiliary verbs. The eye-witness narrator must have two viewpoints through which
she reports and reveals the world narrated. The narrator has one more role, that of the
histor who has her own viewpoint. This role resembles the writer/editor proposed by

Tamagami, but it is not quite the same.

76 Kai 1980.
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The narrative structure proposed in this chapter is based on the functions of
the narrator. As shown in Figure 3, the narrator can shift her viewpoint freely.
Furthermore, the eye-witness narrator can move her viewpoint from the outer world
to characters’ inner life in the world narrated. The two different viewpoints assigned
to the eye-witness narrator and the viewpoint assigned to the histor narrator constitute

this new understanding of the narrative structure of the tale.
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CHAPTER 3
CATEGORISATION OF DISCOURSE IN THE TALE OF
GENJI

The narrator of The Tale of Genji often quotes characters’ conversations, letters,
thoughts and emotions by employing the direct quotation marker to/nado. In either
case, the subject/viewpoint of the predicate in these quotations belong to a hidden
first person (‘I’), the character, even though the subject is customarily omitted.
Discourse in the tale can be categorised according to viewpoints: that of the narrator,
that of a character, and that shared by both the narrator and a character.

The editors of old commentaries (15“‘-17th c.) devised such terms as ji
(narratised discourse), soshiji (enunciation from the narrator), hito no kotoba
(conversation) and hito no kokoro (a character’s state of the mind) so as better to
understand difficult passages in the tale. Use of these terms differs slightly from one
commentary to another, because there were no agreed definitions of them.

There have been different approaches to defining these categories. Hagiwara
Hiromichi first defined soshiji in 1854, in his study on the structure of the tale and the
interpretation of sentences.' In modern times Akita Sadaki focussed on the term
naiwa (interior monologue) and defined it in his studies on the integration of interior
monologue into narratised discourse; > while Suzuki Kazuo defined the term
shinnaigo (interior monologue) in his quantitative analysis of shinnaigo in five
monogatari (Taketori, Ochikubo, Genji, Sagoromo and Yoru no nezame).” In his
study of sashiji, Nishio Mitsuo defined the discourse of taiken waho, which reveals a

character’s thoughts/emotions. * Further, Kai Mutsurd and Noguchi Takehiko

! Hagiwara 1909.

% Akita 1969, pp.1-21.

3 Suzuki 1978, pp.163-184.
* Nishio 1991.
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categorised discourse according to these two criteria, respectively: the ratio of the
activity of the narrator to that of a character, and the quantity of the narrator’s voice
or influence.” Mitani Kuniaki developed his categorisation of discourse by employing
the theories of Bakhtin and Prince. However, there is room for further work toward
understanding the complicated text. Categorisation of discourse according to
viewpoints is the aim of this chapter.

To this end, chapter 3 consists of 6 sections. Section 3.1 explores previous
definitions of soshiji, interior monologue (naiwa and shinnaigo) and free direct
discourse with a view to proposing new ones. Section 3.2 investigates the criteria
proposed by Kai and Noguchi and proposes a new criterion for categorising discourse.
Section 3.3 discusses ‘free indirect discourse’ and ‘free direct discourse’ as defined
by Mitani to clarify the concepts underlying these terms and to establish new
categories. Section 3.4 proposes categorisation of discourse in the tale and definitions
of categories. Section 3.5 examines categories of discourse by analysing kaimami
scenes (one character spying on another) in the tale. In such scenes the viewpoints of
the character and the narrator frequently intersect and overlap. Section 3.6 concludes

the chapter.

3.1 Investigation of Categories of Discourse: Sashiji,
Interior Monologue and Free Direct Discourse

This section consists of three subsections. Subsection 3.1.1 first examines the
definition of soshiji proposed by Hagiwara. It then reaches a new interpretation of
soshiji by investigating the examples selected as soshiji by commentary editors and
scholars. Subsection 3.1.2 explores the definitions of interior monologue proposed by
Akita and Suzuki and redefines interior monologue based on their studies. Subsection
3.1.3 examines taiken waho and other theories, and proposes a new category named

free direct discourse, as defined by Prince.

> Kai 1980. Noguchi 1987.
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3.1.1 Sashiji

According to Higashihara Nobuaki, the term soshiji, which he regards as intervention
by the narrator, was established in Sairyii sho.® Hagiwara Hiromichi, praised by
Noguchi Takehiko as an Edo-period structuralist,’ first defined the term by studying
the structure of the tale in the light of grammatical principles (bunpé genri SCiEJF EE)
and categorisation of discourse in terms of tsumajirushi ->% U % L (marks placed

beside a line in the text). He defines soshiji in his general remarks and in his
explanatory notes. His definitions can be summarised as follows. (1) Soshiji is an
utterance of the narrator, through which the author expresses her thoughts. (2) Some
sentences/passages of soshiji express a character’s mind. (3) Some
sentences/passages of conversation function similarly to soshiji. Examples related to
his definitions (1) and (2) are selected from his Genji monogatari hyoshaku, in
examples 1(1)-(2) and 2 (1)-(2), below. An example corresponding to his definition

(3) cannot be found in his study, so it cannot be tested.

. (DELLEXEEW R EHEEE2VICLHORIE,. EEPOHERIZE T, 25D
AR LTeE~D T D, HEER—EH, HEZ LOFED Y, I~ F 5,
(NKBZ 1: 108) (SNKBT 1: 15)

This was no time for pretty parting gifts, and she gave Myobu instead, in her daughter’s
memory, some things that she had saved for just such an occasion: a set of gowns and some
accessories that her daughter had used to put up her hair. (T: 10) (Chapter 1)

- HiL,

[The sentence belongs to] soshiji. (Hagiwara 1909, pp.94-95)

QW EBLELNENELELIABDLLEESMEHICT, ZEICHHLTRELHE
bT, b TRLEESRD L, (NKBZ1: 112) (SNKBT 1: 17)

The offender, willful and abrasive, seemed determined to behave as though nothing had
happened. (T: 11) (Chapter 1)

B,
[The sentence belongs to] soshiji. (Hagiwara 1909, p.99.)

% Higashihara 1994, p.168.
" Noguchi 1987, p.217.
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2. (DIFOM2D LETIZOS D S F ik, FiohxTicvi s, BOHTE Z 2002
bohnE, @ENLESIFLRILETEDYTYH, IIINFRDLINE, )R EERD
BV FY, BIFRLBIE2ROMbR<, DL BALS BE LS,
(NKBZ 1: 184-185) (SNKBT 1: 74)

Not that she failed to recall his figure and manner, extraordinary as these had been that one
time when she had made him out through the gloom, but she concluded that nothing could
come of her seeking to please him. Genji thought of her endlessly, with mingled consternation
and longing. (T: 13) (Chapter 2)

B TZEWE D0 A WV ONRICTRRE DL Z VA1,

[First, the sentence/discourse shows] Utsusemi’s mind as soshiji and next, [the
sentence/discourse explains] Genji’s mind. (Hagiwara 1909, p.220.)

QYLHIERIEFHNR DR AT E, SEROL, DERIICEFEHLEL,
(NKBZ 1: 194) (SNKBT 1: 86)

----although it occurred to Genji that her manner could do with a little restraint. She did not
seem to be dull either,--- (T: 48-49) (Chapter 3)

REBOLIZAR) TEFMEVEF Lo,

This critique shows Genji’s mind in terms of soshiji. (Hagiwara 1909, p.233.)

Even though the passages underlined in 1(1) and 1(2) consist of narratorial
explanation of circumstances [1(1)] and remarks on Kokiden’s personality [1(2)],
respectively, there is actually no difference between soshiji and narratised discourse.
These soshiji passages therefore appear to be integrated into narratised discourse.
However, the matter requires further scrutiny.

The subject of 2(1)(a) is a hidden ‘I’, Utsusemi, while in 2(1)(b) there is a
latent ‘she’, Utsusemi, as conveyed by the narrator. Thus the underlined passage in
example 2(1), which Hagiwara called soshiji, can be divided into two categories of
discourse: discourse from the viewpoint of the character, Utsusemi, and discourse
from the viewpoint of the narrator.

The underlined phrase in 2(2) conveys Genji’s impression of Nokiba no ogi,
as mentioned in Hagiwara’s annotation. It expresses the character’s thoughts without
any narratorial mediation; in other words, the narrator does not intervene. Such
discourse then should not be categorised as soshiji. Since it seems similar to the
taiken waho proposed by Nishio, it will be examined in subsection 3.1.3.

Thus definitions (1) and (2) of soshiji, proposed by Hagiwara, actually contain
at least three different categories of discourse. Discourse covered by his definition (1)
can be categorised as narratised discourse; discourse corresponding to his definition

(2) can be categorised as other categories of discourse, namely interior monologue
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and free direct discourse.® Regarding his definition (3) (some sentences/passages of
conversation function similarly to soshiji), there are two possible interpretations,
although no examples are available. One is that conversation sometimes represents
the author’s thoughts, and the other is that the narrator intervenes in conversation,
thus making her presence in it perceptible, so that there is some extent of narrative
representation by the narrator. In the former case, it can be said that Hagiwara
employs the term soshiji only to designate the author’s thoughts, thus implying that
some conversations show the author’s thoughts. The former interpretation is beyond
the scope of this chapter, because he seems to consider soshiji to be not a term of
category but expression permeated by the author’s thoughts. In the latter case,
discourse can be categorised either as conversation or as narratised discourse, and this
issue is discussed when the criterion of categorisation is settled in subsection 3.2.2.

Regarding the term soshiji, Hagiwara’s first definition has been adopted by
many scholars in the modern period. For example: Nakano Koichi H#f5=—, who
systematically classifies soshiji on the basis of function/meaning, defines soshiji as
the discourse of the author’s thoughts, annotations, comments and explanations,
which come from either the author’s direct utterance or the author’s awareness of the
reader:’ Kai Mutsurd categorises types of discourse in terms of the ratio of the
activity of the narrator and that of the character, and he defines soshiji as discourse
presented by the narrator at the place of the world narrating differentiated from the
world narrated, and discourse that does not reflect the character’s thoughts at all: "
Mitani Kuniaki defines soshiji as discourse presented by narrators. He also regards it
as utterance coming from the space where gentlewomen tell stories, and others listen
to them, criticise them, and write and edit them. "’

These definitions lack formal criteria, so that it is hard in practice to

distinguish soshiji from narratised discourse, because the former is defined as

8 Interior monologue and free direct discourse will be discussed in 3.1.2. and 3.1.3, respectively.
° Nakano 1971, p.110.

10Kai 1980, p.37.

' Mitani 1994, pp.36-45.
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utterance/words of the narrator and the latter as discourse presented by the narrator.
Enomoto Masazumi #8 A< [E#fl tries to establish formal criteria by focussing on

auxiliary verbs and postpositional particles that appear at the end of sashiji, but he
recognises that these criteria are not sufficient.'” Thus it is hard to establish formal
criteria to distinguish between narratised discourse and soshiji. It can be concluded
that when narratised discourse is defined as discourse from the viewpoint of the
narrator, soshiji is included in this category.

This conclusion can be examined by analysing examples selected as soshiji by
commentary editors and modern scholars. The underlined passages in examples 3-5
are regarded as soshiji by Mitani, commentary editors, the editor of Kogetsu sho and

Nakano.

3. WIONDOEHEEZ), ZEERHE-SSEONCEMNTHHIT, WERT T L R &
WZIEEH B0, TSN TROXZESHVITY, (NKBZ 1:93) (SNKBT 1: 4)
In a certain reign (whose can it have been?) someone of no very great rank, among all His
Majesty’s Consorts and Intimates, enjoyed exceptional favor. (T: 3) (Chapter 1 “Kiritsubo”)
=AFH FFLA D OF-H

Mitani Kuniaki: The underlined phrase is séshiji, which shows the narrator’s doubt. "

Mitani regards the phrase underlined in example 1 as sashiji.'* However, there is no
difference between it and the rest of the sentence, because the former shows the
narrator’s conjecture, and the latter is also depicted from the viewpoint of the narrator.
The auxiliary verb keri also implies a latent ‘I’, the narrator. Thus there is no reason

to differentiate soshiji from narratised discourse.

4. FLEPFLLICLOLLEOLEE, NEICOASSLUE ) LIZEOT, KEIC
M2 ENTEE S, AESOEANRLEROE WD LbHY Lnd, L
HEDHEHBNTELD S HOFOFTEFE L SR EFTHE L2 DODEAANEIZT, Fh
WEH B BICOEES, O LD Z E2HNIEL & Ee DRl H0IC <

2Enomoto categorises auxiliary verbs and postpositional particles into four: (1) causative and spontaneous, (2) the
present perfect, (3) conjecture and negative and (4) confirmation and assertion. He states that the degree of soshiji
increases from category (1) to category (4), but it only shows a relative tendency. (Enomoto 1982, pp.169-193.)

13 Mitani 1994, pp.38-39.

" Ibid.
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T, SHFELEHSELFEOLIHE LY ITSH, (NKBZ 1: 129-130) (SNKBT 1: 32)
While Genji was still a captain, he felt at home nowhere but in the palace, and he went to His
Excellecy’s only now and then. The household sometimes suspected hit thoughts of being “all
in a hopeless tangle” over another woman, but actually he had no taste for frivolous, trite, or
impromptu affairs. No, his way was the rare amour fraught with difficulty and heartache, for
he did sometimes do things he ought not to have done. (T: 21) (Chapter 2 “Hahakigi”)
e ] ThsRidl TRES] el T3] MRgid] BEtoswm, wr
DAL,
Roka sho, Sairyii sho, Myajo sho, Hi sho, Ichiyd sho and Rin’itsu sho: [The underlined part is]
sashi no kotoba (equivalent to the author’s words). "

FFREFDD - DB ELVIT D ETHH,

Shoha sha: The critique [underlined] is soshiji."®

[HERD ] oy,
Mashin sho: [The underlined part is] soshiji."”

The commentary editors annotate the sentences underlined in terms of soshi no
kotoba (the author’s words) and soshiji. The narrator depicts Genji’s personality and
circumstances employing these sentences, so they can also be seen as narratised

discourse from the viewpoint of the narrator.

5. BAUDRE.

MEHNTTREODZELR L) BARBINCB NRIFEL R ST
KELFLTE, WNCERLEL] LFS5, BlOEREICARY TFY LICbiFEn
T, 2572 iF Y, (NKBZ2:193-194) (SNKBT 2: 33)

The Aide of the Right Palace Guard:
“The wild geese that leave their eternal home to fly high across the sky
surely find it comforting at least not to lag behind.
What would happen to one that lost its companions?” His father had gone down to Hitachi as
Deputy Governor, but he had come with Genji instead. (T: 245-246) (Chapter 12 “Suma”)
[ A 8] e

Kogetsu sho: [The underlined part is] ji equivalent to narratised discourse.

hEPsE— RO ET- 4,

Nakano Kaichi: The underlined part is sashiji, which shows the narrator’s explanation.'®

The narrator explains the circumstances of ‘the Aide of the Right Palace Guard’ to

the reader in the sentence underlined in example 5. The narrator sometimes provides

' Enomoto 1982, p.10.
16 Ibid.
"7 Ibid.
'8 Nakano 1971, p.112.
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explanations or comments to inform the reader. Narratised discourse can cover such
an explanation, because it is presented from the viewpoint of the narrator. The
sentence underlined in example 5 can therefore also be categorised as narratised
discourse.

It follows from the above that discourse defined as soshiji by the editors of old
commentaries and scholars (examples 3-5) is not different from narratised discourse,
as is true also of Hagiwara’s example 1. It can be concluded that those editors and
scholars call a certain passage narratised discourse, using the term soshiji, when they
recognise it as conveying the narrator’s thoughts, explanations, comments and so on.
It is important to do so, but soshiji should nonetheless be recognised not as a category
but rather as content of discourse. Therefore, the concept lying behind soshiji can be

included in the category of narratised discourse.

3.1.2 Interior Monologue

Discourse identified in the old commentaries as hito no kokoro (a character’s
thoughts or state of mind) has been further defined in modern times by Akita Sadaki
and Suzuki Kazuo.

Akita defines it as naiwa (interior speech), which conveys what a character
thinks or feels and is neither description nor conversation.'® Interior speech, he
continues, is the same in style as when a character’s words are quoted in spoken
conversation, because it, too, is marked by the quotation marker to, which is then
followed by a word like the verb omou (think).”” He adds that the discourse quoted,
employing to, is differentiated from narratised discourse (ji no bun), and that these
two types of discourse construct a sentence. In other words, these two types of

discourse belong to different categories because they convey different viewpoints.”'

19 Akita 1969, p.1.
2 Ibid.
2! Ibid.
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Akita’s definition of interior speech is plausible, because he regards the quotation

marker fo as essential to differentiate between types of discourse.

Suzuki extends Akita’s study, renaming this type of discourse shinnaigo

(interior monologue) and defining thanks to quantitative discourse analysis. In this

way he sheds light on the development of monogatari style in the Heian period.”> He

categorises discourse into description (narratised discourse), conversation, epistolary

writing and interior monologue. His definitions and standards for interior monologue

are as follows: >

1.

Interior monologue is defined as words that express a character’s mind, as distinguished from
description and conversation. It is followed by t0 omou & f&.5 (think/feel that ----), to obosu
& B 1E¥ 7 (an honorific form with the same meaning) and to omooyu (think/feel
spontaneously that ----). When it is followed only by fo &, nado 7 & and tote & C, and the
verbs have been simply omitted, the significance of the pattern is the same.
When the content clearly shows that the expression is interior monologue, it is regarded as
interior monologue even if fo miru & 7.5 (look/see that ----), fo kiku & 8 < (listen/hear that
----) and fo miyu & "% (look/see spontaneously that ----) are used instead of fo omou.
When words are accompanied by a compound verb/verbs like to oboshi notamau & }31E L D
72 & 5/to oboshi te notamau & F1FE L T D72 F 5 (think and say that ---), they cannot be
regarded as interior monologue because of the presence of a verb meaning ‘to say’. These
words then belong under the heading of conversation.
A description of a dream cannot be treated as interior monologue. However, when interior
monologue appears in a dream, it should be considered as interior monologue.
When a poem is neither spoken nor written by a character, it is regarded as interior
monologue. Therefore, poems in the work can be classified into three categories: conversation,
writing and interior monologue.
Interior monologue has two styles. One resembles direct narration and the other indirect
narration. Although interior monologue in indirect narration may be considered as description,
the following cases are interior monologue.
(1) Words in the style of direct narration are followed by no kokoro > (the attitude
of), or to oshihakararuru kokoro & 3 L1376 % %[ (the attitude of surmising).
(2) An interior monologue passage contains a self-honorific expression applied by the
character to him/herself. The expression reflects the author/[narrator]’s attitude to a
character. The exception is a self-honorific applied someone of extremely high rank.
(3) A shi-adjective or a tari/nari-adjective shows the content of a character’s mind. In
some cases ifo \M& (very) or itodo V& & (very much) is added to the interior
monologue.
(4) At the beginning of a sentence interior monologue is conveyed using direct narration,
but at the end of the sentence the direct narration disappears and is integrated into a
descriptive parts.

2 Suzuki 1978, pp.163-179.
3 Ibid., pp.167-169.
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(5) Interior monologue begins a sentence in direct narration, and a negative expression
appears in the end of the sentence, In that case the interior monologue passage is
followed by tomo obosarenu & % ¥31F E 4142 (cannot think that).

(6) Interior monologue appears in direct narration and is followed by a word for
conjecture, even though it is not clear whether or not the character thinks what the
interior monologue presents.

Two points of Suzuki’s definition are problematic. First, in 6(4) he regards the
discourse of interior monologue in indirect narration as interior monologue. This is
not acceptable, because when the discourse is integrated into a narratised discourse (a
descriptive passage), it should be categorised as narratised discourse. Although it
depicts a character’s state of mind, it is presented from the viewpoint of the narrator.
The quotation markers 7o, nado and so on are the keywords to distinguish interior
monologue from discourse from the viewpoint of the narrator. Second, his definition
6(3) is not acceptable as interior monologue, because it is not accompanied by the
quotation marker to and nado. However, this discourse represents a character’s
thought/feeling employing an adjective without any mediation of the narrator. So it
can be categorised into a new category (free direct discourse), which is dealt with in
the next subsection. A definition of interior monologue will be proposed in section

3.4.

3.1.3 Free Direct Discourse

Nishio Mitsuo, a pioneer in the study of soshiji in the modern period, identifies in the
tale a type of discourse that he names taiken waho (communication of experienced
discourse).”* He remarks that on the one hand discourse presenting a character’s
thoughts and feelings through such narrative description as ‘he/she thinks that’ or
‘he/she thinks “----"" is general description; and that, on the other hand, discourse
presenting thoughts and feelings from character’s viewpoint is taiken waho.” He
suggests that the editors of the old commentaries indicated many examples of taiken

waho by employing the expressions hifo no kokoro ni naru or hito no kokoro wo

24 Nishio 1991, pp.28-39.
% Ibid., p.30.
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tadani iu (directly representing a character’s mind).?® Hagiwara’s definition of sashiji
also includes these expressions, as discussed in 3.1.1.

Nishio adds that his concept of faiken waho is similar to the shukan chokujo
proposed by Shimazu Hisamoto as a style of discourse presented as an adjective
following omou, obosu and oboyu.”’

The type of discourse named taiken waho or shukan chokujo also resembles

one that omits the honorific as pointed out by Tamagami Takuya.”®

Tamagami
comments that the honorific is sometimes omitted in the tale in order to let a reader
empathise with a character, because the honorific is regarded as a sign indicating the
narration from the author/[narrator]’s viewpoint. ¥ He continues that when the
honorific is omitted the reader can easily identify with the character, and the reader
acts and thinks as if she were the character.™

It is unclear whether or not taiken waho, shukan chokujo and discourse
without the honorific are same. These three theories of discourse are therefore

examined in the next part in order to establish a new category. Examples of the three

follow:

Examples of taiken wahé proposed by Nishio®'

6. HRFFED 2TIFORNUT, BT E&E I ZARITHIEHITEE~NIE, b X
DIZEHE IV TV, (NKBZ 1: 174) (SNKBT 1: 66)
When all seemed quiet, he tried the latch. It was not locked from the other side. (T: 39)
(Chapter 2 “Hahakigi”)

7. BERAUL, HEANREDL Z EICRANBIEETLT L, (NKBZ 1: 193) (SNKBT 1:
85)
Fortunately the watchmen almost ignored him, since he was a child, and they said nothing.
(T: 47) (Chapter 3 “Utsusemi”)

26 Ibid., pp.31-33.

" Nishio 1991, pp.34-35. Shimazu 1983.
8 Tamagami 1966, pp.156-182.

» Ibid., pp.175-176.

3 Ibid.

3! Nishio 1991, p.31. and p.33.
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Nishio defines taiken waho as soshiji representing thought and emotion from a
character’s viewpoint. In examples 6 and 7 the underlined passages categorised by
Nishio as taiken waha, could be regarded as narratised discourse (ji no bun) from the
viewpoint of the narrator. On the other hand, they can also belong to the category of
discourse that directly represents thought and feeling from Genji’s viewpoint, since
the auxiliary verb keri (indicating unexpected discovery) is present in example 6 and
the adjective kokoro yasushi (relieved) in example 7. Both therefore convey Genji’s
feeling. The reader needs to pause before reading each passage, since the passage
requires transferring the viewpoint from the narrator to Genji. Distinguishing taiken
waho from narratised discourse (ji no bun) is a matter of reading comprehension.
Thus a better interpretation is that the passages in examples 6 and 7 show Genji’s
direct emotion, his surprise of discovery and his relief, respectively without any
narratorial mediation. As a result, the passages in examples 6 and 7 can be

categorised as discourse from the viewpoint of the character.

Examples of shukan chokujo proposed by Shimazu®

8. LW LIEbinE, RELELNEAB LA EL EET, BRI L LB
AE,  (NKBZ 1:178) (SNKBT 1: 69)
It pained him to be the culprit, but he knew that he would have been sorry not to have had her.

“Why must you dislike me so?” he said accusingly when she refused to be placated. (T: 40)
(Chapter 2)

9. BlE, FLPRLIDOONTHLTZ &b /o< S LIEATIEIWATH, #I3C
REBBIAZED, WEDREEETIT, WMV L, (NKBZ 1:179)
(SNKBT 1: 69-70)

Genji suffered to think that such a chance might never come again, that he could hardly visit

the house on purpose, and that even correspondence with her was probably out of the question.
(T: 41) (Chapter 2)

The words underlined example 8, categorised as shukan chokujo by Shimazu, can be
regarded as interior monologue presented by Utsusemi, because of the quotation
marker to and the verb omou. The narrator directly quotes Utsusemi’s emotion: ‘the

situation is painful for me; I cannot be consoled’ employing the quotation marker to.

32 Shimazu 1983, p.106. and pp.112-113. in vol. 2

53



Chapter 3

With respect to example 9, Shimazu explains that the passage directly shows
Genji’s emotion in narratised discourse (ji no bun).>> The words underlined in
example 9 resemble the taiken waho proposed by Nishio. Such discourse, which
follows the phrase omou ni or obosu ni without the narrator’s mediation, often
directly conveys a character’s feelings through the use of an adjective. Discourse
categorised as interior monologue by Suzuki in his definition 6(3), which represents a
character’s thought or feelings by means of an adjective, without any mediation from

the narrator, can be seen as the same discourse as this.

Examples of discourse from which the honorific has been omitted**

10. WTHENHERM Z 2 A0 ETUESHETIUT, BV E00R, HIINR5AeRo2%70
. iIE, ZOTEEEGIE LSBT EOR LT, KKEHFELEAED
RO 500, EESINIZLHS572IE, W< BODOARLZEE/D KL,
ZNLORT, STH, W IO LD, MARLTe, 23O AN
E0IZ, ATELORDIZHAIER, LESLEI DX, I BENLIZE~DIT,
EFDOE BT, WOLAFRHTE T, 1EFEREFRNEL BN THE T ES,
(NKBZ 1: 283-284) (SNKBT 1: 159-160)

Well, I shall go and greet him.” Genji heard him and returned to where he was staying.

What an enchanting girl he had found! Those companions of his, so keen on women and
always exploring, might indeed come across their rare finds, but he had found a treasure just
on a chance outing! He was delighted. What a dear child! Who could she be? He now longed
for the pleasure of having her with him day and night, to make up for the absence of the lady
he loved.

He was lying down when a disciple of His Reverence came inquiring for Koremitsu. The
place was so small that he heard everything. (T: 87) (Chapter 5 “Wakamurasaki”)

The discourse underlined in example 10 differs from Nishino’s concept of taiken
waho and Shimazu’s of shukan chokujo. Tamagami deals not with discourse that
shows a character’s feelings, but discourse in which the narrator omits the honorific,
and which can be categorised as narratised discourse. In addition, the passage
preceding the underlined phrase in example 10 can be categorised as interior
monologue because of the quotation marker 7o and the verb omou.

It can be concluded that Nishio’s taiken waho, a part of Shimazu’s shukan

chokujo, and the discourse defined as interior monologue by Suzuki in his definition

33 Shimazu 1983, pp.112-113. in vol. 2.
34 Tamagami 1966, p.172.
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6(3) highlight a new category of discourse. It can be defined as discourse that
normally follows the phrase omou ni and that conveys a character’s thoughts and
feelings from the character’s own viewpoint, without any mediation from the narrator.
This definition is similar to that of free direct discourse as defined by Prince in his 4
dictionary of narratology. Prince’s definition of free direct discourse is summarised
as follows. Free direct discourse is a type of discourse whereby a character’s
utterances or thoughts are (presumably) given as the character formulates them,
without any narratorial mediation (tags, quotation marks, dashes, etc,).*> Free direct
discourse sometimes is also made to cover those cases in which a character’s
perceptions are presented directly as they occur in his or her consciousness.’® The
concept of the new category proposed here is consistent with free direct discourse as
defined by Prince. Therefore the title of the new category can be named free direct
discourse, even though the term free direct discourse (in Japanese term jiyi
chokusetsu gensetsu) has already been used by Mitani.>’ Mitani’s concept of jiyii

chokusetsu gensetsu is examined in section 3.3.

3.2 Establishment of the Criterion for Categorisation of Discourse

The above examination and analysis of certain categories of discourse has shown that
the viewpoint of the discourse is the key issue for categorisation. The central aim of
this section is to establish a new criterion for categorisation of discourse. Subsection
3.2.1 explores the criteria proposed by Kai and Noguchi; subsection 3.2.2 proposes

the new criterion.

35 Prince 1987, p-34.
3 Ibid.
37 Mitani 1994, pp.49-55.
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3.2.1 Examination of the Criteria Proposed by Kai and Noguchi

Kai examines the first six sentences in chapter 3 of the tale (“Utsusemi”) and

categorises the discourse into eight categories, according to the ratio of activity of the

narrator and that of the character concerned. His results are summarised in in Figure

4_38

Figure 4. Categorisation of Discourse by Kai

— | ! !

Activity of a character

Activily of the narraior

1 2 3 4 5 6 7 8
Soshiji  Narratised Narratised An A close Interior ~ Conversation A poem
discourse discourse  expression  expression  monologu (A letter)
(a) (b) from a of interior
character’s  monologue¢
viewpoint

The domains on either side of the diagonal line in the figure show, on the left, the

degree of activity of the narrator and, on the right, the degree of activity of the

character. Columns 1-8 indicate the eight categories of discourse. Kai’s criterion for

categorisation is the ratio of these two activities. For example, the degree of activity

38 Kai 1980, p.37.

He also defines the categories as follows: (Kai 1980, pp.17-38.)

1.

2.

Soshiji is defined as the expression presented by the narrator at the place of the world narrating
differentiated from the world narrated. It does not reflect a characters’ mind at all.

Narrative (a) is defined as expression that describes the situation of the world narrated and the relation
of representation. This expression rarely reflects a characters’ mind.

Narrative (b) is defined as expression in which the narrator is reproduces a character’s consciousness
and interior monologue. This expression reflects the narrator’s acceptance/adoption of characters’ mind.
An expression/discourse from the viewpoint of a character is defined as description in which the
viewpoint of the narrator identifies with that of the character.

A close expression of interior monologue is defined as the expression/discourse presented by the
narrator, who identifies with the character. This discourse can betransformed into interior monologue by
merely adding ‘he/she thinks that’.

Interior monologue is defined as the expression in which the narrator logically constructs characters’
states of mind, omitting or adopting a part of them.

Conversation is defined as expression in which the narrator’s activity becomes less than in other
expressions.

A poem is defined as the expression in which the ratio of the narrator’s activity is lowest of all; in
contrast the character’s activity is highest.
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of the narrator reaches a maximum in soshiji and a minimum in a poem; on the other
hand, the degree of activity of a character reaches a maximum in a poem.

This criterion is essentially reasonable. When the narrator’s activity is more
active than the character, the discourse can be categorised as ‘discourse belonging to
the narrator’. When the activity of each is equal, the discourse can be categorised as
‘discourse belonging to both the narrator and a character’. In ‘discourse belonging to
a character’, the narrator is less active than the character.

Seen from this standpoint, Kai’s categories 1-3 come under the heading of
discourse belonging to the narrator, and categories 6-8 come under that of discourse
belonging the character. His category 4 comes under that of discourse belonging
equally to each. Significantly, he defined category 4 on the basis of viewpoint (see
footnote 38, Kai’s definition (4)). Moreover, his category 5 can be categorised as the
free direct discourse defined in subsection 3.1.3. Thus Kai’s criterion for
categorisation closely resembles one based on viewpoint.

Noguchi Takehiko focuses on the narrator’s voice to categorise discourse,
because he claims that a distinctive feature of the tale is that it paradoxically contains
an oral narrative voice, even though it is from the start a written work.” Therefore, he
continues, soshiji resounds with the author’s real voice; in other words the author’s
voice becomes maximum in soshiji and, conversely, minimum in conversation
between characters, and, furthermore, interior monologue is paradoxically intimate

with the author’s voice. *

He concludes that there is a basic presence of the
author/narrator’s voice, ranging from minimum to maximum, in the discourse of the
tale."'

Noguchi’s categorisation of discourse is based on greater or lesser audibility
of the author/narrator’s voice. He applies his criterion to the terms interior monologue,

conversation, narrative, the author’s words and soshiji. He does not newly categorise

39 Noguchi 1987, p.216.
0 Ibid., pp.230-231. Noguchi does not distinguish the author from the narrator.
* Ibid., p.230.

57



Chapter 3

discourse but explains that the author/narrator’s voice is always present to some
degree in any discourse in the tale. His point is significant, since any type of

discourse is bound to be affected to a greater or lesser extent by the narrator’s voice.

3.2.2 A Proposal of the Criterion for Categorisation of Discourse

Following on this discussion of the criteria for categorisation of discourse proposed
by Kai and Noguchi, this subsection proposes that viewpoint is the most appropriate
criterion for such categorisation.

That is so because the narrator not only depicts characters and incidents from
her viewpoint but also quotes directly characters’ thoughts and emotions. Thus
discourse in the tale can be categorised according to three viewpoints: (1) that of the
character, (2) that of the narrator and (3) that shared by both.

Viewpoint (1) can be distinguished from the others because of the pattern of
direct quotation involving the quotation markers to/nado, and suitable verbs
(sometimes omitted). Although the viewpoint is the character’s, the discourse still
contains a degree of narrative representation by the narrator, Noguchi observed.*
This representation appears, for example, in summarisation by the narrator, conveyed
by such expressions as koko no koto (‘so and so’), nanigashi (‘a certain

place/person’) and ko so a (‘this and that’).* These words can be thought of as

* Ibid.
# An example of k6ké no koto:
ANDEEREDNE B 57212, RBETIEXEEL 5 T, ANEOEICEBAKOT 2, (229050
FERDE I ~ASIT ) LB~ (NKBZ 2: 310) (SNKBT 2: 125)
----but she was very attractive, and he was so reluctant to let her go that he broached the subject to Her Cloistered
Eminence.
“I hardly know what to do about it, you see,” he said. (T: 296) (Chapter 14 “Miotsukushi”)
An example of nanigashi:

HoHAN, Tz ete, RIZBLFEWVSFNTS, LI EITOANEIRD, FFEORELHIZE I T,

AL FLRODLSL0LE, RNV TEELDITESOLEIIRNDE, LLIOLOLDDHEHIH 7=2TIE
RB%&, L ZHE ARSI ETD] 7 P2 wiE (NKBZ 1: 273) (SNKBTI: 152)
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interventions of the narrator;" however, the discourse that includes them should be
categorised not as narratised discourse but discourse from the viewpoint of the
character, because of the pattern of the quotation. Additionally, discourse contained
within the quotation and including honorific words conveying the viewpoint of the
narrator, can also be categorised into category (1). The pattern of the quotation has
priority over the narratorial intervention. On the other hand, indirect discourse
(indirect interior monologue and indirect conversation) should be regarded as
narratised discourse, because these types are presented from the viewpoint of the
narrator and are not accompanied by the quotation marker fo/nado.

Every rule has its exceptions, however. Free direct discourse not accompanied
by a quotation marker, and defined as discourse from the viewpoint of the character
in section 3.2.2, is also included in category (1). When the narrator shifts her
viewpoint to that of the character and identifies with the character, the discourse has
dual viewpoints, both that of the narrator and that of the character. Therefore this
discourse belongs in category (3). Remaining sentences can be categorised as

discourse from the viewpoint of the narrator, category (2).

Someone then said, “My lord, there is a remarkable ascetic at a Temple in the Northern Hills. Last summer, when
the fever was widespread and spells failed to help, he healed many people immediately. Please try him soon. It
would be dangerous to allow your fever to become any worse.” (T: 83) (Chapter 5 “Wakamurasaki”)

An example of ko so a:

BNTEDHED, RILWEMSY T, RFS RZ725H0, GIOEBICEENGRMENATe,  TEIRE KM
SORIMFY, —HPOEDIZESLOTREY LME, [20R EWz o8 faoic/ziud, MHd
AT ete, BLTRD L) LHENIL. (NKBZ 1:310) (SNKBT 1: 179)

----when he caught sight of an unkempt house amid the darkness of ancient trees.

“That is the house of the late Inspector Grand Counselor,” explained Koremitsu, whowas with him as
always. “ I happened to call there the other day, and they told me that my lady the nun is very weak now, and they
hardly know what to do.” (T: 98-99) (Chapter 5 “Wakamurasaki’)

* Saeki Umetomo #E{AHFA (1966: 34-37) mentions this phenomenon and points out that ‘direct narration’

becomes ‘indirect narration’.
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3.3 Analyses of ‘Free Indirect Discourse’ and
‘Free Direct Discourse’

Mitani Kuniaki states that his study is influenced by the theories of Emile Benveniste,
Roland Barthes and especially Mikhail Bakhtin, as well as studies by Tokieda Motoki
IRFAC kAL, and Hagiwara Hiromichi.* He also bases his work on a reading of the text
of the tale. He observes that one of his aims is to examine whether or not his new
discourse analysis sheds new light on the tale.”® His eight discourse categories are: (a)
narrative (ji no bun), (b)-1 direct conversation, (b)-2 indirect conversation, (c)-1
direct interior monologue, (c¢)-2 indirect interior monologue, (d) soshiji, (e) free direct
discourse and (f) free indirect discourse.*’

Since (b)-2 (indirect conversation) and (c)-2 (indirect interior monologue)
involve the narrator, they are presented from the viewpoint of the narrator. Categories
(b)-2 and (c)-2 should therefore be placed under the heading of narratised discourse.
As to categories (c¢) (interior monologue) and (d) (soshiji), they have been discussed
in subsections 3.1.2 and 3.1.1.

Using the concepts of Bakhtin and Prince, Mitani introduces the new
discourse categories of free direct discourse and free indirect discourse. However, his
definitions of these categories remain questionable. Subsections 3.3.1 and 3.3.2
therefore examine them, together with examples of categories (f) (free indirect

discourse) and (e) (free direct discourse).

3.3.1 Mitani’s Concept of Free Indirect Discourse (Jiyi Kansetsu Gensetsu)

This subsection examines the definition and examples of free indirect discourse
proposed by Mitani in Genji monogatari no katari to gensetsu Ji 8D <380 >
& <Ft> (1994) and Genji monogatari no gensetsu JRECH)FED S i (2002). The

> Mitani 1992, pp.101-110.
¢ Mitani 1994, pp.9-10.
47 Ibid., p.72.
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concepts underlying the examples cited in the earlier and the later work seem slightly
different. Discourse from dual viewpoints mentioned in section 3.2 is based on his
definition and examples in 1994; however his examples in 2002 show an expanded
interpretation of this definition.

The following is a summary of the definition and standards for free indirect
discourse proposed by Mitani:*

1. Free indirect discourse is defined as a type of discourse presented from both the narrator’s and
the character’s viewpoint, in which both voices are heard. Bakhtin mentions these two voices.
For example, the auxiliary verb keri has two meanings: the character’s exclamation of
discovery and the narrator’s use of past aspect.

2. Free indirect discourse mostly appears after the clause mireba (‘when [a character] looks
at/sees’). This pattern (mireba----nari) originates from the Japanese way of reading Chinese.

3. If free indirect discourse were followed by the phrase to omou (the direct quotation marker
and the verb ‘think’), it would be categorised as interior monologue. That is to say, it includes
two types of discourse: narrative and interior monologue.

He suggests that his definition of free indirect discourse is based on the definition of
quasi-direct speech proposed by Bakhtin® and that of free indirect discourse
proposed by Prince.”” The core of his definition of free indirect discourse is that it
contains two voices: both that of the narrator and that of the character. The numbers
2 and 3 of his definition are standards to distinguish this type of discourse from other

types in the tale.

8 Ibid., pp.55-64.

* Quasi-direct speech is defined and explained in the glossary in Bakhtin’s The Dialogic imagination, as follows:
Quasi-direct speech involves discourse that is formally authorial, but that belongs in its emotional
structure to a represented character, his inner speech transmitted and regulated by the author. Quasi-
direct speech is a threshold phenomenon, where authorial and character intentions are combined in a
single intentional hybrid. (Bakhtin 1981, pp.319-320. p.433)

%% The summary of the definition proposed by Prince, as follows:

Free indirect discourse is defined as a type of discourse representing a character’s utterances or thoughts.
It has the grammatical traits of “normal” indirect discourse, but it does not involve a tag clause (‘he said
that,” “she thought that”) introducing and qualifying the represented utterances and thoughts.
Furthermore, it manifests at least some of the features of the character’s enunciation (some of the feature
normally associated with the discourse of a character presented directly, with a first person’s discourse).
It is usually taken to contain mixed within it markers of two discourse events (a narrator’s and a
character’s), two styles, two languages, two voices, two semantic and axiological systems. (Prince 1987,

pp.34-35.)
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Examples 1-2 and 3-5 are quoted from Genji monogatari no katari to gensetsu

(1994) and Genji monogatari no gensetsu (2002), respectively.

1994 examples®*

1.

VO LAELLLERNLELEOT, AESLETHETIIC, D560k db D
DHZEF72 Y, (NKBZ 1: 94) (SNKBT 1: 5)

He had the child brought in straightaway, for he was desperate to see him, and he was
astonished by his beauty. (T: 3) (Chapter 1 “Kiritsubo™)

DERLHRDYAKIZ, O LEEV R BADIEND G, ERHINIZEOLHED
AR, BOER~ONTEST, FERLHRIBLEZ L, WO LTS
RELDHLIEFEOT, EEHORNCRRL S 51, K2V TV, (NKBZ2:229)
(SNKBT 2: 64)

One quiet evening, with the moon still in the sky and the whole vast sea before him, he saw,
as it were, the lake in his own garden, where he had always been at home, and with the island
of Awaji looming in the distance an ineffable yearning seemed to fill all the world. (T: 262-
263) (Chapter 13 “Akashi”)

2002 examples™

3.

BonlcEiThE L, [FIINANTEENTHEITDEZ, SH RO TH
L2 B0y i, monL TRPHE5E LY ZZRVR Vb ED
TeEANE BEESATIELTERLEY, WeEB 972 L EBITFT, (NKBZI1: 191)
(SNKBT 1: 84)
Genji could not sleep. “No woman has ever so rejected me,” he said. “Tonight at last learned
that to love means to suffer, and I doubt that I can survive the shame of it very long.”

The boy lying beside him wept. (T: 47) (Chapter 3 “Utsusemi’)

FEOD, MIK/HIEIFE, ZOVWERNLIY LIFIFOOIF@mO=5E, &
OV LI idn72 v, (NKBZ 1: 191) (SNKBT 1: 84)

Small and slender to the touch, with quite short hair, he resembled his sister, which was
probably why Genji found him so pleasing. (T: 47) (Chapter 3)

e LA ABOTSONILRERE, BELOYEDTE~NIX, [BDo)
SMEIZHD, AV ULIENZ2 0L T, BREHHIPNRLFTR I RUNT,
CIFRLEFbRAT, SONSNUTDAZIZINGEREZ, VWEWTZ) L THO
T, ZOFEINDANEDIFLHODERE EDOREI(NIE LY, ITEFXEILD
BWSEEN LT RD%E, WEWKIFZNIT) bETT, KO EZTIE,
WIFOE RAT, EHHICWEENLEQASERD, 1HIFSFLEFE LR
O, FORLHBELFEING ZG)ELKSOE LNV IFY, (NKBZ 1: 195-196)
(SNKBT 1: 87)

Her opponent kept her mouth so carefully covered that her face hardly showed, but Genji’s
gaze never left her, [and he glimpsed her profile. With her perhaps somewhat puffy eyes and
a nose vague enough in form to age her, she had no looks. Not to put too fine a point on it, she

3! Mitani 1994, p.58 p.55.
>2 Mitani 2002, pp.113-128.
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tended toward the plain, but her exquisite manners made up for it, and she obviously had
more to her than her prettier partner.

Her partner had liveliness and charm, though, and the growing abandon of her gay
laughter had a vivid appeal that made her delightful in her way.] Yes, Genji thought, [ am a
rascal, but with his roving eye he saw in her one more woman whom he would not soon
forget. (T: 49) (Chapter 3)

In examples 1 and 2 the viewpoint of the narrator moves onto that of the character; in
other words the narrator identifies with the character (the Kiritsubo Emperor and
Genji) because the expressions goranzuruni and miyararuruha (‘when [the character]
looks at/sees’) indicate movement of the viewpoint. As a result the voice of both the
narrator and the character can be heard in these examples.

When such discourse is analysed according to Mitani’s second standard
(following mireba) and his third (if it were followed by the phrase to omou, it would
be categorised as interior monologue) it becomes clear that examples 3 and 4 are not
accompanied by mireba. When Mitani extracts examples of free indirect discourse
from the tale in his later study, his second standard (involving mireba) is too loose.
He therefore regards the underlined parts of examples 3 and 4 as free indirect
discourse. However, the former (example 3) can be categorised as narratised
discourse and the latter (example 4) as free direct discourse as defined in subsection
3.1.3, because of the single viewpoint. They adopt the viewpoint of the narrator and
the character.

In example 5 the phrase me o shitto tsuke tamaereba indicates that the
viewpoint of the narrator moves onto that of the character, so that the passage in
brackets has a dual viewpoint. Therefore the underlined expressions 5(1) and 5(2) can
be categorised as discourse from a dual viewpoint. The sentence after the brackets
can be categorised as interior monologue and narratised discourse, for the adjective
awatsukeshi shows Genji’s thoughts about Nokiba no ogi and the quotation marker o
and the verb obosu indicate that the narrator quotes Genji’s judgement. Therefore the
discourse from a dual viewpoint ends before awatsukeshi. The underlined passage (3)
shows the narrator’s comment on Genji in narratised discourse.

It can be concluded that Mitani’s application of his second standard is so

broad that some discourse does not evidence two voices; that is to say, some has a
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single viewpoint. The preceding phrase mireba is critical to distinguishing dual
viewpoint discourse from other types. Therefore a new category of discourse is
proposed here: discourse from a dual viewpoint. It is limited to discourse preceded by

mireba. This type of discourse is one of distinctive features of the tale.

3.3.2 A Critique of Mitani’s Free Direct Discourse

This section analyses the definition and examples of free direct discourse proposed by

Mitani. Mitani defines free direct discourse as follows: >

Free direct discourse is defined as discourse in which a predicate verb is used without an honorific,
for example fo mietari in chapter 3 of the tale,> so that the subject is considered to be a character
identified with the narrator and also the reader. Free direct discourse originally means the
discourse of interior monologue or conversation without any narratorial mediation (tags, quotation
marks, dasslsles, etc), but the term free direct discourse here is an expanded meaning of the Prince
definition.

Mitani mentions that his concept of free direct discourse is derived from
Prince. His definition is compared with Prince’s in terms of (1) focal point, (2)
subject of the discourse and (3) narratorial mediation. The main difference between
Mitani’s definition and Prince’s is focus. Mitani focuses on discourse in which a
predicate verb appears without an honorific, while Prince focuses on discourse
conveying a character’s utterances or thoughts. If examples of free direct discourse
were underlined according to their definitions, each underlining would give a quite
different impression: Mitani’s free direct discourse is only a part of a sentence (a

predicate), and Prince’s a full sentence. Second, Mitani insists that the subject of

>3 Mitani 1994, pp.49-55.

*The example fo mietari appears in the following sentence.
ZiIN L HI0NIT, BE<Edbnd, T, BoOFEELTFIZ, §xXTnnbiin
LT, B LT RDBZANERAZTEY, ©ORXIZBOMIIRATBSLDH E, 2L AR
F .5, (NKBZ 1: 194) (SNKBT 1: 86)
Her fine, thick hair was not long, but it flowed in handsome sidelocks to her shoulders, and there was in

fact nothing about her to wish otherwise. She was a pleasure to look at. No wonder her father was so
proud of her, (T: 48) (Chapter 3 “Utsusemi”)

>3 Prince defines free direct discourse as a type of discourse whereby a character’s utterance or thoughts are given
as the character formulates them, without any narratorial mediation as, mentioned in Subsection 3.1.3. (Prince

1987, p.34.)
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discourse in which a predicate verb is used without an honorific is a character
identified with the narrator and also the reader; while the subject as defined by Prince
is only a character. Finally, the term ‘free’ in ‘free direct discourse’ as defined by
Prince means that the discourse has no narratorial mediation (tags, quotation marks,
dashes, etc.), while Mitani’s focus is a tag clause, for example miyu, obosu, to obosu
and so on. Mitani’s ‘free direct discourse’ is therefore different from Prince’s. In
Genji monogatri no gensetsu Mitani quoted the following examples (1-4) of ‘free
direct discourse’.>

l. 2Ll PBOTIONICLRERE, B L2223 eE~NE, [BDOO)
LRBICAY, BALIENTZH0ML T, B2 ELHILNRDFTR SRV T,
WIEIX L&A A9, (NKBZ 1: 195) (SNKBT 1: 87)

Her opponent kept her mouth so carefully covered that her face hardly showed, but Genji’s
gaze never left her, and he glimpsed her profile. With her perhaps somewhat puffy eyes and a
nose vague enough in form to age her, she had no looks. (T: 49) (Chapter 3 “Utsusemi”)

The issue in example 1 has already been discussed in the previous subsection. The
narrator’s viewpoint moves onto Genji’s after the phrase me o shitto tsuke tamereba,
so that the two sentences after the bracket can be regarded as dual-viewpoint
discourse. Therefore, the underlined predicate verbs miyu and miezu belong to this

type of discourse.

2. BEFAVEEFOT, ZEOEVEALZ2Z2.0% T, IROTIZ, ZAE»D ZE
L7cd, REMLLOD THEVIZEADIZ, HY LITEOLVITEDOED LI KBITD
e BIELLFLTNL, WELREIERLELE, HOLLEN T, ®IVIR
HOHIXLTEEOT, HEIFELL, DRELITNE, NENLTEEDVTRZADEZ
WELL, HRLEEESENL, REDOAZZRFLTL L, NIV KDL L LHDI
X, 2OV 5, 222 ERITD, L BT, (NKBZ 1: 199) (SNKBT 1: 90)

In he came, and to his relief he found her lying alone. Two of her women were asleep outside
on the level below. When he drew the cover aside to join her, it seemed to him that there was
rather more of her than he had expected, but even so the truth never dawned on him. What
alerted him in the end was the strange soundness with which she slept, and despite his
shocked recoil he understood that if this young woman ever guessed his mistake, she would
be hurt and he would look a dunce. Never mind now pursuing the lady he had come for,
because she would only evade him again and think him a fool for trying. (T: 50) (Chapter 3)

In example 2, the honorific verb obosu in the first underlined phrase conveys the
narrator’s respect; hence the phrase belongs to the category of narratised discourse.

The second underlined phrase, which consists of the quotation marker #o and the verb

36 Mitani 2002, pp.113-128 and pp.247-279.
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obosu, can be categorised as narratised discourse for the same reason. In this case the
narrator uses to obosu to quote Genji’s interior monologue.

3. LIS, MEZ L) LHITHELI2HOFMITEL LA L, EZDIED LW
DLHIEL T, BOMEY R 722HONANAS RIFEITLEE D BRUTIFO
DT, ATEOEBLEOFIZHELRLLT, 0oOHIFNHEL LAI LI
HRUT LT, BEOBOTRIZRDIZEDRDF DR, L7220 E L L < H
ZHIT, BADODRENTTZWDONANAREL bODOED NBIZENL HD
A, (NKBZ 4: 483-484) (SNKBT 4: 165)

All night long, ceaseless drums pleasantly accompanied the holy services. The growing light
of early dawn revealed flowers in many colors peeping out from between banks of mist and
still wholly beguiling, while a hundred birds sang as sweetly as the flutes. Beauty and delight
were at their peak when the rapid closing music of “ The Warrior King” rang out brilliantly,

and the colors of the garments doffed then by all present turned the moment into enchanting
spectacle. (T: 756) (Chapter 40 “Minori”)

4. LiF, MLoTICELOSHT I EEnnE ENLTIC, TrbDRREDILE
OS2 be L, RERRTOMOEREH) SE2, BIEENIED LD
bONL, HITNTH LT OLEFORLELFITOREE, FICHTELAK
DHHIFIIZ, BOLHESETLEII LS5 AX1F%, (NKBZ4: 487) (SNKBT 4:
168
Lad)y Murasaki had many things on her mind, but wisely she never spoke about when she
would be gone. She confined herself to a few, quiet remarks about the fleeting character of

life, but the conviction in her voice conveyed her desolation better than any words. (T: 758)
(Chapter 40)

Mitani holds that the subjects of the predicate verbs miyu and miekeru in examples 3
and 4 are Murasaki and Akashi, each of whom is identified with the narrator and the
reader.”’ Since the verb miyu means that a scene comes into view, its latent subject is
the narrator, unless the subject cannot be attributed to a certain character. Hence,
Mitani presumes that Murasaki and Akashi are the narrator. Enomoto Masazumi
analyses the verb miyu to show that it indicates the viewpoint of the narrator as the
eye-witness, including the character who becomes the narrator.”® Additionally, a
predicate verb without the honorific lets the reader empathise with a character as
Tamagami mentioned in 3.1.3.>” Thus, Mitani’s examples 3 and 4 can be used to

identify the narrator, but cannot be regarded as illustrating free direct discourse.

37 Mitani 2002, pp260-262 and pp.267-269.
%% Enomoto 1982, p.214.
> Tamagami 1966, pp.175-176.
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Mitani’s ‘free direct discourse’ can therefore be divided into two discourses:

dual-viewpoint discourse and narratised discourse.

3.4 A New Categorisation of Discourse in The Tale of Genji

Building on the above discussion, this section proposes a new categorisation of
discourse and new definitions of discourse categories. First, it schematises the
categorisation of discourse on the basis of viewpoint, as proposed in 3.2.2. Second, it

defines categories and provides examples.

Figure 5. Categorisation of Discourse in the Tale

A 1 Interior monologue

2 Written inserts

( (1) Discourse from the
viewpoint of the character

A

3 Conversation

Y=

4 Free direct discourse

Discourse in the tale

(2) Discourse from the

{ 1 Nrratised discourse

viewpoint of the narrator

2 The narrator’s interior monologue

\ (3) Discourse from dual
viewpoints
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Definitions and examples of these categories follow.

(1) Discourse from the viewpoint of the character

Discourse from the character’s viewpoint is subcategorised into four divisions: (1) 1
interior monologue, (1) 2 written inserts, (1) 3 conversation and (1) 4 free direct

discourse.

(1) 1 Interior monologue®
Interior monologue can be defined on the basis of studies by Akita and Suzuki as a
type of discourse representing a character’s thoughts and emotions from his/her own
viewpoint in the tale. It is distinct from narratised discourse, conversation and written
inserts (letters or notes). It has the grammatical traits of direct discourse; that is to say,
it is accompanied by the quotation marker fo/nado and a verb such as omou, miru or
kiku, although the verb is sometimes omitted. A poem neither spoken nor written, but
thought by a character, is defined as interior monologue. Interior monologue
sometimes contains a degree of narratorial representation, such as a summary by the
narrator, a demonstrative pronoun and an honorific; however, the form of quotation
has priority over the narratorial representation.

In the following example, the underlined sentence is regarded as interior
monologue from the viewpoint of Utsusemi. The narrator quotes this discourse using
to and omou (in bold type).

EFOREHLTEIADIDIEE~E, (1) WEESOREHDHYV SEDO, WEWVWEIH L

JEZZAZ DL, (2) FLENTLOXIRLEEFRALTESD LD,
(3) EHHDOESPOREZIZTHS L TR EEAOT, >R DA b TRLIZY,

(NKBZ 1: 177) (SNKBT 1: 68)

He gravely tried every approach, but his very peerlessness only stiffened her resistance, and she

remained obdurate, resolved that no risk of seeming cold and cruel should discourage her from
refusing respond. (T: 40) (Chapter 2 “Hahakigi”)

This is clearly the end of the interior monologue, because the quotation marker to

indicates it, but the beginning is difficult to distinguish from narratised discourse. It is

5 The definition of interior monologue in this section is based on that given in my Master’s thesis (Matsushita

2001, pp. 24-28.)
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a matter of interpretation. The three possibilities are marked (1)-(3) in the example. In
this case (1) is adopted. In her interior monologue, the subject of the predicate verb
sugushiten 1is the latent first person (‘I’), Utsusemi, and the auxiliary verb n (mu)

shows her volition.

(1) 2 Written inserts
A written insert into the text (a letter, a poem or a prayer) can be defined as a type of
discourse written by a character. It is accompanied by the quotation marker to/nado.
The first passage underlined in the following example is a letter from Genji.
The subject of the predicate e hikiyokade nan (aru) is the hidden first person (‘I’),
Genyji. The second, consisting of a complete poem and a quoted phrase from another,
is a letter from Rokujo. The direct quotation marker o (in bold type) accompanies
both.

WIED TES D, AZATILEBIL3FRY D200, ITIENIC
WEWE W LIFICIERD %, ZOZMNTREIy] oA, flOZ L2iFE R
FSHONL, #2520 BELDIFHMY N L TN OHFORBINHLE D
SHOHDOKEZ EDVIZ] EEH D, (NKBZ2:28-29)(SNKBT 1: 303)

----only a letter, and toward sunset: “She had seemed a little better lately, but all at once she
took such a turn for the worse that [ could not get away.”

To her this was just another of his excuses, and she replied,
“I knew all too well that no sleeve goes unmoistened by the mire of love,
vet in the slough of that field I labor in helpless pain.
How true it is, that line about the mountain spring!” (T: 172) (Chapter 9 “Aoi”)

(1) 3 Conversation
Conversation can be defined as a type of discourse reproducing a character’s
utterance from his/her own viewpoint. It is accompanied by the direct quotation
marker to/nado and a verb such as iu, mosu or notamé (‘say’ in a neutral, humilific,
or honorific mood), although the verb is sometimes omitted. Since in the Heian
period men and women often exchanged poems, spoken poems can be regarded as
conversation.

The passages underlined below, followed as they are by tofe, fo and the

conjunctive postpositional particle ze, can be categorised as conversation, between the
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nun (Murasaki’s grandmother) and Murasaki. The narrator uses fofe to quote these

utterances.

Mo 20, BREENBIEA~DLD] T, BEOR LTI, #ZLEBIEAE
LEZAHABNE, FRrOVERTES, TEOFEREPEN LD, REOHIZEHD
Vo580 % ) T, WeEOELEEAD, (NKBZ 1:280) (SNKBT 1: 157-158)
“What is the matter?”” The nun glanced up at her. “Have you quarrelled with one of the girls?”
They looked so alike that Genji took them for mother and daughter.

“Inuki let my baby sparrow go! And I had him in his cage and everything!” declared the
indignant little girl. (T: 86) (Chapter 5 “Wakamurasaki”)

(1) 4 Free direct discourse
On the basis of the definition proposed by Prince and of studies by Nishio, Shimazu
and Suzuki Kazuo, free direct discourse can be defined as a type of discourse
representing a character’s thoughts and emotions from the viewpoint of the character
and unaccompanied by to/nado. If it were followed by fo omou it could be regarded
as interior monologue. It often appears as an adjective after the phrase omou ni
(‘when he/she thinks’). However, there is no formal criterion to distinguish this type
of discourse from narratised discourse; therefore recognition of the category is a
matter of viewpoint.

The words underlined in the sentence below indicate free direct discourse
from Genji’s viewpoint. The subject of the predicate adjective mabayushi is the latent
first person (‘I’), Genji. It means that if ‘I’ saw her clearly under the light, ‘I’ would

feel ashamed.

EZAEEMHEORE RS DIISHOMLE Z LI22) TP 2, NikL, A
FENFTHEIEHVNL, FROVDOEELLELEZIL, HROLHILHFRIELHD
W20, T LAZ, LRIEEE, g0t b FI3P L, HbEiTb
HEOIFZE, RELADZFOT, BTOIESELY RZEOFY, (NKBZ1:363)
(SNKBT 1: 222)

----he could not despite his sympathy find the will to go there or, as the days went by, feel any
great wish to see more deeply into the extraordinary reticence of its inhabitant. But then his
mood changed, and he came to suppose that she might still have virtues to recommend her,
that touching her in the dark might have left certain to her mysteries unrevealed, and that he
did want to see her properly. However, it would have been rude to throw direct light on_her,
and one evening when he was not expected he therefore stole in and peered through the gap
between two lattice shutters. (T: 122-123) (Chapter 6 “Suetsumuhana’)

(2) Discourse from the viewpoint of the narrator
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The narrator reports incidents, describes characters and quotes characters’ interior
monologue, conversation and written inserts. She also constructs the tale and states
her impressions. She can transfer her viewpoint as the occasion demands as shown in
chapter 2. The narrator is not a character present in the tale, but she appears as the
hidden first person ‘I’ in the text, especially with some auxiliary verbs, adjectives,
honorifics and such predicate verbs as miyu and oboyu. Thus discourse from the
viewpoint of the narrator varies in content. It can be divided into two categories

according to outward form.

(2) 1 Narratised discourse (ji no bun)

Narratised discourse can be defined as a type of discourse representing incidents and
characters, quoting the character’s viewpoint discourse, constructing the tale, and
expressing opinions and impressions. It includes indirect conversation and indirect
interior monologue, because both involve the narrator. It also includes the concepts
underlying the term soshiji, which conveys the narrator’s thoughts, annotations and
comments (subsection 3.1.1). The passage shadowed below cannot be regarded as
indirect interior monologue because fo does not accompany the predicate underlined.
Hence, this sentence, which explains the relationship between the Kiritsubo Emperor
and Kokiden and his state of mind from the viewpoint of the narrator, is categorised

as narratised discourse.

ALY SZIZBVEEFEOT, R ERIEEOL_TRLY, BLEHRELE
FLEHT, ZOTOMBMDEDHLZ, RIFDLSHIFL Y, LDELIHEVDE X
- FOT S, (NKBZ 1: 96) (SNKBT 1: 6)
This Consort, for whom he had high regard, had been the first to come to him, and it was she
whose reproaches most troubled him and whom he could least bear to hurt, for she had given
him other children as well. (T: 4) (Chapter 1 “Kiritsubo™)
(2) 2 The narrator’s interior monologue
The narrator’s interior monologue can be defined as a type of discourse representing
the narrator’s impressions and opinions from her viewpoint. This type of interior
monologue has the grammatical traits of direct discourse; in other words, it is

accompanied by to/nado and a verb like miyu or oboyu. Dscourse accompanied by
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to/nado and a verb like miyu is not always categorised as the narrator’s interior
monologue. Sometimes it belongs under the heading of interior monologue from the
viewpoint of the character. Therefore, the subject miyu or oboyu governs the category
to which the discourse belongs.

For this reason the first sentence underlined below can be categorised as the
narrator’s interior monologue, while the second is interior monologue from the
viewpoint of Genji.

SEHLEWETRLWARZZ, TURIZRBTZEOL, ABRLOHITNIZ, FDH
DL E, EOLBERELBOLOVH~Y, [ TE| LiE, 222 %2hicee
R.x729, (NKBZ1:101) (SNKBT 1: 10)

It was His Majesty’s unbecoming penchant for her, so his gentlewomen now understood, that had
made some treat her with cold disdain, and they remembered her fondly for the warmth and
kindness of her disposition. It was a perfect example of “Now she is gone.” (T: 6-7) (Chapter 1)

DO BIZIE, EEFEEOMHOY &F%2, 2<CORLEBOEIXAT, SXHIBHTA
I ZRD, PUDHANRBBIE LT L7, KEOE, WEE)HLITFIErLsrhicd
ANERFRDNE, DIZHONTBIEATLEFOT, ZIEFEDOLOEDITHNY T, W
ELEXETERBIZLITS, (NKBZ 1: 125) (SNKBT 1: 26-27)

In his heart he saw only Fujitsubo’s peerless beauty. Ah, he thought, she is the kind of woman I
want to marry; there is no one like her! His Excellency’s daughter was no doubt very pretty and
well brought up, but he felt little for her because he had lost his boyish heart to someone else;
indeed, he had done so to the point of pain. (T: 17) (Chapter 1)

(3) Dual-viewpoint discourse

On the basis of 3.3.1, dual-viewpoint discourse can be defined as discourse
representing thoughts and incidents from the viewpoint combining that of the narrator
with that of the character. It occurs in a scene in which the narrator follows a
description of the character’s acts with a phrase such as mireba and mitamaeba. At
that moment the narrator’s viewpoint shifts to the character’s and overlaps it. The
narrator depicts what she has seen from the character’s viewpoint. The discourse
therefore has a dual viewpoint, including as it does both the narrator’s and the
character’s. The key to distinguishing dual-viewpoint from narratised discourse is the
presence or absence of a preceding verb or verbal phrase such as mireba, miyareba,

mitamaeba or me todometamaeba.
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The passage underlined in the following example can be categorised as dual-
viewpoint discourse, in which the viewpoint of the narrator is identified with that of
Yugiri.

RO FiTte, EAALTNE, HRLIITLbLBEAXT T, RIEEAE. HD<
AN Z UMARTmE~D DL %, GIETFEILE~DIC, HEORAFY T, IHIEFE6 L&
ZENPPYT1FE, MW EDON L ELERILE~DZRARNDD, TR
WERTRNRDLIELT, FONVEE~DIFE, L EHNBINLIIZZZHDN,
(NKBZ 3: 271) (SNKBT 3: 47-48)

The startling strangeness of the scene kept him watching despite his fear of discovery. She was
hidden behind a pillar and looking a little away from Genji, but he drew her toward him, and her

hair spilled forward like a wave. The yielding way she leaned on him suggested complete
familiarity, despite her obvious trouble and distress. (T: 492) (Chapter 28 “Nowaki’)

The next section applies the categorisation of discourse proposed in this section to

analysis of a kaimami scene.

3.5 Applying the New Categorisation to a Kaimami Scene

The word kaimami appears six times in the tale: twice in chapter 3, three times in
chapter 4 and once in chapter 48. A kaimami scene is one in which a character spies
unseen on others through a gap in a screen, a sliding door, blinds or a fence. The
scene ends when the character comes out of hiding or leaves.

The viewpoint shifts in various ways during a kaimami scene. This section
will examine how the above categories of discourse work by applying them to a
kaimami scene in terms of shifting viewpoint.

The kaimami scene examined below is from chapter 3 “Utsusemi” (NKBZ 1:
193-196) (SNKBT 1: 85-88) (T: 48-49). When Genji visits the house of the governor
of Kii, Utsusemi and Nokiba no ogi are playing the game of go. Genji hides behind a
blind to observe them. This scene starts at this moment. The sentences are divided
according to discourse category. The Mingonisso (M) and Genji monogatari
hyoshaku (GH) comments are also provided. The asterisk added to certain numbers

below indicates two possible categories.

(1) Narratised discourse:
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RuEOHHBHTT, BOIFIEICAVEEOR, ZOAY DHEFITEEHI A,
AW DICHY T, IS EICRBLIZENT,

He slipped in between the blinds. They had not yet secured the shutter through which the boy
had entered, and a gap remained. Genji went to it and peered in toward the west.

The eye-witness narrator depicts Genji’s action and circumstances. With the key
phrase mitoshi tamaeba (‘[when he] peered in toward [the west]’), her viewpoint

moves to Genji’s own. Hence, dual-viewpoint discourse begins after this phrase.

(2) Dual-viewpoint discourse (the narrator’s and Genji’s), including narratised

discourse:

OB T DR b IO T B LEENTZDHIT, ML SRR E S, BUL

WX . 296N T, WEELSRARDBD, TiED &H LED,

The nearer end of a screen was folded, and the heat probably explained why a curtain that

should have blocked his view had been draped over its stand, so that he could see quite well.
They had the lamp beside them.

Narratised discourse (underlined) is inserted into the dual-viewpoint discourse. Its
content, interpretation of circumstances, is provided by the narrator, who is conscious

of the reader.

(3) Interior monologue (from the viewpoint of Genji):

BEOPEICZEITD DL AL LD
(His first thought was that) the one by the central pillar of chamber, facing away form him,
must be she.

The dual viewpoints are separated by Genji’s interior monologue as underlined,
which occasions the viewpoint to move onto that of Genji. The interior monologue

represents Genji’s conjecture arising in his mind.

(4) Narratised discourse:

L. EOREEDTLEAT,
His first thought was that (the one by the central pillar of chamber, facing away form him,

must be she.)

As an eye-witness to the inner life, the narrator quotes Genji’s interior monologue,

employing the direct quotation marker fo; then the narrator shifts her viewpoint to
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that of the eye-witness for the outer world. After depicting Genji’s act of observation,

the narrator moves her viewpoint on to Genji’s. The viewpoint becomes dual.

(5) Dual-viewpoint discourse ---- the narrator’s and Genji’s:

REBORIELRDY | fZhd bTe RITE T, HOZHONIT/NEEAD L DT
ERELED, BEREF, SLAOELDLARSICEDILERPELI TRLE
VD, FOIEHEHICT, WESOXRLEDY, WE—ANITERRAXIZT, ZDH07
< R, AZMOFE, “EO/NMEESLORVWRLAICER LT, ALOEOE
FENDERETHSH ST, T2 FL 2D TRLAEY, WEAI EZNLLITIZOED
SLEAT, ZEAPRDAND, EOZHOZTHLDHIRMNIT, £H, ADEWNE
FHOE, (TR DLEFRD, BlINESIONIT, B<IEdHbhRE, TV
Wi, BOIEEE LTI,

She seemed to have on two layered, silk twill shifts of a deep red- violet, with some sort of
garment over them. Her slender head and slight build left no marked impression, and she was
keeping her partner from getting any view of her face. She was also doing her best to conceal
her strikingly slim hands.

Her opponent was facing east, toward Genji, and he could see all of her. She had on a
pair of sheer white shifts and what seemed to be a violet outer gown, so casually worn that her
front was bare all the way down to her scarlet trouser cord----a casual getup to say the least.
Tall, very fair-skinned, and nicely rounded, striking in head and forehead and with a delicious
mouth and eyes, she made an arresting sight. Her fine, thick hair was not long, but it flowed
in handsome sidelocks to her shoulders,

The narrator’s viewpoint overlaps Genji’s, since she presents the contrasting figures

of Utsusemi and Nokiba no ogi from both.

*(6) Interior monologue from Genjji’s viewpoint

TXTWERBIFELF R, 20 LTFRDA
and there was in fact nothing about her to wish otherwise. She was a pleasure to look at.

This example can be regarded as interior monologue representing an overall appraisal
of Nokiba no ogi. It is hard to distinguish between the character’s interior monologue
and the narrator’s, because the subject of the predicate mietari (7) is unclear. It is
possible to interpret this discourse as the narrator’s interior monologue. However, the
content of (6) supports that of the discourse (8), in which Genji reflects that Nokiba
no ogi is the pride of her father. Therefore, the discourse in (6) can be regarded as

interior monologue from Genji’s viewpoint.

(7) Narratised discourse:
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ERATY,

The direct quotation marker 7o and the verb mietari can be categorised as narratised

discourse.

(8) Interior monologue from Genji’s viewpoint:

M) Te~Z BT ITESED
No wonder her father was so proud of her,
(M) JR® FLAG O ([This part is regarded as the discourse] representing Genji’s mind.)

The example can be regarded as interior monologue, as acknowledged in Mingonisso,

because the honorific follows the verb mi(ru) in (9).

(9) Narratised discourse:
L BPLSRIEE S,

The narrator quotes interior monologue employing fo and then explains Genji’s state

of mind.

*(10) Interior monologue from Genji’s viewpoint:

D T2 E RN TR DR A TANTR
(----although it occurred to Genji that) her manner could do with a little restraint.

The sentence can be also regarded as interior monologue assigned to Genji. While it
might be categorised as the narrator’s interior monologue, this interpretation is not

adopted here, because Genji’s comment is added to his impression in (6).

(11) Narratised discourse:

L. SERDD,

----although it occurred to Genji that (her manner could do with a little restraint.)

The narrator quotes directly Genji’s interior monologue (10).

*(12) Free direct discourse from Genji’s viewpoint:

MERXITIEHHFEL,
She did not seem to be dull either,
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(M) EFOFF  (This critique belongs to soshiji.)
(GH) JREKOFBDNI72 ) CTHAHE VFF U757 (This critique is regarded as
soshiji from the viewpoint of Genji.)

Mingonisso regards the sentence as soshiji. If it is, it could be categorised as
narratised discourse. On the other hand, Genji monogatari hyoshaku regards it as free
direct discourse from the viewpoint of Genji. It is possible to interpret the sentence
either way; the decision depends upon how one reads the tale. Therefore, given that
the discourse shows Genji’s continuous comment on Nokiba no ogi, it is categorised

here as free direct discourse from Genji’s viewpoint.

(13) Narratised discourse:

EIHETTHISTOED LETFICRARATEIEIZIETLEE ) EFIE, BRoANFwne
o ED T,

----because near the end of the game, when the contest was on for the last unclaimed territory,
she seemed quite clever and keen.

Since the narrator reports the women’s attitude, the example can be categorised as

narratised discourse.

(14) Conversation from the viewpoint of Utsusemi:

RO EAY, ZZEFHIZZHH D, 20DV OEZZZ)
“Just a moment,” (her opponent said calmly,) “that spot is out of play. Let us finish by doing
the exchange.”

This passage can be regarded as conversation because it is followed in (15) by the

quotation marker nado and the verb iu.

(15) Narratised discourse:

REEAL,
(her opponent said calmly,)

The narrator directly quotes Utsusemi’s conversation in terms of nado.

(16) Conversation from the viewpoint of Nokiba no ogi:

M) TWT, ZOEFATIZTY, BOFT, \WTWTY
"Oh, dear, I have lost, haven’t I! Now, how many do we have here in the corners? Dear me!
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(M) HFiXDKkOFAM  ([The discourse is regarded as] Nokiba no ogi’s conversation.)

(17) Narratised discourse:

&L FBEDPDD T,

(crooking her fingers)

(18) Conversation from the viewpoint of Nokiba no ogi:

M 2 =4 )
Twenty, thirty, forty,”

(19) Narratised discourse:

REBSLEE FFPOBHILTI L ELNDEL D A,
she counted, (crooking her fingers) as though taking a census of all the hot-spring tubs in Iyo.

The narrator quotes Nokiba no ogi’s speech, employing nado, and comments on her

demeanour through the use of miyu.

*(20) Free direct discourse from the viewpoint of Genji:

(GH) A Lins<nin,
She did lack a certain grace.
(GH) JREOB D720 THAHEVFE U757  (This critique is regarded as
soshiji from the viewpoint of Genji.)
The sentence can be also regarded as free direct discourse, as Genji monogatari
hyoshaku points out, for it can be thought of as Genji’s continuous comment on

Nokiba no ogi.

(21) Narratised discourse:
T2l LARSABOTIONC b RERE, B LoL DT E~iu,

Her opponent kept her mouth so carefully covered that her face hardly showed, but Genji’s
gaze never left her,

The narrator depicts Utsusemi’s manner and the movement of Genji’s viewpoint. The

narrator moves her viewpoint onto that of Genji.

(22) Dual-viewpoint discourse (the narrator and Genji):

BOSHOMBIZRG, B LN 0L T, 828R 50729 7
UNT, IWIFRLERL AL T, E0VONTOAXICINARGE., WE VD
HTHOT T, ZOFEINAAIVITILHOTEALEEDORETIELEZY, ITEIX
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ZLOBWOSEZZNLITRDE, WEWKIEZ VNI B EITT, ROREZEITS
T IIEOERAZ T, S HITWEENLEAIERD,
----and he glimpsed her profile. With her perhaps somewhat puffy eyes and a nose vague
enough in form to age her, she had no looks. Not to put too fine a point on it, she tended
toward the plain, but her exquisite manners made up for it, and she obviously had more to her
than her prettier partner.

Her partner had liveliness and charm, though, and the growing abandon of her gay
laughter had a vivid appeal that made her delightful in her way.

The narrator’s viewpoint on the two women is identified with Genji’s.

(23) Interior monologue from the viewpoint of Genji:

HIIoOIF L
(Yes, Genji thought,) I am a rascal,

The word of interior monologue represents Genji’s final opinion about Nokiba no

ogi: she is flippant.®’

(24) Narratised discourse:

CIFELRNG, (GH) EFHOROBMMNIIABXELHOE LNV ITY, AcE
SMEVDONIE, 2bEToRl, OE2KAVEEDT LR EEDHZE R,
TeEAN PO BETFTEDIANOHY SEPNWERRETEL LEFIISV S5 L
AU, AL SR 9 SRR DIFTNEIEFEL2RS, ALY ARcEFEIZLEIC, /b
BT 203 E RELHTEZEON,
Yes, Genji thought, I am a rascal, but with his roving eye he saw in her one more woman
whom he would not soon forget. The others he knew never let themselves go, all he ever saw
being an artful expression on an averted face, and he who had never before spied on women
going about their daily lives would have liked to watch these two forever, despite his guilt at
having them in plain view without their knowledge. But her little brother was coming, and he
stole away.

(GH) HE1-Hi X VgL CFE U 7= %5 (This sashiji represents criticism teasingly.)

The narrator quotes Genji’s interior monologue with fo and teases him about his

amorousness. She then depicts Genji’s circumstances and his act. The kaimami scene

is concludes with the phrase ‘he stole away’.

5! The difference between Tyler’s translation and mine is caused by a different interpretation of the latent subject

of the adjective awatsukeshi. In my view, Genji’s interior monologue above shows his opinion about Nokiba no

ogi because he continuously thinks about her in the kaimami scene.
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The viewpoint shifts variously as the tale unfolds. Its movement in this
kaimami scene often follows a set pattern in which the story is first told by the
narrator from the eye-witness viewpoint, in other words in narratised discourse; next
it continues in dual-viewpoint discourse; and, finally, it is told from the character’s
viewpoint, in interior monologue. This pattern appears three times in the above scene,
in (1)-(2)-(3), (4)-(5)-(6) and (21)-(22)-(23). On each occasion, the objects of
attention, Utsusemi and Nokiba no ogi, are depicted clearly and contrastively.
Furthermore, the two types of discourse from Genji’s viewpoint, interior monologue
and free direct discourse, show his appraisal of Nokiba no ogi, whereas the narratised
discourse (24) from the narrator’s viewpoint indicates Genji’s behaviour. These shifts
between viewpoints enrich the narrative.

When assigning categories to sentences in the kaimami scene, it is hard in *(6)
and *(10) to distinguish between the narrator’s interior monologue and the character’s,
because the subject of the predicate miyu implies two possible categories. It is also
difficult to distinguish free direct discourse from narratised discourse in *(12) and
*(20), for the only difference between them is one of viewpoint. The application of a
category to a particular sentence sometimes requires deep reading or interpretation.

Categorising the discourse in the above scene suggests the possibility of a
deeper reading of the tale. It is noted that the two types of discourse from Genji’s
viewpoint, interior monologue and free direct discourse, represent assessment of
Nokiba no ogi: she is pretty, and her father cherishes her, but she lacks dignity.
However, this assessment is only from Genji’s viewpoint. Thus viewpoint functions
as a significant factor with respect to characterisation in the tale. That is to say,
different types of discourse from various viewpoints construct characterisation: the
narrator’s viewpoint, that of third parties, and that of the character him/herself. These
differing viewpoints can therefore promote a deeper understanding of the complexity

of characterisation.
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3.6 Conclusion

Precise interpretation of sentences is essential for reading the tale. The categorisation
proposed in this chapter encourages greater precision and deeper reading. To read
with attention to discourse categories is a fundamental and reliable method of reading
the tale, according to the method adopted by the editors of old commentaries.

The category terms soshiji, naiwa, shinnaigo and taiken waho were defined
by Hagiwara Hiromichi in the Edo period, and Akita Sadaki, Suzuki Kazuo, and
Nishio Mitsuo in modern times.** Study of categorisation has been further developed
by Kai Mutsurd, Noguchi Takehiko and Mitani Kuniaki,” but it has only recently
started. The seven categories proposed in this chapter extend this work. Viewpoint is
shown to be critically important for categorisation. The new categories proposed here
help the reader to recognise the viewpoint of the discourse and to understand complex
sentences, in which not only viewpoints but also subjects change frequently.

This chapter has also examined the theories of discourse proposed by Kai,
Noguchi and Mitani, in particular, from the standpoint of the criterion of
categorisation it proposes. Section 3.3 analysed Mitani’s definitions of free indirect
discourse and free direct discourse, and showed that Mitani’s definition of ‘free direct
discourse’ departs from that of Prince. Nonetheless, this chapter is deeply indebted to
the work of Mitani, who indicated new concepts of discourse, including the notions
of free direct discourse and free indirect discourse.

The next chapter will focus on interior monologue, analysed according to the
seven categories of discourse presented this chapter. Interior monologue is frequently

employed in The Tale of Genji as a method of characterisation.

82 1t was investigated in Section 3.1.

63 Kai 1980, pp.17-38. Noguchi 1987, pp.207-232. Mitani 1994, pp.9-73.
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CHAPTER 4
A QUANTITATIVE ANALYSIS OF INTERIOR
MONOLOGUE

The Tale of Genji treats mainly relationships between men and women. Interior
monologue, defined in chapter 3.4, is a favourite device used by the narrator to show
a character’s thoughts, including subliminal thoughts, perceptions, images, sensations
and so on. The eye-witness narrator of the tale depicts characters’ inner lives in the
same way as their utterances and their epistolary writings do. This feature of interior
monologue makes it possible to understand characters’ inner lives, not by being told
about them, but by sharing them from the viewpoint of the first person (‘I’), the
character. Characters who have more interior monologue passages play important
roles in the stories by revealing their thoughts directly. They can be called central
characters, and they may or may not be the protagonists or the main characters.
Quantitative examination of the interior monologue indicates who these central
characters are.

The aims of this chapter are to examine how interior monologue is employed
in tales surrounding Genyji in time, and in Genji as a whole, and to identify the central
characters in the tales by investigating frequency of interior monologue. This chapter
explores quantitatively the interior monologue assigned to each character in five tales:
Taketori monogatari (mid-10" century), Sumiyoshi monogatari (late 10™ century),
Ochikubo monogatari (late 10" century), Genji monogatari (early 11" century) and
Sagoromo monogatari (mid-11" century). To this end, interior monologue passages
are selected according to the definition of interior monologue already proposed, and
the frequency of interior monologue assigned to each character in the five tales is
tabulated.

Suzuki Kazuo has already carried out a quantitative analysis of interior

monologue and conversation, that is to say, the ratio of lines of both interior
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monologue and conversation to lines of all other text in Taketori, Ochikibo, Genji,
Sagoromo and Nezame.' Although his definition of interior monologue differs
somewhat from the one adopted in this thesis,” his analysis is significant, in that it
provides an overview of the change in quantity of interior monologue in Heian-period
tales. His conclusions can be summarised as follows:

® As The Tale of Genji unfolds, the percentage of lines of interior monologue rises (8.9% in
Part 1, 10.8% in Part 2 and 14.6% in Part 3), and the average length of interior monologue
passages increases.”

® As monogatari developed, the percentage of lines of interior monologue rose from 1.9% in
Taketori to 4.5% in Ochikubo, 11.2% in Genji, 15.1% in Sagoromo and 19. 1% in Nezame,
while the percentage of lines of conversation in these tales decreased from 42.7% to 42.0%,
31.1%, 26.8% and 23.6%, respectively.*

Suzuki’s conclusions are discussed in 4.1.4, in comparison with my examination of
the frequency of interior monologue assigned to each character in the five tales listed
above.

This chapter consists of three sections. Section 4.1 quantitatively analyses
interior monologue in the five tales by providing frequency tables, and then analysing
them to identify central characters. Section 4.2 focuses on the frequency of interior
monologue attributed to each character in parts 1-3 of The Tale of Genji in order to
identify central characters in each part. Section 4.3 concludes the chapter.

The tables in this chapter show the frequency of interior monologue attributed
to each character in a tale, and each table is divided into two: male characters and
female characters. The narrator’s interior monologue differs from these two (3.4), but
it is provided in each case for reference, being listed under ‘the narrator’ in the part
for female characters. The tales are divided in the customary fashion, so that
Sumiyoshi is divided into two, Ochikubo into four, Genji into three and Sagoromo

into four. The length of the tale is defined according to the number of lines in the

! Suzuki 1978, pp. 170-179.

% Suzuki’s definition of interior monologue includes indirect interior monologue and free direct discourse, which
in this thesis are excluded (3.4).

3 Suzuki 1978, p. 173.

* Ibid., pp. 174-175.
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Nihon koten bungaku taikei (NKBT) or Shin Nihon koten bungaku taikei (SNKBT)
edition. One line consists of 35 Japanese letters. Titles and subtitles are excluded

from the count.

4.1 A Quantitative Analysis of Interior Monologue Assigned to Each
Character in the Five Tales

This section quantitatively investigates the frequency of interior monologue assigned
to each character in the tales treated, and tabulates this. It analyses results and then
identifies central characters. Before considering each tale, however, it provides

information on authorship and date, as well as an outline of the work.

4.1.1 A Quantitative Analysis of Interior Monologue Assigned to Each

Character in Taketori monogatari

Taketori monogatari, the oldest extant tale, is described in chapter 17 of Genji as ‘the
ancestor of the tale’ (SNKBT 2: 176) (T: 325). Saigd Nobutsuna P84/ # points out
that the term ‘the ancestor of the tale’ means the first fictitious tale written by an
author in Japanese and read by readers, as distinguished from myth or legend, which
were narrated by professional reciters.” It is uncertain when and by whom Taketori
was written, but Sakakura Atsuyoshi B £ 5 % assumes it dates from either 810~823
or 947~956.° He also infers that the tale was finished by the mid-10" century at the
latest.”

Taketori is the story of the beautiful Kaguyahime found as a tiny girl by an
old bamboo cutter (taketori) in a shining stalk of bamboo. The old man takes her

home, and within three months she grows into an extraordinary beauty. Various

> Saigd 1970, pp. 39-40.
% Sakakura 1959, pp. 5-9.
7 Ibid.
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suitors, five men in particular, come to woo her. The tale dwells on their proposals of
marriage and her refusal after presenting them with tasks that they never achieve. She
then refuses the emperor himself and returns to her world, the moon, leaving the old
man and his wife behind.

The author of the tale adopts story patterns from folklore,® but the names of
the five suitors belong to historical figures from the reign of the Emperor Tenmu.’
Some people therefore read the work as a fairy tale, while others read it as a satire
ridiculing these five men.

Table 2 shows the frequency of interior monologue assigned to each character

in Taketori.

Table 2. Frequency of Interior Monologue in Taketori

<Male characters>

The length of the tale, lines in NKBT 592

The name of the characters <Frequency of interior monologue>

Taketori

Ishitsukuri Prince

Kuramochi Prince

Abe no mimuraji (Minister of the Right)

Otomono no miyuki (Dainagon)

Isonokami no marotari (Chiinagon)

N[N B |W N —

The Emperor

People

The five suitors

O N[N || —= || — Db

—_—

Total

<Female Characters>

The name of the character <Frequency of interior monologue>

—

Kaguyahime 5

2 |Taketori’s wife 1

Total

8 The tale adopts chiisako tan /N & 8 (a story of an tiny child) in the first part, nandai muko #ERE% (a story of
making an unreasonable request of a bridegroom) in the middle part and hagoromo densetsu N AARER (a celestial
being, deprived of her robe, becomes a man’s wife but returns to heaven when she finds the garment which was
hidden by her husband) in the last part.

® Saigd 1970, p.44.
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Table 2 shows that the male characters have 19 passages of interior monologue and
the female characters 6, for a total of 25. Therefore the ratio of the frequency of
interior monologue to the length of the tale (in lines) is 25/592, or 1/23.7. In other
words, one passage of interior monologue appears on average every 23.7 lines.

Suzuki has shown that Taketori is narrated mainly through conversation,
which constitutes 42.7% of the whole. In comparison interior monologue constitutes
1.9%." In Taketori interior monologue is therefore rare. Keene also states that the
simplicity of the style may be attributed to the complete absence of introspective

11
elements.

4.1.2 A Quantitative Analysis of Interior Monologue Assigned to Each

Character in Sumiyoshi monogatari

According to Inaga Keiji fi®Z4% ., the author of Sumiyoshi monogatari is unknown,
but the first version of the tale (old Sumiyoshi) existed in the late 10" century.'? The
work was rewritten early in the reign of the Emperor Ichijo (986 or 987-989), and
later on many variant editions were produced as picture scrolls. '

Sumiyoshi monogatari is the story of a beautiful girl harshly treated by her
stepmother. The daughter of Chiinagon and the princess is called Miyahime. After her
mother’s death, Miyahime is taken to her father’s home where her stepmother lives.
Her stepmother is at first sympathetic to her, but then changes her attitude. In order to
prevent Miyahime from entering the palace, she tricks her husband into believing she
is involved with a low ranking priest. She then marries her own daughter to Shosho,
even though Shosho loves Miyahime. Next, she induces an old and amorous man to

assault Miyahime. However, Miyahime escapes to Sumiyoshi. Realising that the

19 Suzuki 1978, pp. 174-175.

' Keene 1993, p. 437.

"2 Inaga’s comment on Sumiyoshi is found in Shin Nihon koten bungaku taikei, vol. 18 (Ochikubo monogatari
Sumiyoshi monogatari), ed. Fujii Sadakazu and Inaga keiji, Iwanami Shoten 1998, p. 294.

13 Inaga 1998, PP. 447-449.
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stepmother has deceived him, Shosho looks for Miyahime and rescues her at

Sumiyoshi. They marry and live happily ever after.

Table 3 shows the frequency of interior monologue assigned to each character

in Sumiyoshi.

Table 3. The Frequencies of Interior Monologue in Sumiyoshi

<Male Characters>

Chapter 4

Part 1

Part 2

Total

The length of the Part, lines in SNKBT

516

344

860

The name of the character

<Frequency of interior monologue>

1 |Shosho 23 9 32
2 |Chiinagon (Miyahime’s father) 3 2 5
3 [Dainagon 3 3
Total 26 14 40
<Female Characters>
Part 1 | Part 2 | Total
The name of the character <Frequency of interior monologue>

1 |[Miyahime (Himegimi) 6 3 9
2 |Miyahime’s stepmother 3 3
Gentlewomen 4 4
Total 13 3 16

According to table 3, the three male characters have 40 passages of interior
monologue and the female characters 16. The ratio of the frequency of interior
monologue to the length of the tale is 56/860, or 1/15.4. In other words, one instance
of interior monologue appears on average every 15.4 lines. The ratio in Sumiyoshi is
therefore nearly one and a half times higher than in Taketori (1/23.7). Thus interior
monologue as a narrative technique has increased slightly between Taketori and
Sumiyoshi, where Shoshdo among the men and Miyahime among the women each

have the most.
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4.1.3 A Quantitative Analysis of Interior Monologue Assigned to Each

Character in Ochikubo monogatari

According to Fujii Sadakazu, the authorship of Ochikubo monogatari is unknown. It
is not clear even whether the author was a man or a woman. The tale is considered to
date from the mid-980’s to early 990’s."*

Ochikubo, the name of the heroine, is derived from the place where she lives,
which means a room at one level lower than others in the house. Her stepmother
discriminates against her in favour of her own daughters. She therefore wears ragged
clothes and is forced to sew almost all the clothing in the house. The stepmother
treats her like a servant, leaves her behind when she goes on pilgrimage to Ishiyama,
takes a treasured mirror box away from her, shuts her up in a storage room, and
attempts to foist an old and amorous man onto her as a husband. However Akogi,
Ochikubo’s maid, takes care of her and arranges for her a match with Shoshd who
loves her. Shosho rescues her and after their marriage takes revenge on Ochikubo’s
stepmother, her half sisters and even her real father. For example, he shuts the
stepmother into a small carriage, tricks a half-sister into accepting a simpleton as a
husband, and appropriates the father’s house. In the end, however, he adopts a
changed attitude, relenting and displaying generosity and filial piety.

Keene remarks that the western reader may miss the presence of a fairy
godmother in a story that so closely resembles Cinderella’s. However, the tale is

firmly anchored in the real world."® Takada Mizuho & H i holds that Ochikubo

reflects political power in the Heian period. He states that the theme of the tale is
power used for revenge and support, focusing on the characterisation of Shosho, and
that the story of a girl ill-treated by her stepmother is only used for the framework of
the tale.'® Hence the story can be read not only as a tale of an ill-treated stepchild but

also as a tale of a man who achieves worldly success in the Heian period.

' Fujii 1989, pp. 407-410.
'S Keene 1993, p. 447.
1 Takada 1979, pp. 1-7.
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Table 4 shows the frequency of interior monologue assigned to each character

in Ochikubo monogatari.

Table 4. The Frequencies of Interior Monologue in Ochikubo

<Male Characters>

Part 1 | Part2 | Part3 | Part4 | Total
The length of the Part, lines in SNKBT 1493 1370 830 895 4588
The name of the character <Frequency of interior monologue>
1 |Michiyori (Shosho) 26 28 11 8 73
2 |Michiyori’s father 4 4
3 |Michiyori’s foster brother (Korenari) (Tachiwaki) 13 2 15
4 |Ochikubo’s father (Tadayori) 1 7 9 3 20
5 |Ochikubo’s elder half brother (Echizen no kami) 9 2 11
6  |Ochikubo’s younger half brother (Saemon no suke) 2 6 8
7 |Tenyaku no suke 1 7 8
8 |Hyobu no Sho 5 5
9 |Hydbu no Sho’s father 1 1
10 |Kurddo no Shoshd 3 3
11 [Minister of the Right 3 3
12 [Nakanokimi’s husband 1 1
13 [Kokushi 1 1
14 |Sochi 5 5
Gentlemen 1 2 3
Total 41 57 34 29 161
<Female characters>

The name of the character Part1 | Part2 | Part3 | Part4 | Total
1 |Ochikubo 31 18 9 3 61
2 |Akogi (Ushiromi) (Emon) 35 29 3 67
3 |Ochikubo’s stepmother 18 13 7 9 47
4 |San no kimi (Ochikubo’s half sister) 2 1 8 11
5 [Shi no kimi (Ochikubo’s half sister) 7 2 15
6 |Shi no kimi’s daughter 1 1
7  [Nakanokimi (Michiyori’s sister) 1 1 2
8  |Michiyori’s mother 1 1
9 |Hydobu no Sho’s sisters 2 2
10  [Ochikubo’s half sisters (& brothers) 2 2
11 [Sochi’s child 1 1
12 [Michiyori’s nurse 1 6 7
Gentlewomen 1 7 7 4 19
The narrator 6 3 2 11
Total 94 83 39 31 247

The male characters have 161 passages of interior monologue, while the female

characters have 247, as compared with 40 and 16 in Sumiyoshi. The ratio of the
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frequency of interior monologue assigned to male characters to the length in
Ochikubo 1s almost the same as in Sumiyoshi: 161/4588 (1/28.5) as compared with
40/860 (1/21.5). On the other hand, that assigned to female characters in Ochikubo is
nearly three times higher than in Sumiyoshi: 247/4588 (1/18.6) as compared with
16/860 (1/53.8). The greater frequency of interior monologue in Ochikubo therefore
affects mainly the female characters. Additionally, the percentage of the frequency of
interior monologue assigned to female characters is higher than that assigned to male
characters: 60.5% (247 out of 408) as compared with 39.5% (161 out of 408). Of the
five tales, only Ochikubo has this tendency.'’

Ochikubo has 26 named characters, as compared to 9 in Taketori and 5 in
Sumiyoshi. The proportion of interior monologue assigned in Ochikubo to Akogi, to
Michiyori’s nurse, and to the gentlewomen who serve other characters, is four times
higher than that assigned to the gentlewomen in Sumiyoshi: 92/4588 (1/49.9) as
compared with 4/860 (1/215). This suggests that, as tales evolved, they became more
complicated in terms of the relationships between characters, including gentlewomen.
Moreover, interior monologue by the narrator first appears in Ochikubo.

Among the male characters, Shosho (Michiyori) has 73 passages of interior
monologue out of 161, or 45.3%. More precisely, he has more such passages than any
other male character in all four parts of the work: 26(63.3%), 28(49.1%), 11(32.4%)
and 8(27.6%). Shosho, the main male character, can therefore be also regarded as the
central male character throughout the tale.

On the other hand, Ochikubo, regarded as the heroine in the tale, has fewer
passages (61 [24.7%]) of interior monologue than Akogi, her maid (67 [27.1%]).
Especially in parts 1 and 2, Akogi has the highest frequency of interior monologue,
35(37.2%) and 29(34.9%), as compared to the passages of interior monologue
assigned to Ochikubo, for 31(33.0%) and 18(21.7%). The result requires that Akogi

be regarded as the central female character in parts 1 and 2. This reflects the actuality

'7 The percentage of interior monologue assigned to female characters is 24% in Taketori, 28.6% in Sumiyoshi,

40.1% in Genji and 38.5% in Sagoromo.
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of the role of a gentlewoman as a mediator in the relationship between her mistress
and a man. Of further importance is the characterisation of the maid Akogi. This

1"'® devotes herself to Ochikubo, who has never had a foster-

‘very sharp-witted gir
mother or a guardian, and resists Ochikubo’s stepmother’s ill-treatment of her step-
daughter. In the tale her love for Tachiwaki, who serves Shoshd, is narrated.
Moreover, she arranges the match between Ochikubo and Shosho through Tachiwaki.
In terms of content, half of Akogi’s interior monologue passages in parts 1 and 2 (32
out of 64) concern the state of Ochikubo, and some of the rest express her feelings
about Ochikubo. Akogi’s most impressive interior monologue passage in parts 1 and
2 expresses her wish to rise in rank and take revenge on Ochikubo’s stepmother:

B H1-P0E AL L LS THAR, #HU A (SNKBT: 89)
Oh, how I wish that I could make myself a person of influence in a moment so that I could
have my revenge on them! "

She encourages Shosho to take revenge on Ochikubo’s family despite Ochikubo’s
own hesitation. Thus she is characterised as a woman who thinks, gets angry and acts
on behalf of Ochikubo. Mitani regards Ochikubo as popular fiction for gentlewomen
of low rank, because of its explicit evocation of Eros.*’ He also argues that Akogi and
her husband, Tachiwaki, should be regarded as the main supporting characters, since
their roles are significant for the plot, and since the tale ends with the statement that
Akogi lived to the age of two hundred.?'

In part 3, the tale relates Shosho’s revenge on Ochikubo’s half sisters, Shi no
kimi and San no kimi. The frequency of interior monologue assigned to Ochikubo,
Shi no kimi and San no kimi, is 9, 8 and 7, respectively. Therefore, the three women
can be regarded as central female characters in part 3. In part 4, Ochikibo’s
stepmother takes over as the central female character, since she the highest frequency

of interior monologue.

'8 Whitehouse and Yanagisawa 1971, p.2.
' Ibid., pp.72-73.

2 Mitani 1979, p. 71.

2! Ibid., pp. 72-74.

91



Chapter 4

4.1.4 A Quantitative Analysis of Interior Monologue Assigned to Each

Character in The Tale of Genji

The Tale of Genji consists of 54 chapters. This thesis will adopt the tripartite division

of them proposed by Ikeda Kikan in 1951 and adopted by nearly all scholars since his

time. Part 1 includes “Kiritsubo” fi 4 (chapter 1) to “Fuji no uraba” fEZETE (chapter

33), part 2 “Wakana jo #5 > | (chapter 34) to “Maboroshi” %] (chapter 41), and part

3 “Niou” ‘&) (chapter 42) to “Yume no Ukihashi” % D% 48 (chapter 54).

Table 5 shows the frequency of interior monologue assigned to each character

in Genji to compare the results with those found in the tales previously discussed.

Table 5. The Frequencies of Interior Monologue Assigned to Each Character in

The Tale of Genji

<Male characters>

Part 1 Part 2 Part 3 Total
The length of the Part, lines in SNKBT 13038 5567 8864 27469
The name of the character <Frequency of interior monologue>
1 |Akashi nytdo 12 2 14
2 |Azechi (Kobai) dainagon 15 15
3 |Bungo no suke 6 6
4 |Chijo 14 14
5 [Daibu (Wakagimi) 4 4
6 [Dainaiki 2 2
7 [The Emperor 10 10
8 [Fujitsubo’s brother 1 1
9 |Genji 710 197 907
10 [Hachi no miya 19 19
11 |Higekuro 24 2 1 27
12 |Hotaru hydbu kyo 10 5 15
13 |Hyde no kami 1 1
14 |Kaoru 380 380
15 |Kashiwagi 4 48 52
16 |Kii no Kami 1 1
17 |The Kiritsubo (Emperor) 32 32
18 [Kogimi (Uemon no suke) 11 11
19 [Koremitsu 15 15
20 |Koremitsu’s brothers 4 4
21 |Koremitsu’s sons 1 1
22 [Kurddo no shosho 12 12
23 |The Minister of the Left 11 11
24 |The (new) Minister of the Left 1 1
25 |The Minister of the Right 7 7
26 |Murasaki’s father (Hyobu/Shikibu kyo) 8 2 10
27 |Murasaki’s greatuncle 2 2
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28 |Niou 2 160 162
29 |The priest 1 1
30 |The Prince (The Reizei Emperor) 19 3 9 31
31 [Sakon no chiijo 2 2
32 |Shikibu 1 1
33 |Shosho 6 6
34 |So6zu (The bishop) 17 17
35 |The Suzaku (Emperor) 12 18 30
36 |Taifu no gen 6 6
37 |T6 no Chijo 75 8 83
38 |To no Chiijo’s sons 4 4
39 [To6 no jiji 1 1
40 |Ukifune’s halfbrother (Kogimi) 4 4
41 |Ukifune’s stepfather (Hitachi no kami) 6 6
42 |Yoshikiyo 2 2
43 |Yagiri 70 114 19 203
Retainers 14 14
Peasant 1 1
Servants 1 1
People (The others) 24 8 35 67
Total 1092 410 714 2216
<Female characters>
Part 1 Part 2 Part 3 Total
1 Akashi 43 10 53
2 Akashi amagimi 5 4 9
3 Akashi nydgo (chiigh) 10 5 15
4 | Aoi 5 5
5 (Akikonomu) Saigii 10 1 11
6 Asagao 9 9
7 Daini no kita no kata 4 4
8 Fujitsubo 36 36
9 Fujitsubo’s mother 1 1
10 | Gen no naishi 7 7
11 | Go no miya 1 1
12 | Hachi no miya’s wife 1 1
13 | Hanachirusato 6 6
14 | Higekuro’s wife 6 1 7
15 | Hotaru’s daughter (Miya no onkata) 2 2
16 | Hyobu no kimi 3 3
17 | Kiritsubo 2 2
18 | Kiritsubo’s mother 3 3
19 | Kokiden 8 8
20 | Kokiden (The Reizei Emperor’s wife) 5 1 6
21 | Kumoi no kari 13 17 1 31
22 | Kumoi no kari’s mother 1 1
23 | Makibashira 3 1 4
24 | Murasaki 59 40 99
25 | Murasaki’s grandmother 3 3
26 | Murasaki’s stepmother 3 3
27 | Naka no kimi 132 132
28 | Nokiba no ogi 2 2
29 | Oborozukiyo 5 6 11
30 | Ochiba 43 1 44
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31 | Ochiba’s mother 14 14
32 | Oi kimi 73 73
33 | Oi kimi + Naka no kimi 27 27
34 | Omi no kimi 1 1
35 | Omiya 10 10
36 | Onnna ichi mo miya 2 2
37 | Onna ni no miya’s mother 3 3
38 | Onna san no miya 23 1 24
39 | Rokujo 30 30
40 | Shonagon 10 10
41 | Sozu (The bishop)’s mother 4 4
42 | Sozu (The bishop)’s sister 27 27
43 Suetsumuhana 10 10
44 | Taihu (Tyt) 23 23
45 | Tamakazura 64 3 26 93
46 | Tamakazura’s daughter (Oi kimi) 4 4
47 | Tamakazura’s nurse 8 8
48 | To no naishi 1 2 3
49 | Ukifune 135 135
50 | Ukifune’s mother 58 58
51 | Ukon 22 22
52 | Utsusemi 29 29
53 | Yigao 7 7
Women (Onkatagata) 2 1 3
Gentlewomen 70 28 118 216
Servants 1 1

The narrator 71 19 38 128

Total 602 222 660 1484

With 27,469 lines Genji is 48 times longer than Taketori (592 lines), 32 times longer
than Sumiyoshi (860 lines) and 6 times longer than Ochikubo (4,588 lines). It has 11
times more characters (96) with interior monologue than Taketori (9), 19 times more
than Sumiyoshi (5) and 4 times more than Ochikubo (26). The tale is entirely new not
only in terms of length and number of characters, but also in terms of the ratio of the
frequency of interior monologue to the length of the tale: 3,700/27,469, or 1/7.4. In
other words, a passage of interior monologue appears on average every 7.4 lines
throughout the tale. This marks a further increase over the ratio of 1/23.7 in Taketori,
1/15.4 in Sumiyoshi and 1/11.2 in Ochikubo.

On the basis of the result above, the ratio of frequency of interior monologue
to length in the three parts of Genji is tabulated below for comparison with Suzuki’s

results.
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Table 6. Ratios of the Frequency of Interior Monologue to the Length of Genji

Part 1 Part 2 Part 3 Total

Length in lines 13038 5567 8864 27469
(0

Frequency of interior monologue assigned to 1092 410 714 2216

male characters
Frequency of interior monologue assigned to 602 222 660 1484
female characters

Total frequency of interior monologue 1694 632 1374 3700
@

Ratio of interior monologue to length /7.7 1/8.8 1/6.5 1/7.4

@/

The ratio fluctuates in Genji between 1/7.7 and 1/6.5. The ratio in part 2 is the lowest.
Thus the frequency of interior monologue assigned to characters does not gradually
increase; it decreases in part 2 and then increases sharply in part 3. According to
Suzuki Kazuo the percentage of lines of interior monologue to the total lines of the
three parts of Genji rises from 8.9% in part 1 to 10.8% in part 2 and 14.6% in part 3.
The discrepancy between Suzuki’s results and those presented here could be due to
three possible factors. First, interior monologue passages are longer in part 2 than in
parts 1 and 3; second, part 2 contains more indirect interior monologue and free direct
discourse, which are excluded in this thesis (3.4); and, third, the frequency of interior
monologue assigned to Genji decreases in part 2. It can only be said that the less
frequent interior monologue assigned to characters in part 2 distinguishes part 2 from
the others. This may be a distinctive feature of part 2.%

More interior monologue is attributed to Genji, who appears in parts 1 and 2,
than to any other male character: 907 out of 1484, or 40.9%. The second highest
figure is 380 (17.1%) for Kaoru, who appears mainly in part 3. Readers from the 1™
century to the present have customarily regarded Genji as the main character in parts
1 and 2, and Kaoru as the main character in part 3. Yigiri, Niou, To no Chiijo and
Kashiwagi occupy third, fourth, fifth and sixth place of frequency of interior
monologue. With respect to female characters, Ukifune, who appears in only part 3

has the most interior monologue: 135 (9.1%). Naka no kimi, another character in part

22 Suzuki 1978, P. 173.

2 Subsection 4.2.2 will discuss the issue.
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3, comes in second place with 132 (8.9%). Murasaki, who appears in parts 1 and 2,
comes next with 99 (6.7%). In general, female characters have lower frequency of
interior monologue than male characters, although at the same time more female than
male characters are assigned interior monologue.

There are 318 interior monologue passages assigned to people who serve
other characters, including named or unnamed gentlemen and gentlewomen.?* This
compares with 113 such passages in Ochikubo. However, the ratio between the
frequency of interior monologue assigned to gentlemen and gentlewomen and the
length in the case of Ochikubo actually drops in Genji: 113/4588 (1/40.6) as
compared with 318/27469 (1/86.4). This confirms the particularly important role
played in Ochikubo by Tachiwaki and Akogi.

Finally, it is noteworthy that the ratio of frequency of the narrator’s interior
monologue to length increases significantly from 11/4588 (1/417) in Ochikubo to
128/27468 (1/214) in Genji. Of course, the role of the narrator is far more complex in

the latter work.

4.1.5 A Quantitative Analysis of Interior Monologue Assigned to Each
Character in Sagoromo monogatari
According to Komachiya Teruhiko /NAT#HZ and Gotd Shoko 1% {1, the
author of Sagoromo monogatari is Rokujdo no Saiin Senji SNSTE[IEE F, a
gentlewoman who served the Kamo priestess, Princess Rokujo Baishi.”> Mitani Eiichi
— 45— and Sekine Yoshiko BIHREE - date the tale to between 1069 and 1077.%
Sagoromo, the hero, is a son of the Horikawa Minister and a nephew of the
emperor. He is so handsome and gifted that his mother at first fears his early death;

and indeed, he is almost snatched up into the heavens by a celestial being. In secret he

? The named gentlemen/gentlewomen are Dainaiki, Koremitsu, Yoshikiyo, Shonagon, Taifu and Ukon.
> K omachiya and Gotd 1999, pp. 309-313.
* Ibid.
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loves his cousin, Genji no miya, who was adopted into his family after the death of
her parents. He has no wish to marry anyone else and constantly thinks of renouncing
the world for love of her. His longing for her provides the framework for the entire
story, but he is also involved with other women, Asukai, Onna ni nomiya, Ippon no
miya and the sister of Saishd Chijjo.

Sagoromo happens to save Asukai from being kidnapped by a priest. He then
begins visiting her without revealing his identity. She becomes pregnant. Then, afraid
of being abandoned, she hides. When her guardian, her former nurse, forces her to
marry a man appointed to Kytshd, she reluctantly accompanies him but throws
herself into the sea on the way there. Accidentally, her brother discovers her
circumstances and saves her.?’ However, she dies in childbirth, and the daughter is
adopted by Ippon no miya.

Sagoromo observes Onna ni no miya, the emperor’s second daughter, at the
palace and visits her secretly, rejecting at the same time the emperor’s invitation to
marry her. Onna ni no miya also becomes pregnant, but her mother, the empress,
presents the newborn boy to the emperor as her own son by the emperor himself.
Onna ni no miya becomes a nun. With the change of reign, Genji no miya is
appointed as priestess at the Kamo shrine, which removes her even further from
Sagoromo than before.

Recognising that the daughter adopted by Ippon no miya is his, Sagoromo
prowls around Ippon no miya’s house. The emperor assumes when he hears of this
that Sagoromo is courting her, and he approves their marriage. Unwillingly,
Sagoromo marries her.

Seeing a resemblance between Genji no miya and Saishdo Chiijo’s sister,
Sagoromo takes the latter home as his wife. Meanwhile the emperor becomes ill and
abdicates, appointing Sagoromo as his successor. Sagoromo enters the palace with
Fujitsubo (Saisho Chiijo’s sister), but Ippon no miya refuses to move to the palace

and becomes a nun. Eventually she dies. The story ends with an account of

%7 The passage about her brother saving her is not in the SNKBZ or Koten Bunko texts.
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Sagoromo’s state of mind. Even after ascending the throne he remains lost in deep
melancholy.

Remarking that Sagoromo’s hopeless love for Genji no miya provides the
main theme of the tale,”® Suzuki Kazuo notes that the tale consists of five
independent stories that evoke the relationships between Sagoromo and Genji no
miya, Onna ni no miya, Asukai, Saishd Chiijo’s sister, and Ippon no miya.”’

Table 7 shows the frequency of interior monologue assigned to each character

in Sagoromo.

Table 7. Frequency of Interior Monologue in Sagoromo

<Male characters>

Chapter 1|Chapter 2|Chapter 3|Chapter 4| Total
The length of the Part, lines in NKBT 1400 1528 1931 2018 6877
The name of the character <Frequency of interior monologue>

1 [Asukai’s brother 1 1 2
2 |Gon Dainagon 1 1
3 |Horikawadono (Sagoromo’s father) 7 6 15 17 45
4 |Imahimegimi’s husband (Dainagon) 1 1
5 |Katsura 1 1
6  [Michinari (Shikibutayii) 6 1 1 8
7  |Michisue 1 1
8 |Minister of the Right 2 2
9 [Monk 2 2
10 |A monk’s residential 1 1
11 |(Shintd) Priest 1 1
12 |Prince (Goichijo Emperor) 1 6 6 13
13 |Prince 2 2
14 [Saga (Retired) Emperor 10 16 3 6 35
15 |Sagoromo 107 142 169 146 564
16 [Saisho Chiijo (Miya no Chijo) 3 10 13
17 |The late Shikibu 1 1
18 |Wakamiya (Hidden Sogoromo’s son) 2 2 4
19 |Peasant 1 1
Coach boy 1 1
People 3 3 10 16
Total 134 170 204 207 715

28 Suzuki 1989, pp.218-223.
® Ibid., p.231.
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The name of the character Chapter 1|Chapter 2|Chapter 3|Chapter 4| Total

1 |Asukai 59 2 61
2 |Asukai’s daughter 1 3

3 |Asukai’s nurse 7 7
4 |Ben no menoto (Fujitsubo’s nurse) 5 5
5 |Chugi 1 1
6  [Chunagon no suke 31 11 42
7 |Genji no miya 7 11 7 10 35
8 |Genji no miya’s nurse 1 1
9 |Horikawa no ue (Sagoromo’s mother) 5 1 9 3 18
10 [Imahimegimi 2 4 6
11 |Imahimegimi’s surrogate mother 1 1
12 |Ippon no miya 15 13 28
13 [Nyoin (Goichijo emperor’s mother) 9 9
14 |Omiya (Onna ni no miya’s mother) 27 27
15 |Onna ichi no miya 6 2 8
16 [Onna ni no miya 23 16 1 40
17 [Onna ni no miya’s nurse 2 2
18 |Princess’s nurse 1 1
19 |Saishd Chiijo’s mother 24 24
20 |Saisho Chiijo’s sister (Fujitsubo) 12 12
21 |Tdinno ue 2 8 10
22 |Tokiwa no ama 2 2
Women (Onna) 1 2 3
Gentlewomen 5 6 6 10 27
The narrator 8 13 30 22 73
Total 97 115 125 110 447

The ratio of frequency of interior monologue to length in Taketori (mid-10" century),

Sumiyoshi (late 10™ century), Ochikubo (late 10™ century), Genji (early 11" century)

and Sagoromo (mid-11"™ century) tends to increase with time.*® This is statistically

30 Ratios of frequency of interior monologue to length are tabulated as follows.

Taketori Sumiyoshi Ochikubo Genji Sagoromo
(mid-10"c.) |(late 10" c.) |(late 10™c.) [(early 11" c.) [(mid-11"c.)
Length of the tale in lines 592 860 4588 27469 6877
)]
Frequency of interior monologue 19 40 161 2216 715
assigned to male characters
Frequency of interior monologue 6 16 247 1484 447
assigned to female characters
Total frequency of interior monologue 25 56 408 3700 1162
@
Ratio of frequency of interior 1/23.7 1/15.4 1/11.2 1/7.4 1/5.9
monologue tolength (2) / (1)
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demonstrated, also. The frequency of interior monologue in a part of a tale is related
to the period by fitting a generalised linear model with a logarithmic link, and
variance assumed proportional to the mean.”' The four periods (mid-10" century, late
10" century, early 11" century and mid 11the century) are numbered 1 to 4, and the
linear effect of time is very highly significant.*® In the mid 10" century the frequency
of interior monologue for a 1500 line part of a tale would be expected to be about 101,
with a 95% confidence interval (73, 129). By the mid-11" century the expected
number is 270, and the 95% confidence interval is (234, 306).

Throughout the work, Sagoromo has far more interior monologue than any
other male character: 107 out of 134 (79.9%) in chapter 1, 142 out of 170 (83.5%) in
chapter 2, 169 out of 204 (82.8%) in chapter 3, and 146 out of 207 (70.5%) in chapter
4. His father comes far behind him in this regard, with only 45 (6,3%), and the
emperor follows with 35 (4.9%). Sagoromo, the central male character is also the
protagonist in the tale.

Among the female characters, Asukai has the highest frequency of interior
monologue in chapter 1: 59 out of 97 (60.6%). She can therefore be regarded as the
central female character in this chapter.” In chapter 2 Chiinagon no suke, a sister of
Sagoromo’s nurse, has more interior monologue than Onna ni no miya’s mother and
Onna ni no miya herself; the figures are 31, 27 and 23, respectively. She, who acts as
a mediator between Sagoromo and Onna ni no miya, needs therefore to be focussed
on as one of the central female characters in this chapter. In chapter 3 Onna ni no

miya and Ippon no miya are equally central female characters, since the frequency of

3! McCullagh and Nelder 1989.
32 Precise prediction is as follows:

1 101.17

2 140.32
3 194.62
4 269.92

33 Donald Keene praises the first book (Chapter 1) as a carefully constructed and organised plot. (Keene 1993,
pp.527-529.)
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interior monologue in both cases is almost identical: 16 and 15. In chapter 4 Saisho
Chiijo’s mother has more frequent monologue than any other, and this identifies her
as the central female character in this final chapter.

In none of the four chapters does Genji no miya have the highest frequency of
interior monologue but her total frequency of interior monologue is higher than Ippon
no miya and Saishdo Chujo’s mother’s: 35 as compared with 28 and 24. Her figure is
the fourth highest in the tale. Therefore she should be regarded as one of the central
female characters in the tale.** Her characterisation and the circumstances of interior
monologue resemble those associated with Fujitsubo in Genyi.

Additionally, the frequency of interior monologue assigned to those male
protagonists who are also identified as the central male characters in the four tales are
analysed to consider the difference and similarity among them. Table 12 shows
percentages of protagonists’ interior monologue in total frequency, as well as the ratio
of frequency to length in their respective tales. Table 8 excludes Taketori monogatari,
because it is not certain who is the male protagonist. Genji monogatari is divided into

two because of two protagonists, Genji in parts 1 and 2, and Kaoru in part 3.

3* Handa Hisako % H /% F points out that Sagoromo consists of three independent short tales, namely, the tale of
Genji no miya, that of Asukai and that of Onna ni no miya. She regards Genji no miya as a more important main

female character than the others. (Handa 1980, p.44.)
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Table 8. Frequency of Interior Monologue Assigned to Protagonists in Four

Tales
Sumiyoshi | Ochikubo [Genji in parts| Genji in part [ Sagoromo
(Shashd) | (Michiyori) | 1and2 3 (Sagoromo)
(Genji) (Kaoru)
Length of the tale in lines 860 4588 18605 8864 6877
@
Total frequency of interior monologue 56 408 2326 1347 1162
assigned to characters (2)
Frequency of interior monologue 32 73 909 380 564
assigned to the protagonist (3)
Percentage of the protagonist’s 57.1% 17.9% 39.1% 28.2% 48.5%
frequency of interior monologue in the
total (3)/ (2)
Ratio of the protagonist’s frequency of 1/26.9 1/62.8 1/20.5 1/23.3 1/12.2
interior monologue to length (3) / (1)

Sagoromo has 48.5 percent of total interior monologue passages in Sagoromo. This
proportion is similar to Shoshd’s in Sumiyoshi. Since they have nearly or over a half
of the total, their thoughts are more often presented from their viewpoint than is the
case with other characters. Further, Sagoromo has a higher ratio of frequency of
interior monologue to length than do those other protagonists. This means that an
interior monologue passage appears on average every 12.2 lines. In comparison to
Sagoromo, Michiyori has the lowest (1/62.8) and fewer than 20 percent of the total
frequency of interior monologue in Ochikubo. In terms of these proportions, Genji
and Kaoru are placed between Sagoromo and Michiyori.

The content of interior monologue passages assigned to the protagonists is
analysed and divided into two categories: (1) topics when the protagonists think about
their own matters and (2) those when they think about other characters, circumstances
and incidents. A subject or a topic of the predicate including a verb, an adjective, a
noun and a postpositional particle at the end of an interior monologue passage
indicates a category.®® It sometimes appears without a predicate part.*® The results are

tabulated in Table 9.

PEICBLFIFLL, ROSORETEDLIER, L BIEXE 5, (NKBZ 1: 119-120) (SNKBT 1: 23)
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Table 9. Content of Interior Monologue Passages Assigned to the Protagonists

Sumiyoshi | Ochikubo |Genji in parts| Genji in part [ Sagoromo
(Shoshd) | (Michiyori) | 1and2 3 (Sagoromo)
(Genji) (Kaoru)
Frequency of interior monologue 32 73 909 380 564
assigned to the protagonist

Percentage of topics concerning the 46.9% 32.9% 31.8% 37.1% 45.2%
protagonist’s own matters (15) (24) (289) (141) (255)
Percentage of topics concerning other 53.1% 67.1% 68.2% 62.9% 54.8%
characters, circumstances and incidents (17) (49) (620) (239) (309)

The proportion of the contents of interior monologue assigned to Sagoromo is similar
to that assigned to Shosho in Sumiyoshi: 45.2% : 54.8% as compared with 46.9% :
53.1%. On the other hand, Michiyori, Genji and Kaoru resemble each other in their
proportions. Interior monologue passages assigned to Michiyori, Genji and Kaoru
show more topics concerning other characters, circumstances and incidents than those

concerning their own matters.

----he wanted always to be with her so as to contemplate her to his heart’s content. (T: 14)
(The subject of the predicate verb mitatematsuru is Genji)

LEBEOHOY F5, Z<CORLEBOEZ X T, (NKBZ 1: 125) (SNKBT 1: 27)

----he saw only Fujitsubo’s peerless beauty. (T: 17)

(The topic of the predicate adjective taguinashi is Fujitsubo)

SR NEZZRD, PUD AR bBIFILIT DR, KEBEOE, W Ea LTI LINnT
DANE TR E, (NKBZ 1: 125) (SNKBT 1: 27)

Ah, he thought, she is the kind of woman I want to marry; there is no one like her! His Excellency’s daughter was
no doubt very pretty and well brought up, (T: 17)
(The subject of the part of predicate noun #ito is Aoi)

T, Lol BSIIEIIRETRSHEZ ) & B1TEFT L, (NKBZ 1: 137) (SNKBT 1: 38)

---- Genji thought, it is rare enough to find anyone like that among the highborn! (T: 24)
(The subject of the predicate including the postpositional particle o is a desirable woman)

BEINFELEZ LB ZE, LETIT, (NKBZ 1: 198) (SNKBT 1: 89)

----and Genyji, fearing disaster, followed. (T: 50)
(The topic, being defeated or disaster (okogamashiki koto) appears without a predicate part.)
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4.2 A Quantitative Analysis of Interior Monologue Assigned to Each
Character in Parts 1-3 of The Tale of Genji

Interior monologue as a narrative technique developed over a period of a hundred
years, from Taketori monogatari to Sagoromo monogatari. Especially in the later
tales, the quantity of interior monologue assigned to each character can be used to
identify central characters in chapters, sections and parts. This section aims to
identify central characters in parts 1-3 of Genji in the same way. Doing so will help to

establish the basis for discussing significant insights into overall character in the tale.

4.2.1 A Quantitative Analysis of Interior Monologue in Part 1

Part 1 (chapters 1-33) of the tale ranges in time from Genji’s birth to his 39" year. It
begins with the love between Genji’s parents, the Kiritsubo Emperor and Kiritsubo
no koi, and ends with Genji’s glorious rise to become jun daijo tenné (Honorary
Retired Emperor). Part 1 is the story of the fulfilment of the prophecy that Genji will
rise to extraordinarily high office and that he will have three children, two of whom
will become emperor and empress, and the third chancellor.”” However, the tale,
which has meanings related to imperial authority, political power, or social

circumstances, is presented in terms of relations between men and women. For

37 The prophecy appears twice in part 1 of the tale, namely in chapters 1 and 14, as follows:

MAEEXT, DELLZMEZHOLS, HOH LR T, FED LREMIIOIE DX

BIZLETAD, Z2REICTANT, fLNESDZe0bbly, BIERTONTEH &R T,
RO TZEEIHS 27 ICTRAUL, EFOHESSL] & 55, (NKBZ 1: 115-116) (SNKBT I:

20)

The astonished physiognomist nodded his head again and again in perplexity. “He has the signs of one

destined to become the father of his people and to achieve the Sovereign’s supreme eminence,” he said,

“and yet when I see him so, I fear disorder and suffering. But when I see him as the future pillar of the

court and the support of all the realm, there again appears to be a mismatch.” (T: 13) (Chapter 1

“Kiritsubo”)

BRI T =N, W, BT TAEENRTZESIL, FOH VX, KEKEID TN % i
L), BBl LD e, SLTHRSARDY, (NKBZ 2: 275) (SNKBT 2: 100-101)

An astrologer had foretold to Genji that he would have three children, of whom one would be Emperor
and another Empress, while the third and least among them would reach the highest civil rank of
Chancellor. (T: 283) (Chapter 14 “Miotsukushi”)
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example, the story of Genji and Fujitsubo not only embodies the process of gaining
imperial power but is also a moving love story.

Part 1 can be divided into four sections, according to the unfolding of the plot
and to Genji’s age:*® Section 1 (chapters 1-8) covers the period of Genji’s youth,
from his birth to his 20" year. It is set in the reign of the Kiritsubo Emperor. The
‘rating women on a rainy night’ conversation in chapter 2 stimulates Genji’s interest
in middle-class women. Hence, section 1 treats Genji’s relationships with women of
middle rank as well as with highborn ladies. Section 2 (chapters 9-13) covers Genji’s
22" to 28" years, during the reign of the Suzaku Emperor. After his father abdicates
and dies, Genji meets with adversity; his wife dies and he goes into exile. This period
can therefore be called ‘Genji’s dark days.” Section 3 (chapters 14-20) ranges in time
from Genji’s 28" to 32" years, under the reign of the Reizei Emperor, who is actually
his and Fujitsubo’s son. After returning from exile Genji virtually seizes power and is
appointed Palace Minister. This period sees ‘a rise in Genji’s status.” Section 4
(chapters 21-33) begins with the account of the coming-of-age of his son Ytgiri and
ends with that of Genji’s ascent to jun daijo tenné. It covers his 33" to 39" years,
under the reign of the Reizei Emperor. Genji appears as a man no longer young and
heedlessly passionate but middle-aged and introspective. This period can be named
‘the time of Genji’s life when he is no longer young but not yet old.’

Quantitative analysis of interior monologue can be used to identify central
characters in chapters, sections, or parts of the work. Hence, table 10 shows the
frequency assigned to each character in every chapter of part 1. The highest
frequency in each chapter is highlighted in the table for both male and female
characters (except when the figure is two or less.) The bold lines between chapters 8
and 9, 13 and 14, 20 and 21 stand for the four sections just described. The total
frequency of interior monologue assigned to each character in part 1 is in the far right

column in the table.

3% Matsushita 2001, pp.33-37.
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Table 10. The Frequencies of Interior Monologue Assigned to Each Character in Part 1 of The Tale of Genji

<Male Characters>

Chapter 4

11231456789 [10]11[12]1314[15]16([17]|18[19]20]21|22[23|24[25(26]27(28]29(30]31]|32]33] Total

Akashi nytido 9 3 12
Bungo no suke 6 6
Dainaiki 2 2
Genji 7| 28| 19| 73| 35| 52| 37| 12§ 61| 41| 6| 50| SO0} 37| 7 1| 19 14| 23| 21§ 11| 12| 18] 11| 11| 6 4 11 4| 14 6] 8| 710
Higekuro 2| 22 24
Hotaru hyobu kyo 4 11 1] 4 10
Hyobukyo 1] 1 2 2 1 1 2 10
Hyoe no kami 1 1
Kashiwagi 1] 1 2 4
Kii no Kami 1 1
The Kiritsubo Emperor | 19 3 8 1] 1 32
Kogimi 5| 4 2 11
Koremitsu 8 1 1 2| 2 15
Koremitsu’s brothers 4 4
Koremitsu’s sons 1 1
The Minister of the Left 1 2 6 2 11
The (new) M of the Left 1 1
The Minister of the Right 1 1 1 4 7
Murasaki’s greatuncle 1 1 2
The priest 1 1
The Prince (Reizei) 6 2 6 1 4 19
The Suzaku (Emperor) 1 3 21 1§ 3 3 12
Taifu no gen 6 6
To no Chiijo 4 6] 8 1 2 2 1 1 3 10 2l 9 13 2| 4 3] 4 75
TG no Chiijo’s sons 1 1 1 1 4
Yoshikiyo 2) 2
Yiigiri 24 4 22| 31 5[ 2| 2 8 70
Retainers 1 1 1 8 1 1 1 14
Peasant 1 1
People 1 1 31 2 2 | 2 1 2] 4 1] 1 1] 1 1 24

Total 30( 40| 23| 87| 42 59| 58| 144 75| 62 7| 63 63} 44| 12| 3| 29| 18] 32| 21} 55 24| 19| 13| 22| 16| 1] 26| 29| 17 49| 17[ 22| 1092
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<Female characters>

Chapter 4

1

10

11

12]13]14

15

16

17

18

19

20

21

22

23

24

25

26

27

28

29

30

31

32

33

Akashi

W

14

N
(O8]

Akashi amagimi

Aoi

(Akikonomu) Saigii

Asagao

Daini no kita no kata

Fujitsubo

16

Fujitsubo’s mother

Gen no naishi

Go no miya

Hanachirusato

Higekuro’s wife

Hy®obu no kimi

Kiritsubo koi

Kiritsubo ko6i’s mother

W

Kokiden

Kokiden (Reizei’s wife)

Kumoi no kari

K no kari’s mother

Makibashira

Murasaki

M’s grandmother

Murasaki’s stepmother

Nokiba no ogi

Oborozukiyo

N[ |W|W|O|W|[—= W[N] |W|N|W|IN|[DN[=|Q]|— || |O[D]|n|n

Omi no kimi

—_

Omiya

—
(=]

Rokujo

11

W
(=}

Shonagon

—_
(=]

Suetsumuhana

—_
(=]

Taifu (Tayi)

23

N
%%}

Tamakazura

11

16

Tamakazura’s nurse

N
0 | B

T6 no naishi

Ukon

15

22
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Utsusemi 15] 6] 4 1 29
Yigao 7 7
Women (Onkatagata) 1 1 2
Gentlewomen 1] 2 4 6] 3] 4 4 2 70 20 4 2 1] 2 6 I 4] 1 10 2 70
Servants 1 1
The narrator 21 2| 2] 2] 3] 11] 4 5 3 4 5[ 1 3 2 20 3] 1] 51 1] 1] 1 1 1 1] 5 71
Total 131 19] 9] 24| 38| 42| 30 33] 34 21] 15§ 27] 14 5[ 13] 24] 19] 26| 35| 12] 19] 11] 10 14 37| 10] 21] 602
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The central male and female characters can be identified by the highest
frequency of interior monologue in each chapter. For ease of recognition, table 11

shows the names of the central characters in each chapter on the basis of table 10.

Table 11. The List of Names of the Central Characters in Each Chapter of Part

1

Chapter Central male character Central female character
1 “Kiritsubo” The Kiritsubo Emperor Kiritsubo koi’s mother
2 “Hahakigi” Genji Utsusemi
3 “Utsusemi” Genji Utsusemi
Sec. | 4 “Yiigao” Genji Yiigao
1 5 “Wakamurasaki” Genji Murasaki
6 “Suetsumuhana” Genji Taifu (Tayi)
7 “Momiji no ga” Genji Fujitsubo
8 “Hana no en” Genji Oborozukiyo
9 “Aoi” Genji Rokujo
10 “Sakaki” Genji Fujitsubo
Sec. | 11 “Hanachirusato” Genji | e
2 12 “Suma” Genji Fujitsubo
Hanachirusato
Murasaki
13 “Akashi” Genji Akashi
14 “Miotsukushi” Genji Akashi
15 “Yomogyu” Genji Suetsumuhana
Sec. | 16“Sekiya> | Utsusemi
3 17 “E awase” Genpjii | e
18 “Matsukaze” Genji Akashi
19 “Usugumo” Genji Akashi
20 “Asagao” Genji Murasaki
21 “Otome” Yigiri Omiya
22 “Tamakazura” Genji Ukon
23 “Hatsune” Genji | e
24 “Kocho” Genji Tamakazura
25 “Hotaru” Genji Tamakazura
26 “Tokonatsu” T4 no Chiijjo Tamakazura
Sec. [27 “Kagaribi” | Tamakazura
4 28 “Nowaki” Yugiri Tamakazura
29 “Miyuki” T4 no Chijjo Tamakazura
30 “Fujibakama” Yugiri Tamakazura
31 “Makibashira” Higekuro Tamakazura
32 “Ume ga e” Genji Kumoi no kari
33 “Fuji no uraba” Genji Kumoi no kari
Yagiri Murasaki

Genji is the central male character in 24 chapters, Yigiri in four, T6 no Chijjd in two,
and the Kiritsubo Emperor and Higekuro in one chapter each. Section 4 is slightly

different from the other three, for in 6 out of 12 chapters Genji yields his status as the
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central character to others. His frequency of interior monologue is 117 out of 310 or
37.7% in section 4 as compared with 263 out of 353 (74.5%) in section 1, 208 out of
270 (77.0%) in section 2 and 122 out of 159 (76.7%) in section 3. Genji no longer
maintains his exclusive high frequency in section 4.

Meanwhile, 16 female characters occupy the status of central character. The
female characters are scattered over 12 characters in sections 1-3; on the other hand
Tamakazura appears in eight out of 13 chapters in section 4, namely from chapters 24
to 31. Ukon has the highest in chapter 22. She is a gentlewoman serving Yigao
(Tamakazura’s deceased mother) and makes an effort to let Tamakazura see Genji.
The story of the relationship between Genji and Tamakazura begins in chapter 22.
Chapters 22-31 are customarily called Tamakazura jijo (the ten Tamakazura
chapters). Section 4, including the ten Tamakazura chapters, also differs from the
other three in terms of the central female characters.

Five of the central female characters have no sexual relationship with Genji,*
but the rest are deeply involved with him. Taifu, a daughter of Genji’s nurse, is a very
susceptible and sharp-witted young woman and acts as an intermediary between
Suetsumuhana and Genji. She plays an important role in the relationship between
Genji and Suetsumuhana in chapter 6. This is reflected in the result that Taifu has the
highest frequency of interior monologue in chapter 6.

When part 1 of the tale is divided into four sections, four pairs of central
characters can be identified. Genji can be regarded as both a central and the main
male character in all four parts, thanks to frequency of interior monologue: 263 out of
353 (74.5%), 208 out of 270 (77.0%), 122 out of 159 (76.7%) and 117 out of 310
(37.7%). The central female character in section 1 can be identified as Utsusemi (25
out of 182 [13.7%]); in section 2 as Rokujo (27 out of 103 [26.2%]); in section 3 as
Akashi (24 out of 106 [22.6%]); and in section 4 as Tamakazura (64 out of 211

[30.3%]). A higher frequency of interior monologue means that more thoughts and

3% The names of the five characters are Kiritsubo koi’s mother (Genji’s maternal grandmother), Taifu, Omiya
(Genji’s mother-in-law), Ukon (a gentlewoman of Genji and the late Yigao) and Kumoi no kari (a lover of

Genji’s son Yugiri).
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feelings are presented from the character’s own viewpoint. The stories of Genji and
Utsusemi, Rokujo, Akashi, and Tamakazura represent the four periods of Genji’s
youth, his dark days, his rise in status and his middle age.*

As for the quantitative analysis of interior monologue in part 1 as a whole, the
far right columns for both male and female characters in table 14 need to be focussed
on. With respect to the central male character, Genji has the highest frequency: 710
out of 1092, or 65%. The second highest frequency is only 75 (6.9%) for T6 no Chjo,
and the third 70 (6.4%) for Yugiri. These figures serve to confirm Genji as the central
male character.

In contrast, the frequency of interior monologue assigned to female characters
indicates not a single central female character but several. Furthermore, Utsusemi, the
central female character in section 1, has the sixth highest frequency of interior
monologue in part 1. If the central female characters in part 1 are selected according
to quantity of interior monologue, Utsusemi should be included. Hence, the relevant
number of central female characters in part 1 is six. Thus the six central female
characters can be identified as Tamakazura (64, or 10.6%), Murasaki (59, 9.8%),
Akashi (43, 7.1%), Fujitsubo (36, 6.0%), Rokujd (30, 5.0%) and Utsusemi (29, 4.8%).
Murasaki and Fujitsubo are different from the other four. While they do not occupy
the position of central character in all four sections, they seem to carry the plot, which
is related to part 1 as a whole. Takahashi Toru argues that the overall plot of part 1 of
the tale is based on ‘the story of Fujitsubo,” more precisely the story that the secret
son of Genji and Fujitsubo ascends the throne as the Reizei Emperor.*' Suzuki Kazuo
points out that the plot of the ‘Murasaki line’ in part 1 is based on ‘the story of
murasaki no yukari’. The purple connection (murasaki no yukari) flows from Genji’s

deceased mother to Fujitsubo through to Murasaki.*

0" Characterisation of the cental characters and their stories in respective four sections are argued in my M.A.
thesis. (Matsushita 2001)

1 Takahashi 1982, p.155.

2 Suzuki 1989, p.81.
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Characterisation of all these central characters in part 1 will be discussed in

chapter 5, focussing on interior monologue.

4.2.2 A Quantitative Analysis of Interior Monologue in Part 2

Part 2 of the tale (chapters 34-41) extends from Genji’s 39" to his 52" year, during
the reign of the Reizei Emperor and the Emperor whose father is the retired Suzaku
Emperor. This period can be named that of ‘Genji’s senescence.’

Part 2 begins with the story of the retired Suzaku Emperor and his favourite
daughter Onna san no miya (the Third Princess). He is worried about her future and
wants to select a son-in-law before becoming a monk and retiring from the world. He
decides to marry her to Genji. The marriage affects many people, especially Murasaki
and Kashiwagi. Although Murasaki has held the position of Genji’s wife, she is now
threatened. Kashiwagi falls in love with Onna san no miya and has an affair with her.
The secret comes to light and he falls ill. After Onna san no miya bears him Kaoru,
who is officially Genji’s son, she becomes a nun and Kashiwagi suffers from sin and
dies. Yugiri, a friend of Kashiwagi, takes care of Kashiwagi’s widow Ochiba, and
after a while he begins to court her, despite his devotion to his wife Kumoi no kari.
After the story of Yiigiri and Ochiba, part 2 concludes with Murasaki’s death and
Genji’s preparation to renounce the world.

Table 12 shows the frequency of interior monologue assigned to each

character in every chapter of part 2.
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Table 12. Frequency of Interior Monologue Assigned to Each Character in Part
2

<Male characters>

34 35 36 37 38 39 40 41 | Total

Akashi nytido 2 2
Genji 36 59 24 11 7 5 14 411 197
Higekuro 2 2
Hotaru hyobukyo 4 1 5
Kashiwagi 7 35 6 48
Murasaki’s father (Shikibu kyd) 2 2
Niou 2 2
The Reizei Emperor 2 1 3
Suzaku 5 3 6 2 2 18
T6 no Chijjo (The retired Minister) 4 1 3 8
Yigiri 14 8 11 15 57 6 3| 114
Servants 1 1
People 1 1 1 8

Total 71 115 51 28 9 66 23 47] 410

<Female characters>

34 35 36 37 38 39 40 41 | Total

Akashi 10 10
Akashi amagimi 1 3 4
Akashi nydgo 5 3 2 10
Akikonomu 1 1
Higekuro’s wife 1 1
Kumoi no kari 17 17
Murasaki 18 10 2 7 3 40
Oborozukiyo 4 2 6
Ochiba 1 1 1 40 43
Ochiba’s mother 2 12 14
Onna san no miya 2 14 5 2 23
Tamakazura 3 3
TG no naishi 2 2
Women (Onkatagata) 1 1
Gentlewomen 5 7 3 9 3 1 28
The narrator 5 6 2 3 2 1 19

Total 51 50 13 1 3 85 14 51 222

The highest frequency of interior monologue among all male characters is assigned to
Genyji: 197 out of 410, or 48%. This is far less than his percentage in part 1 (65%), but
slightly higher than that in section 4 of part 1 (37.7%). Yugiri has the second highest
(114, or 27.8%) and Kashiwagi the third is (48, or 6.9%). These results are related to

Yiigiri’s position as a central character in chapters 37 and 39, and to Kashiwagi’s
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important role in chapter 35. Therefore, the central male characters in part 2 can be
identified not only as Genji but also as Yugiri and Kashiwagi, even though Genji is
the main character in part 2.

With respect to female characters, surprisingly, Ochiba has a higher frequency
of interior monologue than Murasaki. However, Ochiba’s frequency exceeds
Murasaki’s by only three 43 to 40. The third highest frequency is 23 for Onna san no
miya, and the fourth 17 for Kumoi no kari. These four female characters can be
regarded as the central ones.

The story in part 2 is constructed according to the triangular relationships
between Genji, Murasaki and Onna san no miya; Onna san no miya, Genji and
Kashiwagi; Kashiwagi, Ochiba and Ytgiri; and Yugiri, Ochiba and Kumoi no kari.
Nomura claims that the plot of part 2 is carried by the retired Suzaku Emperor and
Onna san no miya, but that the theme of part 2 is conveyed by Genji and Murasaki.*
Characterisation of all the relationships between man and woman in the triangular

relationships woven by central characters in part 2 will be discussed in chapter 6.

4.2.3 A Quantitative Analysis of Interior Monologue in Part 3

Part 3 consists of 13 chapters, from “Niou no miya” (chapter 42) to “Yume no
ukihashi” (chapter 54). These range in time from Kaoru’s 14™ year to his 27" or 28"
years.**

It begins with an account of Genji’s descendants, Niou and Kaoru who are
famous for their beauty in chapter 42.* Niou, the third prince of the Emperor and the
Akashi Empress, is Genji’s grandson. Kaoru is officially the son of Genji and Onna

san no miya. Accounts of the descendants of To no Chujo and those of the late

Higekuro and Tamakazura are presented in chapters 43 and 44. The narrative setting

* Nomura 1978, pp.53-54.
* The ages of Kaoru derive from Genji monogatari jiten. (Mitani Eiichi 1973.)
4 Their names are derived from their smell. Kaoru has ‘an otherworldly fragrance’ (T: 788) by nature; on the

other hand Niou always wears perfumed clothes entering into rivalry with Kaoru.
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changes from the capital to peripheral areas; Uji in chapters 45-48 and 51-52, Hitachi
in chapter 50 and Ono in chapters 53-54; however, chapter 49 is set entirely in the
capital. These chapters are generally called the ten Uji chapters in association with
the name of the place. Hachi no miya lives at Uji with his daughters, princesses Oi
kimi and Naka no kimi. He is the eighth prince of the Kiritsubo Emperor, hence a
younger brother of Genji, and he is an exceptionally devout Buddhist layman. Kaoru
is interested in his religious life and often visits him. The story of the Uji chapters
begins with the religious relationship between Hachi no miya and Kaoru, who
suspects the secret of his birth, and ends with the religious life of Ukifune. Ukifune is
the illegitimate half sister of Oi kimi and Naka no kimi. Her father, Hachi no miya,
refused to recognise her as his daughter because of the low rank of her mother. She is
loved by Kaoru and Niou, and troubled about the relationship between Kaoru, Niou
and Naka no kimi, whose husband is Niou. She goes missing but is found by Yogawa
no sozu (the bishop). She then becomes a nun.

Table 13 shows the frequency of interior monologue assigned to each

character in part 3.

Table 13. Frequency of Interior Monologue Assigned to Each Character in Part
3

<Male characters>

42 | 43 | 44 | 45 | 46 [ 47 [ 48 | 49 | 50 | 51 | 52 | 53 | 54 |Total
Azechi (Kobai) dainagon 12 1 2 15
Chijo 14 14
Daibu (Wakagimi) 4 4
The Emperor 2 7 1 10
Hachi no miya 11 8 19
Higekuro 1 1
Kaoru 10 14] 29| 30) 73| 15| 76| 13) 21f 76] 15 8| 380
Kurddo no shosho 12 12
Niou 1 3 3 121 39 3[ 28 6| 48 17 160
Reizei 1 6 2 9
Sakon no chiijo 2 2
Shosho 6 6
Sozu (The bishop) 10 71 17
T4 no jid 1 1
Ukifune’s halfbrother 4 4
(Kogimi)
Ukifune’s stepfather 4 2 6
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(Hitachi no kami)

Yigiri

=)

%3]

19

The others

Ju—

35

Total

20

19

43

46

52

119

22

121

77

101

44

19

714

<Female characters>

42

43

44

45

46

47

48

49

50

51

52

53

54

Total

Akashi chugt

Hachi no miya’s wife

Hotaru’s daughter (Miya no
onkata)

=

Kokiden nydgo

Kumoi no kari

Makibashira

Naka no kimi

28

19

14

132

Ochiba

Oi kimi

67

73

Princesses (Oi kimi + Naka
no kimi)

27

Onna ichi no miya

Onna ni no miya’s mother

Onna san no miya

Sozu (The bishop)’s mother

So6zu(The bishop)’s sister

23

N EN S S

Tamakazura

26

Tamakazura’s daughter (Oi
kimi)

N

Ukifune

15

53

62

135

Ukifune’s mother (Chiijo no
kimi)

48

58

Gentlewomen

19

22

18

28

11

118

The narrator

N

N

38

Total

32

132

27

76

103

84

44

101

660

As for central male characters, Kaoru has the highest frequency of interior monologue

in 11 out of 13 chapters. However, he yields his place to Azechi (Kobai) in chapter 43

and to Niou in chapter 51. Azechi and Niou can therefore be identified as the central

male characters in those two chapters. Kaoru has the highest frequency of interior

monologue in part 3 as a whole (380 out of 714, or 53.2%), and he is therefore the

central male character in part 3 as a whole. Niou is also a central character because he

has the second highest frequency of interior monologue: 160 (22.4%). The third

highest frequency is 19 (2.7%) for Hachi no miya. However, the quantitative gap

between the second (160) and the third (19) is so great that Hachi no miya can be

disregarded as a central character in part 3. Tezuka Noboru 5 claims that the
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main male character in part 3 is Niou, because he belongs to the imperial line.*® He
continues that if part 3 is also the tale of a ‘Genji’, that is, the tale of an imperial son,
Kaoru cannot be the main male character because of his blood.*” Shinohara Shoji 1%
JFHZ — contends that part 3 mainly relates Kaoru’s loves, but that Kaoru himself is a
subsidiary character essential only for the development of the plot; so that the focus
of part 3 is the daughters of Hachi no miya.*® These views, however, need careful
examination.

With respect to the central female characters in each chapter, the highest
frequency of interior monologue is scattered across five characters: Tamakazura in
chapter 44, the Princesses (Oi kimi and Naka no kimi) together in chapters 45-46, Oi
kimi in chapter 47, Naka no kimi in chapters 48-49, Chiijo no kimi (Ukifune’s
mother) in chapters 50 and 52 and Ukifune in chapters 51 and 53-54. It is noteworthy
that Chiijo no kimi, who served Hachi no miya as a gentlewoman and bore Ukifune,
gains the status of central female character in two chapters. Her thoughts are critical
to any discussion of middle-ranking women in the late Heian period.

In part 3 as a whole, four female characters (Ukifune, Naka no kimi, Oi kimi
and Chijo no kimi) can be identified as central because of their quantity of interior
monologue: 135(20.5%), 132(20%), 73(11.1%) and 58(8.8%), respectively. Since the
quantitative gap between the fourth (58) and the fifth (26) is double, Tamakazura can
be disregarded as a central character in part 3. Additionally, the proportion of
frequency of interior monologue assigned to female characters increases from 35.5%
(602 out of 1694) and 34.9% (220 out of 630) in parts 1 and 2 to 48.0% (660 out of
1374) in part 3.

* Tezuka 1966.
47 Ibid.
*8 Shinohara 1978, p.80.
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4.3 Conclusion

Use of the technique of interior monologue in tales increased as the Heian period
advanced. Suzuki Kazuo ascertained that the percentage of lines of interior
monologue in tales rose from 1.9% in Taketori to 4.5% in Ochikubo, 11.2% in Genji,
15.1% in Sagoromo and 19.1% in Nezame.*® This chapter has explored the frequency
of interior monologue assigned to each character in five tales (Taketori, Sumiyoshi,
Ochikubo, Genji and Sagoromo) written over nearly one hundred years, from the
mid-10" to the mid-11" centuries. These five tales contain 5351 passages of interior
monologue, defined according to the standard proposed in chapter 3.4: 25 in Taketori,
56 in Sumiyoshi, 408 in Ochikubo, 3700 in Genji and 1162 in Sagoromo. The analysis
shows that the ratio of frequency of interior monologue to length is 1/23.7 in Taketori,
1/15.4 in Sumiyoshi, 1/11.2 in Ochikubo, 1/7.4 in Genji and 1/5.9 in Sagoromo. These
results support Suzuki’s.

However, the frequency of interior monologue in the three parts of Genji does
not gradually increase; it decreases in part 2 and then increases sharply. The decrease
in Genji’s percentage of interior monologue, compared to the total, from sections 1-3
to section 4 in part 1, and to part 2, allows identification of Yiigiri and Kashiwagi as
central male characters in part 2. Analysis of the content of interior monologue
passages from sections 1-3 through section 4 in part 1 to part 2 shows significant
changes in the characterisation of Genji. Moreover, even though the ratio of the
frequency of interior monologue in Sagoromo is higher than that in Genji, Genji
contains more interior monologue because of the length of the tale and the great
numbers of characters.

By examining the frequency of interior monologue assigned to each character
it has been possible to establish a technique for identifying the central characters.
This technique can be applied only in tales after Taketori, for in Taketori the
frequency is too low to be meaningful. It can shed new light on the tales. For example,

it identifies Genji, Utsusemi, Rokujo, Akashi, Tamakazura, Fujitsubo and Murasaki

4 Suzuki 1978.
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as the central characters in part 1, and Genji, Kashiwagi, Yugiri, Murasaki, Onna san
no miya, Ochiba and Kumoi no kari in part 2. The result provides a new
understanding of parts 1 and 2 of Genji. It also identifies Akogi in parts 1 and 2 of
Ochikubo, Taifu and Ukon in chapters 6 and 22 of Genji, and Chiinagon no suke in
chapter 2 of Sagoromo as central female characters, even though they are
gentlewomen, because of their highest frequency of interior monologue. It is
intriguing that not only ladies of high or middle rank, but also gentlewomen, appear
as central female characters in Heian-period tales, when almost all the central male
characters are persons of high rank. This phenomenon may be related to the tales’
intended audience, which presumably consisted mainly of gentlewomen.
Additionally, the examination reveals significant insights into the overall
character of the tales: Ochikubo can be characterised as a tale in which the proportion
of total interior monologue passages attributed to female characters is the highest in
the four tales. Sagoromo can be characterised as a tale in which Sagoromo has nearly
50 percent of the total interior monologue passages, and also as one in which nearly

half of his interior monologue is focussed on his own affairs.
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CHAPTER 5
AN ANALYSIS OF THE CHARACTERISTICS OF THE
RELATIONSHIPS WOVEN BY THE CENTRAL
CHARACTERS IN PART 1 OF THE TALE

In the previous chapter, Genji and six female characters (Fujitsubo, Murasaki,
Utsusemi, Rokujo, Akashi, Tamakazura) were identified as central characters because
of their high frequency of interior monologue in part 1 of The Tale of Genji. Genji is
the son of the Kiritsubo Emperor and Kiritsubo no ki, whose rank is low. His father
reduces him to the rank of the common nobility, to protect him from a struggle for the

throne. His beauty is described using the adjectives kiyoranari = £ 572V, which
refers to the highest beauty, and yuyushi W L, which suggests awe.' His beauty

contains both masculine and feminine qualities, so that the narrator sometimes
mentions wanting to see him as a woman.? He shines not only because of his beauty,

but also because of his skill at Chinese classics, Chinese poems, Japanese poems,

'nwe ik Zottoboibd, EEBRBETULEANE WEBBLIE LY, (NKBZ1: 113)
(SNKBT 1:18)

He was turning out to be so handsome that he hardly seemed of this world at all, and for His Majesty this aroused
a certain dread. (People believed that supernatural powers coveted unusually beautiful people and stole them. The
tale often alludes to this fear.) (T: 12) (Chapter 1 “Kiritsubo™)

WEXNRICTRIILEDZ, BWPL I I LEBUOEZ 27-FE~Y, (NKBZ 1: 124) (SNKBT 26)
The family found Genji preternaturally attractive, despite his still being such a child, (T: 17) (Chapter 1)
THEERE DRI ENRDIC, BRIEND ZLEFARIERLEZEOT, Mhlb I bHRTT, K
DEALT2E~D, TR0 ED T, RITTRETESL EIFL., (NKBZ 1: 138) (SNKBT 1:38)

Over soft, layered white gowns he had on only a dress cloak, unlaced at the neck, and, lying there in the lamplight,

against a pillar, he looked so beautiful that one could have wished him a woman. (T: 24) (Chapter 2 “Hahakigi”)
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calligraphy, painting, incense blending, music, dance, and so on. Almost all women
long for him. Any woman to whom he makes advances gives her heart to him.?
Quantitative analysis of interior monologue in 4.2.1 indicates the difference
between sections 1-3 (chapters 1-20) and section 4 (chapters 21-33). Genji’s
overwhelmingly high frequency of interior monologue drops from over 70% in
sections 1-3 to 37% in section 4. While Fujitsubo and Murasaki appear mainly in
sections 1-3, Utsusemi, Rokujo and Akashi also appear in sections 1-3, respectively,
and Tamakazura exclusively occupies the status of central female character in section

4. This phenomenon is shown in Figure 6 below.

Figure 6. Chart of Transition of Frequency of Interior Monologue Assigned to

the Six Central Female Characters in Part 1

18
16
14 —&@— Akashi
12 —— Fuijitsubo
10 Murasaki
8 Rokujo
6 —¥— Tamakazura
4 —@— Utsusemi
2 -
0

SETHREBLFEDENVOFIFVHEHEVICZE, <K EVEBLIFIODNLEESDDS, RUE
EZXTHTHEENZDIE, 2852 8HDHFELEE, WEHBINZ 55, (NKBZ 1:339) (SNKBT 1: 204)
----and one may assume that if he detected any further sign of promise, he sent her at least an encouraging line.
Who by now can doubt that very few rebuffed him or received him with indifference? (T: 113) (Chapter 6

“Suetsumuhana”)
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In the context of the above, this chapter discusses Genji’s relationships with central
female characters in the two divisions, sections 1-3 and section 4.

Genji’s longing for Fujitsubo is his initial love, and the relationship between
Genji and Fujitsubo is deeply related to the plot of part 1. The characteristics of
Genji’s relationships with Utsusemi and Rokujo seem to be contrasted with or related
to those of the relationship between Genji and Fujitsubo in terms of the thought, or
rather agony, presented in the three female characters’ interior monologue passages,
though they have no relations with each other. Hence, first these three relationships
are examined. Genji’s attraction to Murasaki springs from his love for Fujitsubo.
Genji’s relationship with Murasaki is also related to the plot of part 1. Genji’s
relationship with Akashi involves Murasaki in section 3 in particular. The two female
characters are mutually conscious of each other’s presence. These two relationships
are therefore investigated next. Finally, the relationship between Genji and
Tamakazura is analysed.

The aim of this chapter is to discuss how the stories of male-female
relationships are presented in part 1 of the tale, in terms of both content and form.
The methods employed in this chapter are, first, to examine the discourse in part 1 of
the tale according to the definitions of discourse given in chapter 3; and, second, to
analyse passages of conversation, written inserts and interior monologue in order to
clarify characters’ thoughts and feelings. The method is also based on the traditional
way of interpreting the text, by means of interpretations focusing on lexicon and
grammar and referring to social background in the Heian period. Through the
examination and analysis of discourse, especially interior monologue, this chapter
proposes first the significance of the respective relationships of the central characters
and then the theme, which is defined as what lies behind these relationships, or rather
what emerges from them in part 1 of the tale. Ikeda Kikan considers the theme of part
1 of the tale to be ‘light and youth’,* and Takeda Munetoshi proposes that the theme

of ‘the Murasaki line’ in part 1 of the tale is ‘pursuing an ideal life of love based on

# Ikeda 1951, p.50.

122



Chapter 5

prosperity and elegance.”> It would seem that Genji is central to the themes they
propose. However, not only Genji but also his women should be given close attention,
because the tale is narrated in terms of male-female relationships. Hence, this chapter
explores the characteristics of the relationships between Genji and the central female
characters and then sheds light on what emerges from them in part 1. Identifying this
theme by focussing on discourse from the viewpoint of the characters themselves has
never before been attempted.

This chapter is organised as follows. Section 5.1 explores characteristics of
Genji’s relationships with Fujitsubo, Utsusemi and Rokujo in sections 1-3 of part 1.
Section 5.2 investigates the characteristics of his relationships with Murasaki and
Akashi in sections 1-3. Section 5.3 examines the relationship between Genji and

Tamakazura in section 4 of part 1. Section 5.4 proposes the theme of part 1 of the tale.

5.1 Characteristics of Genji’s Relationships with Fujitsubo, Utsusemi

and Rokujo in Sections 1-3 of Part 1

The story of the relationship between Genji and Fujitsubo is mainly narrated in
sections 1 and 2 of part 1, and the periods overlap with the stories of Genji’s
relationships with Utsusemi and Rokujo. Although the stories of his relationships
with them are independently narrated, the female characters’ thoughts and feelings
seem to be analogous with each other. This section examines characteristics of the
relationship between Genji and Fujitsubo, those between Genji and Utsusemi and

those between Genji and Roku;jo to grasp clues to the theme of part 1.

5.1.1 Characteristics of the Relationship between Genji and Fujitsubo

The Kiritsubo Emperor loves and protects both Genji and Fujitsubo, who is the very

image of Kiritsubo no koi (Genji’s mother) and enters the palace at the Emperor’s

> Takeda 1954, pp.242-247.
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request to console him for the loss of Kiritsubo no koi. Genji longs for Fujitsubo and
their secret meeting occurs. She bears him an illegitimate son. The Kiritsubo Emperor
dies without noticing their relationship and the secret about the son. After his father’s
death Genji meets with adversity: political pressure, Fujitsubo’s tonsure (becoming a
nun) and his exile. His son (the Reizei Emperor) ascends the throne. Genji shines
again and gains political power. Fujitsubo dies and then the Reizei Emperor learns the
truth about his paternity from a monk who serves the late Fujitsubo. Genji receives
the status of Honorary Retired Emperor.

The theme of the story of Genji and Fujitsubo is interpreted in many ways.
For example, some scholars derive it from the pattern of the story. Kazamaki Keijird
regards this story as equivalent to the legend of a swan, and assumes that its theme is
eternal longing for Fujitsubo, as if she were a swan flying away;® Nomura Seiichi f
K #§— thinks of it as nandaimuko, a story pattern involving a difficult request made
of a bridegroom, and points out that the difficult request for Genji is to have a
relationship with his father’s wife, and that Fujitsubo continues to refuse his
advances;’ and Goto Shoko remarks that it relates to ofokomamako-tan Bik+38, a
story of an ill-treated stepson, even though Genji first makes advances to his
stepmother, that is to say Genji experiences the agony.® The question is whether or
not these proposals are sufficient to cover the whole story of Genji and Fujitsubo.

In the Edo period (from 17th century to 19th century), many scholars tried to
grasp the author’s intention presented in the story of Genji and Fujitsubo, especially
the deep relationship between Genji and Fujitsubo, which they referred to as mono no
magire %) ® F X 11 (roughly equivalent in this case to ‘secret meeting’). And
Tameakira draws a moral, the lesson not to commit adultery, from the story, and
declares that Genji’s regretful thoughts in “Wakana ge” (chapter 35), which are seen

as evidence that Genji thinks about his act as a crime, is identical with the author’s

8 Kazamaki 1961, pp.197-214.
" Nomura 1969, pp.173-179.
8 Gotd 1993, pp.52-53.
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own.” The evidence quoted by Andd is Genji’s interior monologue that ‘that was a
fearful and a heinous crime’ (T: 661).'° Motoori Norinaga argues against Andd’s
position, and confirms that the purpose of the author is to show mono no aware, ‘a

sensitivity to things.”"!

He affirms that Genji’s affair with Fujitsubo is one incident of
the tale and that this story shows sensitivity to things in relation to love in
particular.'> He also states that the reason why the son, who is the result of their
secret meeting, ascends the throne is to show the zenith of Genji’s prosperity; in other
words, Genji is given the name of Honorary Retired Emperor by his secret son." It
can be thought that Norinaga implies that the author did not think their love was a
crime or sin. Hagiwara Hiromichi approves of Motoori’s proposal, and then adds that
the story of Genji and Fujitsubo shows not only sensitivity to things but also the
relation of cause and effect in Buddhism, an idea which prevailed in the Heian period,
because the tale presents the eclipse of Genji after his zenith.'* Hagiwara, however,
comments that the intention of the author could not be known, so that theories by
Ando, Motoori and even Hagiwara himself were necessarily based on inferences. He
recommends that the future reader should be able to decide a theme which he/she
thinks reasonable.' It is not clear to what degree the author intended to convey a
moral and the relation of cause and effect in Buddhism, but it is clear she described
stories of the male-female relationship over and over again. Therefore, Motoori’s
theory that the story shows sensitivity to things is understandable, but it is still too
broad and vague.

Takahashi Toru holds that the plot in which Genji has a relationship with his

father’s wife, the Empress, more precisely the plot in which their secret son ascends

° Ando 1908, pp.13-16.

WHEANE, ZOMOEZZ1T, WEBRALL HDHELEMEHA2VITH (NKBZ 4: 245) (SNKBT 3: 385-
386) (Chapter 35 “Wakana ge”))

"' The term “a sensitivity to things’ is translated by Donald Keene. (Keene 1993, p.489.)

12 Motoori 1969, pp.229-230.

" Ibid.

4 Hagiwara 1909, pp.24-35.

" Ibid., 34.
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the throne, relates to imperial power; to put this another way, the plot shows that
Genji takes back the imperial power which was usurped in his childhood. '°
Takahashi’s proposal seems to be a frame for the story based only on the main plot.
However, there are many details of characters’ states of mind in the story, and its
theme seems to emerge from Genji’s relationship with female characters in the frame
of the story rather than from the meaning of the frame itself.

Hence, this subsection explores the characteristics of the relationship between
Genji and Fujitsubo to uncover clues to the theme of part 1. It argues not only that
Genji loves Fujitsubo but also that she loves him, and examines how Fujitsubo thinks
about her relationship with him by way of comparing her interior monologue
passages with Utsusemi’s and Rokujo’s. This will be done in sections 5.1.1.1 and
5.1.1.2. Section 5.1.1.3 examines how they change their relationship from that
between a man and a woman to that between comrades, and how they think about

their relationship.

5.1.1.1 The Beginning of the Relationship
This section aims to examine why Genji longs for Fujitsubo, his father’s wife, how

their relationship begins and what they think about their relationship.

The Origin of Genji’s Longing for Fujitsubo and Idealisation of Her

After the death of his mother Genji lives in the palace with his father, the Kiritsubo
Emperor. Whenever the Emperor visits the Fujitsubo Empress, his beloved son Genji
accompanies him. Genji is deeply moved to see Fujitsubo, for he has heard of
Fujitsubo’s resemblance to his deceased mother. His emotions towards her appear in
his interior monologue passages, which are underlined in example 1.

1. TWEEofliE~n ) LHlEFEOBZ 205 %2, Bz Edidh & BOox
CZTEFEOT, BIIBHFIF L, BOSVRETELOLIFRC, EBIFATES,
(NKBZ 1: 119-120) (SNKBT 1: 23)

---- but his youthful interest was aroused when the Dame of Palace Staff told him how much

1 Takahashi 1982, pp.155-164.
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the Princess resembled her, and he wanted always to be with her so as to contemplate her to
his heart’s content. (T: 14) (Chapter 1 “Kiritsubo”)

The word aware in the former interior monologue shadowed in example 1 expresses
Genji’s earnest love for Fujitsubo in a way similar to what appears in Kiritsubo no
koi’s interior monologue in example 2.

2. WEIZIFONT, 92K LIFRDAD, WEImEEET, WEbidhEbos il
OLARRE, BICHTTHHZIARLT, H070ENTHAAY SO DL
7o £ 5%, (NKBZ 1: 98) (SNKBT 1: 7)
There she lay, lovely and ever so dear, but terribly thin now and unable to tell him of her deep
trouble and sorrow because she lingered in a state of semiconsciousness-- (T: 5) (Chapter 1)

Kiritsubo no koi recognises her serious love for the Kiritsubo Emperor but she cannot
tell him of her emotions even though she is going to die. The interior monologue
passage in example 2 shows what Kiritsubo no koi privately thinks about the
Emperor. The word aware expresses her love. The word aware in the interior
monologue passages assigned to both Genji and Kiritsubo no kdi does not mean
‘sensitivity to things’ in general but earnest and sincere love in particular. The word
aware tends to be used in this special meaning in this type of scene in the tale.'” The
word nazusai in the latter interior monologue shadowed in example 1 derives from
‘immerse’ and means to ‘cling to someone’; hence this word conveys his feelings that
he wants to be with her like a baby in a mother’s womb. It would seem that the origin
of Genji’s longing for Fujitsubo is based not only on features of Fujitsubo’s
resemblance to his deceased mother but also his sincere love and a desire for a mother.

After Genji’s coming-of-age, the Kiritsubo Emperor marries him to Aoi, a
daughter of the Minister of the Left, for the Emperor wants to provide him with
strong backing and the Minister of the Left wants to win the Emperor’s favour. Even
when comparing Fujitsubo to Aoi, who is beautiful and well brought up, Genji sees
Fujitsubo as his ideal woman. Genji’s assessments of Fujitsubo, which are shadowed,

appear in his interior monologue passages underlined in examples 3-5.

17 Kashiwagi as well as Kaoru require their lovers, Onna san no miya and Oi kimi, respectively, to show their

earnest and serious love to him. Here aware is used with the same meaning as in examples 1 and 2.
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3. L) BITIE, EEEEOEY SFE, 2SO0 LEEROVOEZ 2T, (NKBZ1:
125) (SNKBT 1: 26-27)

In his heart, he saw only Fujitsubo’s peerless beauty. (T: 17) (Chapter 1)

4. SRXOBRODANEZZRD, P NBRSbBIF LT D07, KEOR, Wil
TP LN ANEITRDILE, DMZH O TRBIFXZEOT, ghEigEorl
OEDIDPNY T, WEELEXETEBIILITS, (NKBZ 1: 125) (SNKBT 1: 27)
Ah, he thought, she’s the kind of woman I want to marry; there’s no one like her! His
Excellency’s daughter was no doubt very pretty and well brought up, but he felt little for her
because he had lost his boyish heart to someone else; indeed, he had done so to the point of
pain. (T: 17) (Chapter 1)

5. BRAOEVOHGY S F5, LOFICEOSSTES U, 6T FLS
LE722 2 b BRIBDLIEEFMNT L0, HVEXITHWE EMSTEN D,
(NKBZ 1: 166) (SNKBT 1: 60)

Meanwhile Genji was absorbed in meditation on one lady only. By the standard of this
evening’s discussion, she had neither too little nor too much of any quality at all, and this
thought filled him with wonder and a desperate longing. (T: 35) (Chapter 2 “Hahakigi”)

It is noted that negative expressions such as peerless (taguinashi), no one (naku) and
neither--nor (zu--naku) in examples 3-5 respectively, are employed in all his
assessments. The idealisation of Fujitsubo seems to form in opposition to real women,

that is to say Fujitsubo cannot be compared to anyone who lives in the real world.

The Secret Meeting

The relationship between Genji and Fujitsubo develops secretly. Fujitsubo withdraws
from the palace to her Sanjo mansion to recover from an illness. Genji discovers this
and tries to meet her. The passage in example 6 shows that Genji and Fujitsubo had a
secret meeting in the past by employing the auxiliary verb shi L (shadowed), which
indicates the past. It also contains Fujitsubo’s interior monologue underlined, which
shows Fujitsubo’s volition by using the auxiliary verb mu Zo.

6. BEbHIELNYLEBALES27IC, e bMbDBORD %2, S TEICR
g, LRI LIS, We 95 < T, (NKBZ 1:305) (SNKBT 1: 176)
To Her Highness the memory of that last, most unfortunate incident was a source of enduring
suffering, and she had resolved that nothing of the kind should happen again; (T: 97) (Chapter
5 “Wakamurasaki”)

Although it is clear that a secret meeting has happened before, the narrator says
nothing about the incident. However, the narrator leaves a clue as to how the story
can be read. Fujitsubo’s situation reminds readers of the very similar situation of

Utsusemi in chapter 2 “Hahakigi”. When Genji visits the house of Kii no Kami, a
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gentleman in his service, Genji learns from Kii no Kami that his stepmother
(Utsusemi) is staying in the house. In the night Genji steals into her bedchamber and
has intercourse with her. The narrator presents Genji’s act explicitly, for example ‘he
tried the latch (T: 39)’, ‘threading his way among them (T: 39)’, ‘he picked her up (T:
39)’ and ‘he carried her (T: 39)’. And then the narrator reveals that ‘although pliant
by nature, she had called up such strength of character that she resembled the supple
bamboo, which does not break (T: 40)’.18 After these descriptions, however, the
narrator omits the love scene, but one can imagine what happens next. Similarly, one
can imagine how the first secret meeting between Genji and Fujitsubo occurred,
because of interior monologue passages assigned to both Utsusemi and Fujitsubo.
The two women’s decisions after having first relations with Genji are the same.
Compare the interior monologue assigned to Fujitsubo in example 6 and that assigned
to Utsusemi in example 7.

7. LTHENLTH, ARESHUREEIZR D T, BNDLOE 0 TRARTe
&, BN T2V, (NKBZ 1: 187) (SNKBT 1: 75-76)
However, it was too late now for such thoughts, and she made up her mind to remain
stubbornly unresponsive to the end. (T: 44) (Chapter 2 “Hahakigi™)

Both Fujitsubo and Utsusemi decide not to meet Genji. Utsusemi refuses Genji and
escapes from his invasion.”’ On the other hand, Fujitsubo breaks her decision; in
other words she has relations with Genji again in a second secret meeting.

Masuda Shigeo 4 H %7 points out that people who lived in the Heian
period had no choice but to accept whatever had happened as their karma/destiny and

that they were not able to resist reality.”' Therefore, he continues, Fujitsubo accepted

BARD D 2R0E =512, MELELOTIA~ZUE, 2O CTSTRICH 63 b H 5T,
(NKBZ 1: 177-178) (SNKBT 1: 68-69) (Chapter 2 “Hahakigi”)

! Relevant to this point, Oka Kazuo [if]—% states that the reason why the scene of Genji and Fujitsubo’s first
secret meeting does not appear in the tale is that the scene in which Genji makes advances to Utsusemi has been
vividly depicted without reserve in chapter 2. Hence, unlike Utsusemi who belongs to the middle rank, Fujitsubo
is depicted more elegantly without the more salacious details of their secret meeting. (Oka 1966, p.432)

2% The story of the relation between Genji and Utsusemi is discussed in subsection 5.1.2.

2! Masuda 2001, p.5.
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the relations with Genji as what had happened, in other words, as karma/destiny.** It
is uncertain whether Masuda’s claim is true or not, and the question as to which is her
karma/destiny, the relations with the Emperor or those with Genji, remains. What is
clear is that Fujitsubo chose a path of life very different from that of Utsusemi.

Genji is fascinated with Fujitsubo in the secret meeting. He is in tears and
composes a poem for her: ‘this much we have shared, but nights when we meet again
will be very rare, and now that we live this dream, O that it might swallow me!’*
Fujitsubo has compassion for him, especially his tears, but she is concerned about
rumours.”* She seems to be receptive to him. Compared with her attitude, Genji’s

desire for Fujitsubo seems single-minded.

Their Thoughts on Their Relationship
This section investigates how Genji and Fujitsubo think about their relationship. After
having the secret meeting in “Wakamurasaki” (chapter 5), Genji and Fujitsubo are

depicted as in examples 8 and 9.

8. WEALBLT, _ZHEEVBIEITIUR, £/o, WD IIhe, @ofhiEE
SRXNDDHG, AL I DABIFZT-E S5, (NKBZ 1:306) (SNKBT 1: 176-177)
For two or three days he remained shut up without even calling at the palace, until His
Majesty was moved yet again to a concern about what might be wrong that only filled Genji
with terror. (T: 97) (Chapter 5 “Wakamurasaki™)

9. WEEHITNITRY 2B T, HEREOVEREHZLBAL Y, bOEM
J°Z LFR7e L, (NKBZ 1:308) (SNKBT 1: 177)
His Majesty was deeply concerned about her, and the unbroken procession of messengers
from him inspired mingled dread and despair. (T: 98) (Chapter 5)

The narrator describes them as feeling fear (osoroshi). The meaning of fear in
examples 8 and 9 will be clarified in relation to the usage of osoroshi in the context

of the secret meeting between Genji and Utsusemi in example 10.

* Ibid.

BRTHEEHSLIEINRDEOTITRRTEED 5008 L L3 22(NKBZ 1: 306) (SNKBT 1: 176) (T:
97) (Chapter 5 “Wakamurasaki’)

BHERTZ DI ARG AT SO 9 EH A FRDMERT 72 LT H(NKBZ 1: 306) (SNKBT 1: 176)

People soon enough will be passing on our tale, though I let our dream/ sweep me on till I forget what misfortune

now is mine. (T: 97) (Chapter 5)
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10. &, HOHY SFEHMET, WEOERFFPE LML T, DTREEHEHE TRL
HITEHRIFZT, HEIVET LIS ULILDERLEBOHRSHHBTDH DA
BoonT, B2t bir b2 6MALL > OE L,  (NKBZ1: 179-180)

(SNKBT 1: 70)
Instead her thoughts went to the far province of Iyo and to the husband whom she usually

dismissed with such loathing and contempt, and she trembled lest he glimpse this scene in a
dream. (T: 41) (Chapter 2)

What Utsusemi is afraid of is that her husband will learn of the incident. The narrator
describes Genji’s fear as being connected with the Emperor’s concern about Genji’s
condition and Fujitsubo’s fear as being related to the Emperor’s concern about her in
examples 8 and 9. Hence, it is clear that their fears arise from consciousness that their
relationship is going to be heard of by the Emperor. It is noted that there is no scene
in which Genji thinks about Utsusemi’s husband with fear. The question here is, how
can their fear be characterised?

Masuda Shigeo points out that Fujitsubo’s fear arises from being afraid of
becoming the butt of ridicule and of going to ruin; Genji’s fear is due to feelings that
he will be put at a disadvantage, that he will be disgraced and that he will be rejected
by the society of nobles, when the Emperor realises their relationship.” These
explanations cover all three cases of the fears which fill the hearts of Utsusemi,
Fujitsubo and Genji.

A sound approach to consider this question is to examine the term tsumi JE
(sin or crime). Nomura Seiichi argues that adultery or lese-majesty, which is
committed by a son and the Emperor’s wife (stepmother), was not against either
Japanese law (Yoro ritsu ##1) or Chinese law (Kara ritsu E1).* Fujii Sadakazu
proposes that consciousness of zsumi (sin), arises when a taboo is violated,”’ and

affirms that Genji does not violate a taboo in his relations with Fujitsubo.*® He states

** Masuda 2001, pp.3-6.

%6 Nomura 1969, pp.164-165.

7 According to Oharae norito Kk #L7, Fujii points out the five taboos in marriage: a son and his mother, a
father and his daughter, a husband and his wife’s daughter, a husband and his wife’s mother, and a brother and a

sister of the same mother.

28 Fujii 1980, pp.234-248.
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that their relationship is not sin from the standpoint of morals in the Heian period
(from the gh century to 12 century), even though moral people in the Edo period
(from the 17" century to 19" century) regarded it as anti-moral.”’ This being so, it
can be seen that neither Genji nor Fujitsubo breaks the law or violates a taboo.

Nomura contends that characterisation of Fujitsubo in the secret meeting is
not related to sin in Buddhism, when he examines the uses of the term zsumi, which
he categorises into three: crime in the law, moral sin and sin against Buddhism.*° He
also suggests that the word zsumi, which appears in descriptions of Fujitsubo, is
connected not to the adultery she committed, but to the sin that Fujitsubo’s son does
not know his real father.

However, it cannot be said that Fujitsubo is not involved in Buddhist sin,
because there are nine examples (shadowed) relating to such sin in the table in
footnote 30. Nomura suggests that these examples are connected to her son’s
situation, but her son’s situation is the result of her and Genji’s secret meeting. Hence,
Fujitsubo’s Buddhist sin cannot be ignored. According to testimony by a monk who
serves her, Fujitsubo devotes her life to practising Buddhism. That is to say, she
continues to ask him to pray for her son from the period of her pregnancy to that of
Genji’s exile and her son’s ascending the throne. She becomes a nun after the first
anniversary of the death of her husband, the Emperor. Additionally, she appears in
Genji’s dream after her death and tells him that she lives in anguish because of having

had relations with Genji. All this is evidence against Nomura’s theory, as mentioned

2 Ibid., p.248.
39 Nomura 1969, pp.164-171.
Table. Categorisation of Tsumi in The Tale of Genji by Nomura

Crime in the Sin in Morals Sin in Others Total
law Buddhism
Part 1 14 22 12 32 80
17.5% 27.5% 15.0% 100%
Part 2 5 10 9 25 49
10.2% 20.4% 18.4% 100%
Part 3 2 1 30 23 56
3.6% 1.8% 53.6% 100%
Chapters 1- 19 13 14 9 19 55
Related with Fujitsubo 23.6% 25.4% 16.4% 100%
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above, that the characterisation of Fujitsubo in the secret meeting is not related to sin
in Buddhism.

It can be seen that Genji and Fujitsubo are afraid that their relationship will be
known by society, especially by the Emperor. It can also be said that they feel a sense
of Buddhist sin in the depth of their souls.

5.1.1.2 Fujitsubo’s Love for Genji

This section demonstrates Fujitsubo’s love for Genji by analysing discourse in three
scenes: the scene of Genji’s dancing ‘Blue Sea Waves,’ that of Genji’s New Year’s
call and that of Genji’s dancing at a party to honour the cherry tree. It also furnishes
an argument against Nomura’s theory that Fujitsubo continues to refuse his advances,

as mentioned in section 5.1.1.

Genji’s Dancing ‘Blue Sea Waves’

Before the progress to the Retired Suzaku Emperor’s palace, the Kiritsubo Emperor
shows Fujitsubo a full rehearsal of dances. When Fujitsubo sees Genji dancing ‘Blue
sea Waves,’ she thinks as follows:

11 R, BRI RELORNLELMNE, ELTHTRESALXFEL, LEATIC, &
DL7eTe L7 EONT S, (NKBZ 1: 384) (SNKBT 1: 241)
Fujitsubo knew that she would have liked his dance still better if he were not so importunate
in his desires, and she felt as though she dreamed this vision of him. (T: 135) (Chapter 7
“Momiji no ga”)

Fujitsubo’s interior monologue underlined in example 11 employs the subjunctive
(mashikaba—mashi), showing a circumstance opposite to reality. The reality, that is
to say Genji’s boldness in making advances to her, is emphasised. It reminds her of
their secret meeting; hence the narrator describes her as a person who is dreaming.
The word ‘dream’ is a keyword employed in the poems exchanged in the secret
meeting in “Wakamurasaki”(chapter 5), to imply their deep relationship. It can be
seen that Fujitsubo sees Genji dancing and simultaneously she imagines Genji’s

figure in the secret meeting. Hence, it would seem that she accepts him in her heart.
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The next morning Genji and Fujitsubo exchange letters as seen in (1) and (2),
(in square brackets in Japanese) that include poems, given in example 12. Following
the description of their letters, the interior monologue passage assigned to Genji is

underlined.

12. DL O THROH,
(1) TN Ui de, HIZEHHRELD OIS 22,
HDOHRSILHHSLEH LR DM HSD LMY &%
HlemL ]
EHHMRY, BbHeR) LIS EAHUS, RIZEFORETINTRH 0 1T,
(2) B ADOMSES I LIFETNELLAIIOT ThiFh & ITR &
BIEDTZITIFY
EHDE, BVRIDIBLI), RIDFTE~ELELNGT, MOsIEE T
BigLonsd, fESEORTSH, LIFFRENT, FROLIIZOEVAIFT
FLddTeE~V, (NKBZ 1: 385-386) (SNKBT 1: 241-242)
Genji wrote to her the next morning, “How did you find it? All the time I was more
troubled than one could ever imagine.
My unhappiness made of me hardly the man to stand up and dance,
did you divine what I meant when I waved those sleeves of mine?
But I must say no more.”
She replied, for no doubt she could not banish that beauty and that dazzling grace from her
mind,

“That man of Cathay who waved his sleeves long ago did so far away,
but every measure you danced to my eyes seemed wonderful.
Oh, yes, very much.”

Overjoyed by the miracle of an answer from her, he smiled to see that with her knowledge
even of dance, and with her way of then bringing in the realm across the sea, she already
wrote like an Empress. He spread the letter out and contemplated it as though it were holy
writ. (T: 136) (Chapter 7)

After receiving Genji’s letter Fujitsubo replies to him. The narrator assumes that
Genji’s extraordinary beauty in the dance fascinates Fujitsubo. With respect to
Fujitsubo’s poem, many scholars, for example the editors of Sairyi sho and
Mingénisso, annotate only the first three lines,”' but an interpretation of the last two
lines is surely more important in recognising Fujitsubo’s state of mind. Hagiwara
Hiromichi comments that there is an implication of Fujitsubo’s inclination (love) for
Genji in the latter half of the poem.** Shimazu Hisamoto also comments that the last

two lines combined with the following word of the letter okataniwa show her

3! The first three lines in Fujitsubo’s poem derive from a Chinese incident.

32 Hagiwara 1909, p.486.
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compassion (affection) for him.* The word aware shadowed in Fujitsubo’s poem
implies earnest and sincere love for Genji in the same way as in examples 1 and 2 in
subsection 5.1.1. However, the following interior monologue assigned to Genji only
shows his recognition of the rare arrival of her reply and his admiration for her
Chinese knowledge. The narrator also depicts him reading her letter. Neither Genji’s
interior monologue nor narratised discourse refer to the last two lines. Moreover,
when Genji’s attitude is contrasted with that of Kashiwagi, who is eager for the word
aware from Onna san no miya in their secret relationship in part 2,%* it can be
concluded that Genji does not pay attention to the word aware which signifies

Fujitsubo’s love for him.

Genji’s New Year’s Calls
Genji visits Fujitsubo’s Sanjo residence to make a round of New Year’s calls.
Fujitsubo is described on this occasion as in example 13.

13, TAHIEEEI SRR ESNR, RUTCESTEIZ, WP LEETRVES
DNICESMEHY SEnZ) &, ADTEZWD%, B, JUROKRLEID , 1ZORZ
FSHIZHOTFTYH, BiFF2 L LITFNVITFYH, (NKBZ 1:396-397)(SNKBT 1: 250)
“Today again he is a wonder to behold,” Fujitsibo’s gentlewomen observed to their mistress.
“The more he matures, the more frighteningly beautiful he becomes!” Just a glimpse of him
through her curtains threw her feelings into turmoil. (T: 140) (Chapter 7)

The narrator describes the gentlewomen’s praises for Genji’s beauty and only then
Fujitsubo’s action: watching him through curtains and pondering. However,
Fujitsubo’s state of mind can be clarified by comparison with Rokujo’s state of mind
in the ‘carriage quarrel’ incident where Rokujo is defeated by Aoi, Genji’s wife.>
Example 14 shows Rokujo’s situation in narratised discourse and her state of mind in

interior monologue attributed to her.*

14, bOHLRTIFOLAL LIzEA~E, BYVHTARGRZIZ, [FEhv EE5~E
TN OHE ANOEFIEY OB 05 L2, ... ROZIEDLDHHANDRD
HidLl7zzdnd, BRI FE, BHOVWELEL Y, HTEXZEZRIHE

33 Shimazu 1983, p.160. in vol. 5.
3* The relationship between Kashiwagi and Onna san no miya is discussed in chapter 6.
35 The relationship between Genji and Rokujd is examined in 5.1.3.

36 Matsushita 2001, p.72.
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LR, X5, (NKBZ2: 17-18) (SNKBT 1: 294-295)

She would gladly have left without seeing the procession, but there was no room for her to get
out, and her resolve must have faltered after all when she heard cries of “Here they come!”
and understood that her own cruel lover would be passing by. ----She did not like being seen
to weep, but she new how much she would have regretted missing the dazzling beauty and
presence that on this great occasion shone more brilliantly than ever. (T: 167-168) (Chapter 9
“Aoi)

When Rokujd, who decides not to see the procession, hears of the coming of Genji’s
procession, she cannot help but wait and see him. In Rokujd’s interior monologue,
she imagines an even worse situation where she would not have been able to see his
splendid figure. Then she realises her preference for having actually seen him, even
though he completely ignores her. She acknowledges her attachment to Genji.
Similarly, Fujitsubo’s watching and pondering indicates Fujitsubo’s attachment to

Genji.

Genji’s Dancing at a Party to Honour the Cherry Tree
The interior monologue passages attributed to Fujitsubo in the scene of a party to
honour the cherry tree show her love for Genji, as follows:

15 FE HMEOLEDIZHOT T, BEEOXBPOLRNBITHAILESLLLHOL D,

DRPIEESHLH LEZ, BONLE LN~ D,
BIENTAAEDOREFHE LTE S LOBNNE LT
BLOFRVITAZE, BTV IZTTe, (NKBZ 1:425) (SNKBT 1: 275-276)
The Empress wondered while she contemplated Genji’s figure how the Heir Apparent’s
mother could dislike him so, and she lamented that she herself liked him all too well.
“If with common gaze I could look upon that flower just as others do,
why should it occur to me to find in him any flaw?”

she murmured. One wonders how anyone could have passed on words meant only for herself.
(T: 156) (Chapter 8 “Hananoen’)

Fujitsubo gazes at Genji’s beauty while he is dancing. Fujitsubo composes the poem,
which is the latter interior monologue passage underlined in example 15 and shows
her attachment to Genji. In the poem hana no sugata uses the image of ‘a flower’ to
symbolise Genji’s dancing figure. The poem employs the subjunctive (mashikaba----
mashi); she imagines that if she were not related to him, she would praise him freely;
in reality she is related to him, so that she cannot praise him. In other words, she
acknowledges her love for him. The narrator wonders why the poem, which is

composed only in her mind, can be revealed. However, the narrator can do this
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because the eye-witness narrator depicts both the outer world and the inner life, as
mentioned in chapter 2.

Fujitsubo’s love for Genji is recognisable in the three scenes above. Hence,
Nomura’s proposal, ‘Fujitsubo continues to refuse his advances’, is not sufficient to
cover Fujitsubo’s state of mind. However, Genji does not seem to realise her

attachment to him.

5.1.1.3 The Change of Their Relationship

In the autumn of Genji’s 24™ year, his father the Kirutsubo Emperor dies, and power
moves to the faction of the Minister of the Right and Kokiden, the maternal relatives
of the new Suzaku Emperor. In this new political context, Fujitsubo seems to make a
new decision in order to protect her son, the Crown Prince. Genji does not realise her
new decision and continues to make even more forceful advances to her. Section
5.1.1.3 examines how they change their relationship and how they think about or
evaluate their relationship, by way of analysing Fujitubo’s decision, their secret
meeting in “Sakaki”, the collision between Genji and Fujitsubo, Fujitsubo’s

renouncement of the world and their reminiscences.

Fujitsubo’s Decision
Interior monologue passages attributed to Fujitsubo underlined in example 16 are

analysed to clarify what her new decision is based on.

16. NEIZB D mEITAZLiE 509 OL EZAESHELARY T, FEXREZTE
DY T FEFREBIE O REITATLES, FELLEADL DO LI FITRIE,
TREZORMOEEE, LADIHAE ZATLENDIT, RIFTDIZL EHLORP
FRUZ, ELTHTERESSLIZEODD, WEIPH T LEEZHE AL T2
DICLERSIEIL, WERALXIZ, 53IDICELSLZFOMIZHY T, ORY
FE5bDICT, BEEOHLDIZHT IR EHTRRA BT, WERA
LIFHUE, #fTihae S~ IH T, ZoZ ERUORFEELETESLTrE, LW
HRFR ORI ES%E, (NKBZ2: 99-100) (SNKBT 1: 359-360)

She herself now felt too constrained and out of place to go to the palace, and she was upset
that she could no longer see the Heir Apparent. Lacking anyone else to trust, she looked only
Genyji in all things, and his failure to give up his unfortunate obsession often reduced her to
despair. Meanwhile the mere idea that His Late Eminence had noticed nothing terrified her,
and in fear that some hint of the truth might spread at any moment, with grave consequences
for the Heir Apparent (since she hardly cared what it might mean for herself), she
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commissioned prayers and used every device to stay out of Genji’s way, in the hope that he
would give up. (T: 202) (Chapter 10 “Sakaki”)

The narrator explains Fujitsubo’s circumstances. First, she is alienated from the
faction of the Minister of the Right in the palace. Second, she wants to be helped by
Genji but is afraid of his attachment to her. Then the narrator quotes Fujitsubo’s
interior monologue passages to show Fujitsubo’s thoughts. The former interior
monologue passage shows that she thinks about two matters concerning fear: one is
that she feels a sense of guilt/sin for her deceased husband and the other is that she is
afraid of the rumour of the relations with Genji and of the consequence that she and
her son will be forced to step down from the status of Empress and Crown Prince,
respectively. The final interior monologue passage shows her decision not to let Genji
make advances to her.

Goto Shoko mentions that the Nijo Empress, who was celebrated for her
relations with Narihira in Ise monogatari, was forced to step down from the status of
Empress when past her 50" year, because of a rumour that she was committed to
having relations with Buddhist priest.>’ Following Gotd’s example, Fujitsubo’s

decision, which is based on fear of a leak of her secret, is historically understandable.

The Secret Meeting in “Sakaki”

Although Fujitsubo decides not to let Genji make advances to her, he manages to find
a way to approach her. The secret meeting, which lasts two nights, occurs in chapter
10 “Sakaki”.

It seems that the narrator implies that Genji has intercourse with Fujitsubo on
the first night. Her description includes special words: First, the narrator describes
Genji as otoko (‘the man’) which is customarily used in a love scene in the tale;
second, the meeting is described using the keyword ‘dream,” which invokes the same
image as the secret meeting in “Wakamurasaki”, where Genji had relations with

Fujitsuno; third, Fujitsubo’s gentlewomen are described as bringing him the clothes

37 Gotd 1993, p.55.
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he had taken off; and fourth, Fujitsubo is depicted as feeling faint and being in fact
quite ill. Hence, it can be assumed that a relationship between Genji and Fujitsubo
has developed; that is to say, he has intercourse with her on the first night, despite
Fujitsubo’s decision.

It was very rare and unusual for a man not to leave a woman’s house after
staying with her. Genji loses the chance to leave, because she becomes ill and
because people gather around her. On the second night, he approaches her after
watching her through a gap between folding screens.”® The following scene is very
similar to the scene where Genji made advances to Utsusemi and failed. Utsusemi
heard the rustling of Genji’s clothes and smelled his fragrance, and she slipped away,
taking off her gown in her room. On the other hand, Fujitsubo is caught by Genji in
spite of taking off her robe in order to escape. The narrator calls Genji otoko, but she
manages to talk him into not having intercourse.

It can be seen that even though she succeeds in avoiding intercourse, she
recognises his continued endeavour to meet her, and wonders what she should do. On
the other hand Genji is absorbed in his adoration for her and does not understand her
intention. The disagreement between Genji and Fujitsubo appears in their poems (1)
and (2) in example 17, composed at the end of the secret meeting.

17. (D)ESZLEONEEZSHICHELTIINE N HE N X SO A
BNEELICH 2] EEZRATENT, ST BEEZTZEOT,
QN EHD S BbHE NTFE L THE 2R La H i L mb 2t
DR EORIELE~DLIED, ESLLARILMTHE, NOBSTLZA
HOMETZZD HE LTIV, FRICHH O TH T E O, (NKBZ 2: 104-105)
(SNKBT 1: 363)
“(DIf there is no end, today and forever, to what serves us,
I wonder how many lives I shall spend in misery,”
He went on, “and my clinging will shackle you as well.”
She answered with a sigh,
“(2)Leave me, if you will, burdened with your bitterness through all lives to come,
but know your real enemy is your heart, and yours alone.”
The simplicity of her words was beyond all praise, but respect for her feelings and fear for his
own situation now led him, dazed, to take his leave. (T: 204) (Chapter 10)

3% In his kaimami (watching her through the gap), he realises that Fujitsubo resembles Murasaki. This shows a
change in the characterisation of Murasaki, who ceases to be Fujitsubo’s surrogate. However, this is not the

subject here.
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In poem (1) Genji complains to her about the difficulty of having secret meetings and
appeals to her in agony. His complaint is an expression of his desire for a guarantee
from her to meet him. On the other hand, in poem (2) Fujitsubo recognises that his
attachment to her is so strong that he would leave a sense of bitterness after his death,
but she requires him to recognise her situation. However, he does not understand

what she requires him to know.

The Collision between Genji and Fujitsubo
The collision between Genji and Fujitsubo is examined through analysing interior
monologue passages attributed to Genji (examples 18 and 19) and Fujitsubo (example
20).

Interior monologue passages underlined in examples 18 and 19 show Genji’s

thought and emotion about Fujitsubo.

18. WOZAMICTNEELORALTESHA, WEIFLEELMDIEENY ., SHEL
T, WO ZAFTT, 5B THE, FEICLS V13T, #vRiTL
T, BEBNL, WALV T D ADELNRE NDASALIELEIZ, L3
IHITITF DI, MEL D E~EI %, (NKBZ2: 105) (SNKBT 1: 363-364)
How could he have the face ever to appear before her again? To let her know how sorry he
was, he did not even send her a letter. Calling on neither His Majesty nor the Heir Apparent,
he shut himself up at home, where the thought of her cruelty kept him prisoner to the sad

torments of longing until he fell ill, for the spirit was indeed gone from his body. (T: 204)
(Chapter 10)

19. RFOFEIZ, BE2WEBLIBOEIATLEANE, b FLEHLOFI LA, BEx
FEOFD SFICH R TEOLTrE, BEO2OHMS LEZESIZ, ADDH< 21
SCE S, KOBES RZFONTH, EMNFRICFETHEE~D, (NKBZ2:
108) (SNKBT 1: 366)

Genji missed him badly, but the wish to make his mother regret her cruelty led him to restrain
himself, until concern that such idleness ill became him prompted him to set out on a trip
through the autumn fields and, by the way, to visit Urin’in. (T: 205) (Chapter 10)

He believes that Fujitsubo is rejecting him and hopes to let her know how cruel she is.
He wants her to feel sorry for him through his actions, such as not sending any letters
to her, not visiting her son in the palace and shutting himself up at home and in the
temple. It is clear that he is in agony because of Fujitsubo’s refusal. When he shuts

himself up in the temple, he sends Fujitsubo a spray of scarlet-tinged leaves to please
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her, just as he used to do in childhood.?® But his plan does not work, for she fears
rumour when she finds his letter, which is ostentatiously fastened to a branch.
Meanwhile, Fujitsubo’s thought is presented in her interior monologue

passages in example 20.

20. b, EEOMZOEETICE., ORI ZFE otz #HEHBEX
REBDICEOARY EFIFE, OEBRBICE L2260 &, &TICEHEL D
BEZ_L, sz iiizdix, WEELET, ) EASINEY HE TR,
KEDHHEULEZ LI ESRDMELED A £, I B D, BED
BLOEFITELEIFORODRLIY LA LESSICL,. KAz E &
DLIZEHHLTEV DL ZZHDN, MEADORTLHORLI IZIEHOT L L.

BFNEARLFIH Y DANEHICZ ZHDO] oL, D5 EELIEI LA
IBELE, BE Rt tzBL LD, FEALTESLTHAVEZ EHIT
B E L, ZORRNITE Y I2E~D, (NKBZ2: 105-106) (SNKBT 1: 364)
For the heir Apparent’s sake she feared that he might now have turned alarmingly against her,
and that if he had had enough of worldly life, he might even act to renounce it. She at last
decided that unless this sort of thing ceased, her name would soon be bandied about to her
dishonor in a world that in any case brought her nothing but misery, and she preferred to give
up a title that the Empress Mother (so she was told) felt should never have been hers in the
palace. The memory of His Late Eminece’s exceptional regard brought home to her how
profoundly all things had changed. She might be spared the fate of Lady Seki, but she was
nonetheless sure to suffer widespread ridicule.

These bitter musings on the hatefulness of worldly life decided her to reject it, but it
so pained her to go through this change without seeing the Heir Apparent that she first went
quietly to the palace. (T: 204-205) (Chapter 10)

Fujitsubo understands that the political situation has changed after her husband the
Retired Kiritsubo Emperor’s death. Because of her son, the Crown Prince, she fears
that Genji may renounce the world, rumour of the relationship between Genji and
Fujitsubo may spread, and she will be disgraced. To protect the status of the Crown
Prince and to let Genji know his role in relation to their son, she decides to relinquish
the title of Empress and to become a nun. Genji knows of neither her thought nor her
decision.

It can be seen that the collision between Genji and Fujitsubo arises when they

think about their relationship: he thinks about it as a man-woman relationship; she

3 HC b, A X AT C B LS LER L TEDS, (NKBZ 1: 120) (SNKBT 1:23)
Genji therefore lost no chance offered by the least flower or autumn leaf to let her know in his childish way how

much he liked her. (T: 15) (Chapter 1 “Kiritsubo™)
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begins to think about it as a relationship to protect their son against the faction of the

Minister of the Right.

Fujitsubo’s Renouncement of the World

Fujitsubo carries out her decision not to let Genji make advances to her and to protect
the status of her son. She takes the tonsure and becomes a nun on the last day of the
Eight Discourses,” which is held for the first anniversary of the Retired Kiritsubo
Emperor’s death. Everyone is astonished, Genji in particular. He cannot sleep and
thinks deeply all through the night. Interior monologue underlined in example 21
shows how Genji thinks.

21, BT TH, DEFITMY S BEALIZEOT, #H b &HIET. oL o RS
525Ch, BEOHFEOAZLELE, HELLEIC, BERULAIEFIZERLE
ECL%E, oS SiZfe~d, <RV EEFMNTEE,. D EOEMIC TS 2 B1E
B, HE~RETEDOVETTUL) 22, BLBANTZERY 2L, 53005
LHEEOHMEL A2 Z 21T, LEEIE FORNICTERNRETZE S, (NKBZ2: 126)
(SNKBT 1: 379)

At home again he lay down alone in his own room, but his eyes would not close, and each
time disgust with the world invaded him, he was assailed by anxiety for the Heir Apparent. It
had been his father’s wish to have the young Prince’s mother, at least uphold her son’s dignity
before all, but now her unhappiness had led her so far, she could never reclaim her former
rank; and what if he, too, were to abandon him? So ran the thoughts that kept him wakeful
hour after hour.

He wanted her to have the furnishings for her new life from him, and he therefore
hastened to have them ready before the end of year. (T: 212-213) (Chapter 10)

He now completely understands Fujitsubo’s intention; in other words, he understands
that he, instead of Fujitsubo, should protect their son and he should not renounce the
world. After realising his role as guardian and protector for both their son and
Fujitsubo, he prepares furnishings for her. It can be seen that this is the precise
moment when his mad attachment to her vanishes. Fujitsubo’s renunciation of the
world makes him change his ideas about their relationship. He begins to think of their
relationship not as a man-woman relationship but as a relationship of comrades, who

protect the Crown Prince against the faction of the Minister of the Right and let the

“® The Eight Discourse (Mi-haka 1)\ #) is explained by Tyler as follows: “A four-day rite celebrating the Lotus

Sutra. Each day a formal debate, held in morning and afternoon sessions, developed the content of two of the

sutra’s eight scrolls.” (T: 210)
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Prince ascend the throne. His idea coincides with hers. This relationship of political
comrades between Genji and Fujitsubo continues to support their son not only before

but also after he ascends to the throne as the Reizei Emperor.

Their Reminiscence

The last part of section 5.1.1.4 examines how Genji and Fujitsubo reminisce about
their relationship in their interior monologue passages. More precisely, two interior
monologue passages assigned to Genji are analysed: one is in his 26™ year, during his
exile to Suma, and the other is in his 32" year, after Fujitsubo’s death. Two interior
monologue passages assigned to Fujitsubo are investigated: one also occurs during
his exile to Suma, and the other is at her death.

When the Minister of the Right puts political pressure on Genji, arising from
his discovery of Genji’s affair with his daughter Oborozukiyo, who is promised to the
Suzaku Emperor, Genji decides to take refuge in voluntary exile and leaves for Suma
to prevent rumour spreading about the relationship between Genji and Fujitsubo, and
to protect the status of the Crown Prince."" Example 22 shows Genji’s thoughts about

their relationship after receiving many letters from Fujitsubo.

22, ERIHIIZHOREL, HiInzbRELFITELLEFE, 5 LEROHTEESIZ,
SHLZIFEIFILLEDHRLI TN FEAOEHRY )ip b D6 BOEZ 27
*.5, (NKBZ 2: 155) (SNKBT 2: 5)

He wished that she had shown him such fond consideration long ago; but no, he reflected
bitterly, his love for her had been meant only to acquaint him every variant of pain. (T: 229)
(Chapter 12 “Suma”)

The subjunctive mood mashikaba employed in the first interior monologue passage
underlined in the example indicates that Genji thinks that Fujitsubo never expressed
her affection to him in their old days. In other words, he did not recognise her

affection for him during their intimate relationship, even though he now, when he

HIPKBOLNTRBIZHEY L, BSE~bIIToZL00EsLIckhty, BHBTAL I
BLIREH I X2 LTH, BEOMIHIEIICZ L2 <BiF LE XX (NKBZ2: 171) (SNKBT 2: 17)
There is one thing that comes to mind, now that a punishment so unforeseen has come upon me----one thing of

which I still fear the heavens above. I would gladly give my life to assure the Heir Apparent’s smooth accession.”

(T: 236) (Chapter 12 “Suma”)
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does not have intimate relations with her, realises her love for him. The later interior
monologue passage underlined shows him reminiscing about their relationship as a
relationship, which reveals to him the pains of love.

One snowy day, Genji talks with Murasaki about the character of Fujitsubo.
He admires Fujitsubo for her incomparable personality and deportment.”” That night
when Fujitsubo appears in his dream and reproaches him for leaking her name in
conversation, he tries to reply to her and then awakes. His interior monologue passage
in example 23 shows his thought and feeling at this moment.

23. L TEBRED SN XLDORICHEIZIENDDEDL U E
IRINTRMANTAR L LTI, EKEEZEOT, & IFR T, BrEZAICH
AR B X To 5, (NKBZ 2: 485-486) (SNKBT 2: 271-272)
“Ah,how brief it was, the vision that came to me while, bereft of sleep,
on a lonely winter’s night I was caught up in a dream!”
He yearned for her so sharply that he arose early and commissioned rites at temples here
and there, though he never said for whom they were. (T: 375) (Chapter 20 “Asagao”)

The interior monologue passage, especially the poem attributed to Genji in example
23, expresses their relationship. The image of Genji in the poem is as a lonely and sad
figure. He laments not only the transience of his dream on this night but also that of
his secret relationship with Fujitsubo in his life, because the word yume (the dream)
has dual meanings: one is the dream itself, and the other is its use as a keyword to
symbolise their secret meeting, as mentioned in section 5.1.1.2.

The way in which Fujitsubo thinks and reminisces about her life and relations
with Genji is examined in examples 24 and 25. During Genji’s exile to Suma,
Fujitsubo recognises her karma/destiny to be deeply related to the birth of her son.
Her state of mind at the time is presented in example 24.

24, (1) BIAF, EEVOOMIZREDDHOELSIC, T2 LEHLIRAREII,

ZHIZDFTADERDHSHZ LI FEDH, ODENTELIERSD, Hidh
EHLEHOEELTSL, 9KFKLILTARLEZOLE, (2) iEb H Xl
DAERNE,. DT THLIDOHFIZIFEOHDAZ LR TRARDIEDNY D ANDH
Bbirdb, 05480 LLog < FIZENET, 220303y TEL2D
ENL, HIFIITABLI BV BNELHTE 5T, (NKBZ 2: 183) (SNKBT 2: 25-26)

ERIIOLNITEBONTZD b DNE, TR L LD&EHEZAD, W< bD L7eEUL Z(NKBZ 2:
284) (SNKBT 2: 269)
For all her serenity, she had a profound distinction that no other could attain, (T: 373) (Chapter 20 “Asagao”)
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Fear of rumor had kept her wary all these years, for if she had shown Genji affection, the
result might have been censure, and she had often ignored his own to remain impassively
formal; but despite the world’s cruel love of gossip he had so managed things in the end that
nothing was said; he had resisted his unreasoning passion and kept the affair decorously
concealed. Could she then fail to remember him with love? (T: 241) (Chapter 12)

According to the comment in Shin Nihon koten bungaku taikei, the word to (direct
quotation marker) appears after the passage underlined (2) in Bishii bon N,
Shusho bon & EA and Kogetsu sho bon.” If so, passage (2) can be categorised as

interior monologue. In (1), Fujitsubo expresses her fear of the rumour of her relations
with Genji, employing the conditional (ba). In the following narratised discourse the
narrator depicts her attitude toward Genji. In (2), Fujitsubo reminisces about his and
her acts to protect against rumour and sets a high valuation on their acts.** In the last
narratised discourse the narrator depicts her as a lover, who is sincerely attached to
him.

Fujitsubo dies in her 37" year. When she is resigned to her death, she
reminisces and evaluates her life. The interior monologue passage in example 25,
which is the last one assigned to her, shows her evaluation of her life and of her
relations with Genji.

25, HMWEEL DT, @E0EL 2 bOBM I A SEFRET, #oohicEL oo
Bz, mEfEt, ORI BWSARL LOPIANTELZ LB ANTESY T
28, CRLMGS, Lo, EoPiCh, DI LoLEMbELETNRE, S
THIDLE LI AIETEDVIZEOT, ZhoAZE, 5 LADILLTIEIENTZD
ZEICRLEBN D RE LI L7 E DT 5, (NKBZ 2: 435) (SNKBT 2: 229-230)

Pain had kept Her Cloistered Eminence from expressing herself well, but she understood on
silent, sustained reflection that whereas she had stood above all others in high destiny and
worldly glory, she had also suffered more in her heart. Despite everything it seemed to her a
tragedy that His Majesty should never have any inkling of the truth, and she felt that this one
thing would burden her unhappy spirit forever. (T: 353) (Chapter 19 “Usugumo”)

Fujitsubo was born as the fourth princess of the emperor, became the Empress of the
Kiritsubo Emperor and the mother of the Reizei Emperor, and was given the title of

Retired Empress. Fujitsubo recognises herself as a lady whose status and prosperity

5 (SNKBT 2: 26)
* Motoori comments that the subject of the last part of his interior monologue, from katsuha 7> to

kakushituruzokashi % L-> % % 7> L is the first person ‘I” (Fujitsubo). (Motoori 1969, p.411)
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are unequalled. Simultaneously, she also recognises herself as a woman whose
sorrow is unequalled, because she has never been content with her state of mind. It
can be seen that her sorrow arises from her restraint in showing her love for Genji and

from her control in accepting his attachment to her.

5.1.2 Characteristics of the Relationship between Genji and Utsusemi

The story of the relationship between Genji and Utsusemi is mainly narrated in the
latter half of chapter 2 (“Hahakigi”) and chapter 3 (“Utsusemi”) in section 1 of part 1
for both.* It precedes the unwritten secret meeting between Genji and Fujitsubo.
Genji’s encounter with Utsusemi focuses on his interest in a middle-ranking woman,
which looks back to the ‘rating women on a rainy night’ conversation in chapter 2.
Utsusemi is the daughter of Emon no kami, whose ambition had been to send
her into palace service. After the death of her father she became the second wife of
old Iyo no suke, bringing her younger brother with her. Fujii Sadakazu argues that not
only past scholars but also present ones, such as Takasaki Masahide /=% 1EF5 and
Saigd Nobutsuna, regard Utsusemi as a reflection of the author’s self.*® Mori Ichird
#—BR points out that Utsusemi is a prototype of other female characters and her

characterisation flows through Akashi, Asagao and Oikimi. ¥ Whether these
judgements are correct or not, they do to relate to Utsusemi’s characterisation,
especially her way of thinking, which is mainly formed by interior monologue
assigned to her.

This section analyses three scenes in which Genji makes advances to
Utsusemi, to clarify the characteristics of the relationship between Genji and

Utsusemi.

5 The sequence to their story appears in chapters 16 “Sekiya” and 23 “Hatsune”, in which Utsusemi renounces the
world after the death of her husband and she lives at Genji’s Nijo estate in his care, respectively.

16 Fujii 1970, p.139.

T Mori 1986, pp.15-16 and pp.116-117.
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The first encounter occurs when Utsusemi and her brother are staying in the
house of Kii no kami, her stepson. Genji wants relations with her for a trivial
diversion in the house of Kii no kami, a gentleman in his service. Harada Atsuko Ji{
FHE 1~ states that Kii no kami consents to his making advances to her, because she is
given as an offering to his master, Genji.** This scene consists of three different types
of discourse: Narratised discourse, which depicts Genji’s aggressive actions,* which
would seem to be supported by his higher rank than hers; discourse of his eloquent
conversation, which is commented on by the narrator as ‘he managed to draw from

>0 and Utsusemi’s interior

some hidden source a flood of tender eloquence;
monologue, which shows her confusion and agony.”' Genji meets with unexpected
resistance from her. Furthermore, her attitude, described as being like the supple
bamboo, which is easily bent but is not broken, arouses his interest; hence he has
relations with her. Having relations with him reminds her of her husband; her fear is
presented in her interior monologue: [I am afraid] ‘he glimpse this scene in a dream
(T: 41).” On the other hand, there is no interior monologue passage showing Genji’s
fear of Utsusemi’s husband. His thought, which appears after his returning home, is
presented in his interior monologue: ‘Not that there was anything remarkable about
her, but, as he knew, she nicely represented the middle grade.”*” Thus, the scene

apparently shows a difference in thoughts and feelings between Genji and Utsusemi.

This discrepancy appears more clearly in the following scene.

‘% Harada 1993, p.181.

¥ These actions are described as ‘he tried the latch’ (T: 39), ‘threading his way among them’ (T: 39), ‘he picked
her up’ (T : 39) and ‘he carried her’ (T: 39) as mentioned in section 5.1.1.1.

FIDOWSZ LY ) H72E 5 E DOHEITH)H HTe(NKBZ 1: 176) (SNKBT 1: 68) (T: 40) (Chapter 2)

5! The following are her interior monologue passages.

& %5 F U & Z & ([Genji behaviour toward me is] unacceptable.) NKBZ 1: 175) (SNKBT 1: 67) (Chapter 2)

< 172 < 5 L ([His overbearing behaviour is] truly unfeeling and painful.) (NKBZ 1: 177) (SNKBT 1: 68)
(Chapter 2)

PEINEDZEidRTRE, HRTLTHOTTHEH Y 25D 2(NKBZ 1: 181) (SNKBT 1: 71)
(T: 41) (Chapter 2)
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A few days later a second meeting, which he tries to arrange with the help of
her brother, threatens to occur but she hides herself behind her gentlewoman’s
chamber. The reason why she refuses to meet him is presented in interior monologue

passages underlined in example 26.7

26. LOIBITIE, (1) WENMEFEVRLZHOBEIFAL DT, WX LEOMET
FOLENDHERED, ZEEINCLHHEOTLETEOLE, 2L H0H b
EL. (2) LOTHOMBBBUIRHEOH, WNNTIFEM BRI ICET BT L
DRBH BN STNTBOE D, (3) LTHENKTH, AIEFESNUR
e TR, LI LD X R TRARTe | MONE T Y, (NKBZ 1: 187)
(SNKBT 1: 75-76)

In her heart of hearts, though, she felt that she might receive Genji gladly, however seldom, if
only she were not now settled for life but were still at home, where the memory of her late
parents and of their ambitions for her lived on. Despite her resolve, she suffered actually to
think that he must find her adamant rejection outrageously impertinent. However, it was too

late now for such thoughts, and she made up her mind to remain stubbornly unresponsive to
the end. (T: 44) (Chapter 2 “Hahakigi”)

Interior monologue passages (1)-(3) reveal her manner of thinking. The expression of
the subjunctive ba--mashi shadowed in (1) conveys a desire contrary to reality and
reality itself; she would wish to have relations with him if she were not married. The
conditional mo--ramu shadowed in (2) expresses her recognition that she needs to
accept his demand for her because of the huge difference in rank. Despite her desire
and her recognition she decides to refuse him, because she thinks her karma, her
lowly position in the middle rank brought about by her marriage to Iyo no suke, has
been settled.>* This decision appears in (3).

Meanwhile, interior monologue attributed to him shows his feelings and
thoughts about her: He thinks that she is ‘stubborn’> and refuses him with ‘strong

»56

volition, which other women never have.’”” He also thinks about her as a woman

‘whose pride annoys him even though she belongs to the middle rank’>’ and as a

* Matsushita 2001, pp.57-58.

*" Compared with Utsusemi, Fujitsuno regards her karma as her relations with Genji as discussed in section 5.1.1.1.
B L5 A (NKBZ 1: 200) (SNKBT 1: 71) (Chapter 2)

6 AN DR & (NKBZ 1: 269) (SNKBT 1: 146) (Chapter 4 “Yiigao™)

T X L (NKBZ 1: 188) (SNKBT 1: 76) and (NKBZ 1: 191) (SNKBT 1: 84) (Chapter 3 “Utsusemi”)
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woman ‘whose behaviour is offensive.””® It can be seen that he is neither able to
understand the reason why Utsusemi refuses him despite having had relations once,
nor understand her state of mind.

Genji visits Utsusemi a third time. Hearing the rustling of his clothes and
smelling his fragrance, she slips away. She refuses him again but leaves her garment
in her chamber. * Disappointed, he returns home with her garment and sends a
poem,” but she does not reply; instead, she writes along the edge of his letter a
poem,®! assuring herself of her hidden love for him.

Her refusal repels but simultaneously attracts him; hence, he has not forgotten
her, whom he regards only as a middle ranking woman to be dallied with, the kind the
young nobles talked about in the ‘rating women on a rainy night’ conversation.
Meanwhile, for Utsusemi the relationship with Genji can be interpreted as her
awareness of her life: both the life she has desired and the life she cannot change
because of her karma. Thus, their relationship would seem to expose her sorrow at
her karma and her abandonment of their relationship in the beginning. Utsusemi
accompanies her husband when he is appointed as Hitachi no kami, ‘the Deputy
Governor of Hitachi’.®® Twelve years later, she becomes a nun because of her
husband’s death and her stepson’s advances.

The scenes of the secret meeting between Genji and Utsusemi are analogous
to those between Genji and Fujutsubo, or rather, the former is the model for the latter.

Genji’s attitude toward his relationship with Utsusemi is considerably different from

Bla3%& 72 L (NKBZ 1: 192) (SNKBT 1; 84) and (NKBZ 1: 202-203) (SNKBT 1: 93) (Chapter 3)
% The name of Utsusemi (‘cast-off cicada shell’[T: 44]) derives from this incident. Genji returns the garment to
Utsusemi with a poem when she leaves the capital with her husband in chapter 4.
0 ZERH D B IA~TITDHRD G EITRIEAD DDA LE M (NKBZ 1: 203) (SNKBT 1: 93)
Underneath this tree, where the molting cicada shed her empty shell,
my longing still goes to her, for all I knew her to be. (T: 52) (Chapter 3)
S ZEHDPNCIB S BORNB SN T LOUCLDOWIZH2D DA (NKBZ 1: 205) (SNKBT 1: 94)
Just as drops of dew settle on cicada wings, concealed in this tree,
secretly, O secretly, these sleeves are wet with my tears. (T: 52) (Chapter 3)
62 (T: 315)
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that toward Fujitsubo, but if the inner life of the two female characters is focussed on,
it can be seen that Utsusemi’s way of thinking is a prototype of Fujitsubo’s. Their
sorrow and agony are similar. However, Utsusemi refuses him and Fujitsubo accepts
him. Thus it can be seen that the relationship between Fujitsubo and Genji begins

with Utsusemi abandoning her relations with him.

5.1.3 Characteristics of the Relationship between Genji and Rokujo

The story of the relationship between Genji and Roku;jo is largely formed in chapter 9
(“Aoi”) and the first half of chapter 10 (“Sakaki”) in section 2 of part 1 for both.
Rokujo, unlike Utsusemi, belongs to a high rank. After the death of her husband, the
Kiritsubo emperor’s younger brother, she lives with her daughter in her own mansion
at Rokujo (Sixth Avenue) and elegantly participates in cultural society, for she is
independent financially and socially. The narrator implies through his interior
monologue that Rokujd’s attachment to Genji is a burden on him.* The relationship
between Genji and Rokujo has already cooled; she suffers form yogare #ZHf41, ‘a
husband/lover’s rare visit to his wife/mistress.” Their story begins with her indecision
as to whether or not to leave the capital for Ise with her daughter who is appointed
High Priestess of the Ise Shrine, as she doubts his devotion to her.

This subsection mainly examines the scene of the ‘carriage quarrel’ incident,
that of the ‘living sprit’ manifestation and that of Genji and Rokujo’s parting at

Nonomiya, to clarify the characteristics of the relationship between them.

Rokujo and Genji’s Thoughts about the ‘Carriage Quarrel’ Incident
The ‘carriage quarrel’ takes place on the day before the Kamo Festival, gokei fHIi#2 (a

ceremony of ritual purification). Rokujo wants to see the grand procession of the

SLHREILAVEHIEFNEBTEEIC, HEVLES, ADADLELEHEHY SF%, 32 LI
DETIERE, RO 6L EONT 5, (NKBZ 1: 237) (SNKBT 1: 121-122)

The more fondly he dwelled on the artless innocence before him, the more he longed to rid her a little of the pride

that so unsettled him (T: 66) (Chapter 4 “Ytigao™)
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gokei, which Genji attends, because he rarely visits her. When Aoi’s train of carriages
arrives at Ichijo (First Avenue), every place has been occupied. Aoi’s grooms and
footmen fight with Rokujd’s to clear a space. As a result Rokujo’s carriage is pushed
back and she has no view at all. After being defeated in the quarrel, Rokujo decides to
go home without seeing the figure of Genji in the procession, but she cannot help
waiting to see him. The narrator reveals Rokujo’s unconscious feelings by
highlighting her weakness. Of course, he totally ignores her because her carriage has
been pushed far back from the Avenue. Interior monologue passages in example 27
show her feelings and thoughts.**

27. EDHHBEHLLUNDONRENLHD I I EZVEEMBL D
ELRDZEFEDLEANORLBIILIERTNE, BbHORIMESE, BFOWVE
FLY, HTHEXERILFE LN, LEE5H, (NKBZ2: 18) (SNKBT 1: 295)

“One fugitive glimpse as of a face in a stream
tells me with new cruelty that I matter not at all!”
She did not like being seen to weep, but she knew how much she would have regretted

missing the dazzling beauty and presence that on this great occasion shone more brilliantly
than ever. (T: 168) (Chapter 9 “Ao0i”)

The first interior monologue is a poem composed by her expressing her sorrow at
being completely ignored by Genji.®> The later interior monologue as discussed in
section 5.1.1.2 shows her acknowledgement of her attachment to him, employing the
subjunctive, which effectively appears only once in her interior monologue
passages.’® Rokujo maintains her pride and reaffirms her love for Genji in this most
humiliating experience.

On the contrary, Genji thinks of the incident only in terms of the relationship

between his wife and his lover, excluding himself. Interior monologue passages

6 Matsushita 2001, pp.72-73.

% Mushakdji Tatsuko 7% /ME R T~ states that a poem composed alone by a character, one not exchanged with a
lover, expresses overwhelming sorrow. (Mushakdji 1993, pp.201-203.)

% It is noted that the subjunctive, which shows all these women’s love for Genji, appears in their interior
monologue passages as discussed in example 15 for Fujitsubo, in example 26 for Utsusemi and example 27 for

Rokujo.
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underlined in example 28 expresses the personality of what he considers a desirable
wife and his feelings towards his wife and lover.®’

28. T3, e, EOMNIBIEFTLIAD, boOIFERBIN, F<FLELZAD
XlrFE~DHEVIC, HOPHEFSLBEIIVFDHEL, b b OEEL
FTREDHDOLHBIFVEOLBETEICHEDT, KL EIDPLRDAOEEELEL 0T
2L, HEFE, FEOWEIS L, KLHY THIEFTL2HDE, WA
LODCICHA] EVEELLST, B TRENVITNE, FEOELEADEILE
FLERE, Moz Lo T, T bt Lz X9, (NKBZ 2:20-21)
(SNKBT 1: 296-297)

Alas, he thought, despite her dignity she lacks kindness and tact. She cannot really have
meant this to happen, but I suppose she sees so little reason why the two of them should think
warmly of each other that those men of hers then took it on themselves to act as they did. The

Haven is so fastidious and reserved by nature----it must have been a terrible experience for
her. (T: 169) (Chapter 9)

The first half of this passage shows his unpleasant feeling toward Aoi and invokes an
image of a desirable wife by comparison with Aoi. He requires his wife to be
considerate of the feelings of his other wives/lovers, and to control her retainers. In
the latter half of the interior monologue passage, Genji supposes Rokujo to be
depressed. However, he does not act either as the husband of Aoi or as the lover of
Rokujo. It can be interpreted that the ‘carriage quarrel’ incident is of little importance
for him because he takes young Murasaki to see the Kamo Festival the day after the
incident. Conversely, the ‘carriage quarrel’ incident brings Rokujo to humiliation and
realisation of her attachment to him. Hence, there is a rift between the two. After the

incident Genji does not change, that is to say, he continues to rarely visit her.

The Meanings of the ‘Living Spirit’ Manifestation for Both Genji and Rokujo

Aoi, already weakened by advanced pregnancy, is suffering from spirit possession,
which makes her ill. Meanwhile, Rokujo has dreamed after the ‘carriage quarrel’
incident that she goes to Aoi with unusually violent intent and pushes and tugs Aoi.
The following example 29 shows Rokujo’ thoughts and feelings concerning the

‘living spirit” manifestation.®®

57 Matsushita 2001, pp.82-83.
%8 Matsushita 2001, pp.76-77.
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(1) R0 He, FIIHEZETCTCRAERRTRE, 3O LLARLTRIZZZE5%
DE2DHEHE, (2) SRHBIEFIC, ADHEDIZIE, KE&FDZ LE LD
SOHTHHERNIE, FLTZREWVWEEIISORLONE L2 EEFIZ,

(3) WeANELD, TOTHIcTE< Y THRICBBFRTIIHOFE D Z & 72
Vo ZNECAD EICTE, FEHEIDDLEZ, BlODRFRBHE59 LELE

LLEAEEODOUDLLD, DS xZ L, (4) TRTONRIAZWDNTLH
JEZxU) LELEEE, THSbH0%) 720, (NKBZ2:30-31) (SNKBT 1:
304-305)

Time after time she felt that she was not herself and that to her horror she had wandered away
from her own body, until she saw that even if she were wrong, the world so unwillingly
speaks well of anyone that the rumor of it would be embroidered upon everywhere with glee.
She would, she knew, be talked of far and wide. No doubt it was common enough to leave a
still-active malevolence behind after death, and this alone, when told of another, would arouse
repulsion and fear; but that it should be her tragic destiny to have anything so horrible said of
herself while she was still alive! No, she could not remain attached to so cruel a lover. Such
were her thoughts, but hers was a case of “ trying too hard to forget.” (T: 173) (Chapter 9)

Interior monologue passages underlined in example 29 consist of four parts (1)-(4),

which show the process of Rokujo’s decision: In (1) she assumes in quoting the poem

composed by Oshikdchi no Mitsune that her spirit wanders away from her flesh.”

Then, in (2) she is certain that the rumour about her living spirit has spread, and in (3)

she realises her karma is doomed. Finally, in (4) she reaches the decision not to think

about him and to try to stop loving him. However, the narrator observes that trying

not to think about him is, in fact, thinking about him.

Meanwhile, interior monologue passages (1) and (3) underlined, and free

direct discourse (2) shadowed in example 30, show that Genji is in a state of shock

and astonishment when he recognises that Rokujo’s spirit possesses his wife, Aoi.

30.

(1) WEHRLLEALDILTIZ, (2) EEPOHEFTZRVITY, HSEL I,
ANDENSESE, IO EFELELOFOHSL 2L EHEIK KA LTOILED
Ho%, BICRTRS, (3) g2z 223dbbidhé, 5LFELOR
D 2, (NKBZ2:34) (SNKBT 1:307)

After a moment of shock he understood that he was in the presence of the Rokujo Haven.
Alas, what he had dismissed so far as malicious rumor put about by the ignorant now proved
to be patently true, and he saw with revulsion that such things really did happen. (T: 174)
(Chapter 9)

PHE{ETTPESLUSTRES I AR ORLR0ITY (F45f#E 97 7)
Perhaps it went off, abandoning my body. The heart, I perceive, is far from being something that does just what

one intends. (McCullough 1985, p.214)
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After the death of his wife he receives a letter of condolence from Rokujo. His
interior monologue shows his thoughts about the two women, his late wife and his
lover: He concedes destiny in the death of his wife but he does not forgive Roku;jo her
living spirit manifestation.” He thinks with revulsion that his relations with Rokujo
have definitely cooled. After Aoi’s death, a rumour that Rokujo will be made Genji’s
legitimate wife spreads. However, Genji concludes that Rokujo is not suitable as his
wife because of her heavy attachment to him and her living spirit manifestation, but is
suitable as his lover because of her dignified and cultivated manner.”' Learning his
thoughts, Rokujo decides to leave the capital for Ise.

Therefore, the two incidents show that the relationship between Genji and
Rokujo is characterised as that of a triangle involving Aoi even though he does not
fully appreciate the situation. This triangular relationship precedes that between
Murasaki, Genji and Akashi, which will be discussed in 5.2.2. The triangle involving
Rokujo is more primitive and fiercer than that involving Murasaki, because Rokujo’s
spirit possesses Aoi and Kkills her. Relevant to this point is Nomura’s remark that the
characterisation of Rokujo symbolises the tragedy of women in a polygamous
society.”> However, the story of the relationship between Genji and Rokujd does not
end with this situation. The narrator beautifully depicts their parting at Nonomiya: It

is a day in late autumn, on the seventh of the ninth month. Under the brilliant

TEEICLAE, ETHNTH, EDREFWCIZFHLOLAEFOTD, (S FEILEILELTE
SONICABE TR EMELEIE. DAELRNSRIIZELRITECLEX 2DV 2L, (NKBZ 2: 450
(SNKBT 1: 314-315)

Perhaps the lady he had lost had indeed been destined somehow to meet this end, but why should he have seen and
heard the cause so clearly? Yes, he was bitter, and despite himself he did not think that he could ever feel the same
about the Haven again. (T: 179) (Chapter 9)

T"OHOBEFIFVWEWEIFLTNE, FZLDORDNEHAHE I 2T STLEINBL, F£I5
DRI THBS LIEFITE, ELREZEZVSLICHDOHIZAHITTDIANIUIH TR L, T8
ICHEOIMITE Lik7=9, (NKBZ 2: 68-69) (SNKBT 1: 333)

As to the Rokujo Haven, her plight affected him very much, but things would never go well if he acknowledged
her formally, whereas she was just the woman to discuss things with now and again, if she would only let him go
on seeing her as in the past. He could not bring himself to give her up even now. (T: 189) (Chapter 9)

™ Nomura 1969, p.95.
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moonlight they exchange poems, weep about lost time and days and spend the night
together in a sad atmosphere. The sad but beautiful relationship between Genji and
Rokujo emerges from within the narratised discourse in this scene of their parting.
The relationship between Genji and Rokujo is characterised as a relationship
in which a woman reaffirms her love for a man even though his love for her has

cooled, while a man ponders what a wife and a lover should be.

5.1.4 Summary

For Kazamaki the theme of the story of Genji and Fujitsubo is Genji’s eternal longing
for Fujitsubo; for Nomura it is Fujitsubo’s persistent rejection of him; and for
Takahashi it has to do with recapturing the imperial power usurped in Genji’s
childhood.

However, when Fujitsubo’s love for Genji is focussed on and recognised, the
story of Genji and Fujitsubo can be read as the story of the mutual relationship
between man and woman. The matter of the subject is shifted from Genji as the
centre to Genji and Fujitsubo as a pair, and from the frame of the story to the
characters’ states of mind. The story of Genji and Fujitsubo is mainly narrated
through his earnest and serious love for her, accompanied by agony, and her hidden
love for Genji. Fujitsubo (the Kiritsubo Emperor’s wife) appears as a woman who is
the image of Genji’s deceased mother. This section has examined Genji’s longing for
her, a woman who cannot be compared to anyone living in the real world, and
simultaneously demonstrated Fujitsubo’s love for him, referring to interior
monologue passages assigned to Utsusemi and Roku;jo

Utsusemi’s state of mind concerning her relationship with Genji is more
specifically depicted in her interior monologue passages than Fujitsubo’s. Utsusemi’s
interior monologue employing subjunctive expressions shows the chain of her
thoughts: She feels more honoured than not by Genji’s love and is attracted to him,
but decides to refuse him because she regards her karma as her relationship with her

middle-ranking husband. Utsusemi’s way of thinking seems to be a prototype of
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Fujitsubo’s, although Fujitsubo accepts Genji. Rokujo’s interior monologue
repeatedly expresses her attachment to Genji and depicts her as a woman who is
troubled by the waning of his love. Rokujo’s recognition of her love for Genji also
throws light on Fujitsubo’s state of mind.

Even though Fujitsubo’s love for Genji is recognisable, her love does not
reach Genji. She composes a poem, which shows her sincere love for him by using
the word aware, as discussed in 5.1.1.2. The word aware in her poem goes unheeded.
There is no reference to the word aware in either narratised discourse or Genji’s
interior monologue. Their two-night secret meeting in chapter 10 (“Sakaki”) leads
Genji to conclude that he is refused by her, so that he behaves desperately. At the end
of a series of desperate actions he sends a letter accompanied by autumn leaves, as he
did in his childhood. Although she receives it, she decides to renounce the world to
protect her son’s status on the day of the first anniversary of the Kiritsubo Emperor’s
death. The change in the political situation influences her decision.

With respect to Genji’s state of mind, Genji wonders why Utsusemi refuses
him, although she had relations with him once. Her refusal attracts him so that he
pursues his relationship with her. He nonetheless understands neither her thoughts nor
her behaviour. Genji regards Rokujo as distasteful when he finds her spirit possessing
his wife. Hence, he does not alter his attitude toward her despite her strong
attachment to him. He thinks about a desirable wife who is considerate of the feelings
of his other wives/lovers after hearing of the carriage quarrel between Aoi and
Rokujo. Genji first realises Fujitsubo’s love during his exile. Fujitsubo expresses her
deep sorrow arising from her restraint in showing her love for him when she is
resigned to her death. Behind these relationships, difficulty in communicating with
each other emerges. Thus, the stories of the male-female relationships present the

love and agony of all involved.
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5.2 Characteristics of Genji’s Relationships with Murasaki and

Akashi in Sections 1-3 of Part 1

The story of the relationship between Genji and Murasaki is intermittently narrated
after chapter 5, while Murasaki occupies the status of the central female character in
chapters 5 and 20, and shares it with others in chapters 12 and 33. Murasaki appears
in chapter 5 as a girl who bears an astonishing resemblance to Fujitsubo. Suzuki
Kazuo explains Genji’s attraction to Murasaki as springing from his love for
Fujitsubo. Suzuki calls it a structure based on murasaki no yukari 5D wp7)>V) (the
purple connection), which is a technique used for unfolding the plot of the tale.”
Kiritsubo no koi (Paulownia Court lady), the name of Genji’s mother, is related to
purple because of the colour of the flower of the paulownia. The name of Fujitsubo
(Wisteria Court lady) as discussed in section 5.1 is also related to purple. And then
the name of Murasaki, which derives from Genji’s poem,”* means the root of the
murasaki plant, which produces dye for purple. Furthermore, Genji finds that she is a
niece of Fujitsubo. Hence, the purple connection flows from Genji’s deceased mother
to Fujitsubo through to Murasaki. Genji’s relationship with Akashi, which involves
Murasaki, is narrated in chapters 12-14 and 18-19. The story of Genji and Akashi has
a somewhat similar plot in terms of his acquisition of power: The son of Genji and
Fujitsubo ascends the throne and the daughter of Genji and Akashi becomes the
Empress.

These two relationships are somewhat related to or influenced by the
relationship between Genji and Fujitsubo. These relationships are, however, different
from those between Genji and the three female characters as discussed in 5.1, for they

constitute Genji’s married life for a long period of time. Section 5.2 examines the

7 Suzuki 1989, pp.66-69.
PRI ATOD LS RTegR DRIz L ONT 5 8710 OF E (NKBZ 1: 314) (SNKBT 1: 182)

How glad I would be to pick and soon make mine that little wild plant / sprung up from the very root shared by the
murasaki. (T: 100) (Chapter 5 “Wakamurasaki”)
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characteristics of the relationship between Genji and Murasaki, and between Genji

and Akashi, to uncover clues to the theme of part 1.

5.2.1 Characteristics of the Relationship between Genji and Murasaki

Abe Akio suggests that Murasaki cannot be identified as the main female character in
part 1 of the tale, because these stories are constructed not by the daily life Genji
shares with her but by unfolding events.” Saigé Nobutsuna also claims that in part 1
Murasaki does not make her presence felt; it is as if she were just a doll.”® Conversely,
Nagai Kazuko 7K H-F11- asserts that The Tale of Genji, which differs from earlier
tales, pursues the theme of the relation between man and woman in daily life.
Therefore, Nagai continues, Murasaki, characterised as a person who is Genji’s life
partner, can be identified as the distinct main female character even though Murasaki

appears as the main female character only in chapter 5 in part 1.

Akiyama Ken
confirms that Murasaki is the only woman who begins to live with Genji and ends her
life beside him, hence she can be identified as the main female character through
parts 1 and 2 in the tale. To establish the characterisation of Murasaki may be, he
continues, to clarify the essence of the tale.”® From the viewpoint of quantity of
interior monologue, Murasaki has the second highest frequency of interior
monologue of the female characters in part 1 and has been identified as one of the
central female characters in part 1 in the previous chapter.

The main aim of this section is to examine the meaning of the story of the
relationship between Genji and Murasaki by focussing on categories and contents of
discourse, because it seems that their relationship is differently characterised by use

of different types of discourse. This section first explores the relationship between

Genji and Murasaki in the process of their changing relationship, because their

™ Abe 1989, p.229.

" Saigd 1983, p.144.

" Nagai 1993, pp.171-172.
™ Akiyama 1987, p.75.
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relationship is not fixed, and next, clarifies the characteristics of their relationship
through these analyses.

To this end, section 5.2.1 is organised as follows. Sections 5.2.1.1-5.2.1.5 are:
the beginning of their relationship, the marriage, the change in Murasaki from an
innocent young girl to what a wife should be, both Genji and Murasaki’s thoughts in
the triangular relationships, and the formation of the relationship between Genji and

Murasaki in those relationships, respectively.

5.2.1.1 The Beginning of the Relationship between Genji and Murasaki
Section 5.2.1.1 examines both how and what Genji thinks of Murasaki, and Murasaki

thinks of Genji at the beginning of their relationship.

Bringing up Murasaki to be Genji’s Desirable Woman

Genji’s feelings about Murasaki at the very beginning of the relationship seem to be
based on three thoughts when the discourse in the scenes of both his watching her
through the fence and his abduction of her are analysed. First, he thinks that Murasaki
bears a resemblance to Fujitsubo: this thought appears in his interior monologue
passage when he looks at Murasaki.”” Second, he thinks that her circumstances are
identical with his: He lost his mother and his grandmother during childhood, and so
did she. The second thought appears in his interior monologue passage, in which he

sympathises with her on hearing of her grandmother’s death.* Third, he thinks that

PXBIE B RILERLLEZWDIAIL, WEEIRZTEONDD, 1655572030, ¢
SICHIRZEE DD, (NKBZ 1:281) (SNKBT 1: 158)

Indeed, he wept when he realised that it was her close resemblance to the lady who claimed all his heart that made
it impossible for him to take his eye off her. (T: 87) (Chapter 5)

OO FDFNRI B HIFAUT, S LADEZIFITEAY LAB WO OTe, ST EICHBORT Hie,
HAHBRTCHN T TEOY LAE INEN Lo REROHTT, #NoTE50507E~D,
(NKBZ 1: 314-315) (SNKBT 1: 183)

Genji felt the frailty of life sharply as he read it, and he wondered anxiously how the little girl whose future had so
worried her was now getting on. Young as she was, did she miss her grandmother? He remembered losing his own

mother, if only dimly, and he took care to keep in touch with her. (T: 100) (Chapter 5)
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she is so young that he can educate her to be a desirable woman: When he catches
sight of her weeping over her lost sparrow, the third thought appears in his interior
monologue.® After hearing that Murasaki is in fact Fujitsubo’s niece, his desire to
take and bring her up to be his woman emerges.*

After taking Murasaki to his Nijo estate, Genji writes down all manner of
poems and draws all kinds of pictures to provide good examples for her.* He orders

gentlewomen to put on her make-up.* He also educates her, as in example 31.

3. BHZIED509ICT, BIILBBLES HEV ZFITR, REIHDHLMY T
L Bl TEELE~DRDIRL, HOFITOWVWHT, [Z2HR) LDleEAL
BEALT, TAVRLED] ENTEHRT, HBEOLEZEANDZSE, WALD
SNTID L, BRI, 222N/ EFOCT Vi, ZHDITH<IE
EREZEZL] T, AELT, #ERY FETHNMELTEDVLES, 15
DEL, FOMFEDTe~NTEZ XL ZAEIT] & T, FRICB LI LT
E S, MEARITRENVHE T, SLOVEE~NE, ARCIEFITT. weo-o
KLOYHEIES, BOSEHILIZ, SOV T LEESEMFELEX, &S
LT, 5O LEBLT, HREEL LOOHA~TESH, eI &L T, M
ERTFELE, E—DVIZHOEVIES, BEN, 5965L 200
THHLMEA~E, BOLZ E2/es, EBEJ, (NKBZ 1: 403-404) (SNKBT 1: 255)
Irresistible or not, she still had a mind to make him smart for not having come straight to see
her when he got home, and so for once she was pouting.

“Come here!” he sat down near the veranda.
She hummed “when the tide is high” and put her sleeve bewitchingly to her mouth.
“Dear me, when did you start quoting poems like that? It is not good for people to see

each other all the time.”
He had a koto brought in for her to play. “The s no koto is awkward because the

S RVPLLSFEPLEANR, EHEFEDZFES, (NKBZ 1:281) (SNKBT 1: 158)

She is one I would like to see when she grows up! Genji thought, fascinated. (T: 87) (Chapter 5)
RADIFELHTUZENL S, BOBPOENPLHLRL, IBELOTLDEFICHA~EIFLITT
FIEe, &9, (NKBZ 1:287-288) (SNKBT 1: 162-163)

She was of distinguished parentage, she was delightful, and she showed no distressing tendency to talk back. How
he would love to have her with him and bring her up as he pleased! (T: 89) (Chapter 5)

BN TARICEBTICR, FERALSESEIIMESORELZTESY 25, (NKBZ 1: 333)
(SNKBT 1: 196)

He wrote or painted all sorts of things to show her, no doubt with thought of making them up for her straightaway
into a book, (T: 108) (Chapter 5)

UEROMUBE O TVIZT, <ADBELLNDITE%, OFOAIFELE~UL, JEOTFE
RNz BB )DL LY E LB, (NKBZ 1:379) (SNKBT 1: 233)

In deference to her grandmother’s old-fashioned manners her teeth had not yet received any blacking, but he had

had her made up, and the sharp line of her eyebrows was very attractive. (T 130) (Chapter 6 “Suetsumuhana”)
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Example 31 clearly shows how Genji educates Murasaki. First, Genji tenderly
admonishes her that a woman who lives with him is not allow to complain of his rare
visits, when she quotes a Man yoshii poem to express jealousy.® Second, Genji
shows how men and women should converse, quoting from poems: he uses the image
of the poem quoted by her and implies a phrase of the poem in Kokin wakashii.®
Third, he relieves her jealousy and directs her attention to music, a kofo lesson. She
accepts his education. It can be seen that Genji is a tactful instructor in teaching not
only subjects themselves but also the makings of a pleasant personality. The effects

of his education become apparent, as follows:

32. AZADOHME, HZEER 2 L~ES LT, HThESE, flo, taffL ) EE
EL AT E X953 & N T, b R<IFEOEDIEXEST, (NKBZ 1:431)
(SNKBT 1: 280)

Genyji spent the day telling her what he had been up to lately and giving her a koto lesson, and

although she was as sad as ever when he went out again, she used to it now and did not cling
him as before. (T: 158) (Chapter 8 “Hana no en”)

Even though Genji has not returned to his Nijo estate for a long time, Murasaki does
not complain despite being jealous. Her attitude toward Genyji is contrasted with Aoi’s.
Unlike Murasaki, Aoi, his legitimate wife, refuses to see him when he returns home

after a long period of absence.®’

BT CIEAD DAEOEZNCAL L DR BELLS DS E ] (HHEHET - 1394) Tyler's
translation of the poem is: Is he seaweed on the shore, covered when the tide is high? I see him so little and miss
him so much! (Shaishii 967, also Man 'yoshii 1389) (T: 143)

O TR OMANT R RS TEAHLDICAZBS L LN (H4%E - B4 - HEALST) The
poem is translated by Tyler, as follows: Would that I might have enough of the seaweed [mirume, also “meeting”
with a lover] for which the seafolk dive, they say, morning and evening at Ise. (Kokinshii 683) (T: 143)
STRERZIE, B, SE b3 L2 FiE7, (NKBZ 1:431) (SNKBT 1: 280)

At His Excellency’s the lady refused as usual to see him straightaway. (T: 159) (Chapter 8)
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It can be seen that Murasaki begins to become a desirable woman and acts as
a surrogate of Fujitsubo for Genji: She is the successor to Fujitsubo both in lineage
and beauty; she has a talent for composing poems, writing a good hand, drawing
pictures, and playing a koto; she can converse with him gracefully; most importantly,
she never complains about his absence. In the last instance, Genji deliberately
attempts to bring her up not to be a woman like Rokujo, who is strongly attached to

. .. 88
him and is jealous.

The Ambiguous Relationship
Murasaki’s first impression of Genji is that he is splendid. When a gentlewoman
persuades her to become his child, she accepts the idea,” because her father lives
apart from her and rarely visits her. On the other hand, Genji behaves like a husband
toward young Murasaki in the scene where he visits her after she returns from her
great-uncle’s cottage in the northern mountains, where she has been mourning her
grandmother. Realising that the man there is not her father but Genji, she wants to
withdraw from his presence, but the nurse pushes her toward him. He strokes her hair
under her garment and catches her hand. When she says, “I want to sleep,” and
withdraws to her chamber, he follows her. He understands his behaviour is excessive
but he continues to behave like a husband. After spending the night he sends her a
picture instead of the usual next-morning letter.

Genji seems also to lie down with Murasaki on the very day when he takes
her to his Nijo estate, persuading her to do so despite her appeal for withdrawal. He

wakes her up and talks gently to her, showing her beautiful pictures and many things

BOoNRNE, THREXEFVEFVOHEINFWS LIzETH, Zh I ZhHED Rigo&EbE
i, RIFW RO L UBE T, ABICAWEN Y 2E1F, bFEVOHELHTERITY, SOEREE X
IZAEIFELETU, & B9, (NKBZ2: 51-52) (SNKBT 1: 320-321)

Distant she might be, but she never failed to respond just as she should, and this, he believed, was why their
feeling for each other would endure, for surely the pretensions and affections that put a woman on show for
everyone only display her worst shortcomings. No, he said to himself, that was not how he meant to bring up the
young lady in his west wing. (T: 182) (Chapter 9 “Aoi”)

8 (NKBZ 1: 298-299) (SNKBT 1: 171) (Chapter 5)
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for her dolls. After a while she gets used to him and does not dislike being held in his
arms. His relationship with her is ambiguous: half husband and wife without having
sex, and half father and child.

The following example shows how Genji thinks about his relations with

Murasaki.

33. (1) ELbdHY ., s o LEMic2 i, bbb 42 Lig
SSELLHTESRE, DB, ABIRAENLIZ, BODIEIDOZ L, BOSHD
HTEDZ, WEENLELTHEVRY, (2) Lo liF. »Ervick
L, LT IBSEDF0, BTAIIFIBLEESARASE, 2L 3TF L%,

ZHE, WESFEBEVELZNLOEIE Y, EEIFWED Y, (NKBZ 1:336)
(SNKBT 198)

A woman may be so querulous and so quick to make an issue of the smallest lapse that the
man takes a dislike to her, fearing that whatever he does may unleash bitter reproaches, until
an estrangement that neither had wished for becomes a reality; but not so for Genji with his
delightful companion. No daughter by the time she reaches this age can be as free with her
father, sleep so intimately beside him, or rise so blithely with him in the morning as this
young lady did with Genji, until Genji himself must have wondered at being able to lavish his
affection on so rare a treasure. (T 109) (Chapter 5)

The interior monologue sentences (1) and (2) in example 33 show Genji’s thoughts
about Murasaki comparing her to a mature woman and a daughter, respectively.
Hagiwara comments on the word sakashira gokoro, shadowed, quoting the
annotation by Kogetsu sho, that it means jealousy, and then comments on sentence
(1) that if Genji had relations with a mature woman who 1is jealous he would take a
dislike to her and then she would feel bitter about him and they would divorce;
however, he has no such experience with her, so he regards Murasaki as ‘his
delightful companion.””® With respect to sentence (2), Motoori interprets it as Genji’s
treatment of Murasaki as a daughter and points out that his way of loving her is
strange in comparison with that of a typical father.”’ Hence, Genji seems to regard his

relationship with Murasaki as one that is neither the same as that between husband

WIELTCEZEDORIBERDLACH LENLLLH Y ThoMn LETBIZRA EFIFHRLIZH T
DEELHROTALZZAENDIRXLELIEF AN HRANBIZRY TEIIDOFELARENWTIA
ELSIXELEIHI L RITNIEENPLETUOYHL L WESERDH L (Hagiwara 1909, p.412)
NZNTFEZ LD THOLIEESENIN 2D, PLIE IS L NS, MLOEST LT, biEbH
LT HOIZHDETNSFIEM  (Motoori 1969, p.396.)
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and wife nor that between father and daughter, even though he sleeps with her in the
same chamber: in other words, the relationship excludes trouble related to jealousy
and includes intimacy.

Murasaki’s recognition of her relations with Genji appears in her interior
monologue passage underlined in example 34.

4. LOFIZ, BIFSEFEEFIF TN, TOAXDOBE L THDHIFE, AL EFbh,

Iz LIFICEEANELFED T D7, &, 4FBIELMY 5, (NKBZ
1: 394) (SNKBT 1: 248)

So I have a husband, do I! The men all these women call their husbands are nothing to look at,
but mine is a handsome young man! The idea was a revelation. (T: 139) (Chapter 7)

This interior monologue appears when Shonagon, her gentlewoman, makes Murasaki
feel ashamed to play with dolls despite her age and teases her into behaving like a
gentle wife. Murasaki is proud of her relations with Genji. However, she does not
understand what a husband-wife relationship means, but thinks about it in a way
similar to playing with dolls. Her understanding of their relationship thus can also be
regarded as vague.

Nagai Kazuko also comments that the relationship between Genji and
Murasaki in part 1 is based on that between father and daughter. She is convinced that
Genji’s relations with Murasaki allow him to make advances to other women,

because the relationships do not conflict.”

5.2.1.2 The Marriage

Understanding of the customary process of marriage in the Heian period is required to
contrast an ordinary marriage with that of Genji and Murasaki. According to
examples in the tale, first, a girl’s parents hold their girl’s donning of the train
ceremony to show her becoming of marriageable age.” Second, a young man, her
future bridegroom sends a letter including a poem. In general, gentlewomen mediate

between them. They exchange their letters (poems) over a period. Third, the man

°2 Nagai 1993, pp.168-169.
% Mogi #:55, the donning of the train, is the ceremony of the coming age for a girl, at which she first puts on mo

%%, a train. It is done when a girl is eleven to fifteen years old.
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makes the gentlewoman lead him to the woman under the parents’ authorisation.
Then, they spend a night together. After leaving the woman’s house, the man must
send a poem called kinuginu no fumi %51 3L (‘next-morning letter’). He also visits
her for the following two nights.”* Finally, the ceremony of third-night cakes makes
their marriage public. Thus a normal duolocal marriage (a husband visiting a wife)
begins. Haruo Shirane remarks that the only affair in the early chapters to conform to
the usual aristocratic marriage is Genji’s relationship to Aoi.”

The process of Genji’s marriage to Murasaki is quite different from a normal
duolocal marriage. The narrator reports their marriage as follows: ‘he rose early while
she rose not at all (T: 186).” Next section examines how and what Genji and
Murasaki think about the new relationship, marriage, and analyses which types of

discourse are employed to depict the event.

Genji’s Thoughts and Actions in His Marriage to Murasaki

Genji’s circumstances are ready for his marriage to Murasaki: he comes out of
mourning for his wife Aoi; he realises Murasaki’s growth and resemblance to
Fujitsubo when he returns to his Nijo estate; he occasionally makes advances to her
even though she does not understand his intentions. Hence, his marriage with her,
more precisely, his consummation with her is predetermined. He fulfils not only the
role of a husband but also that of a father or a gentlewoman. He tries to make their
marriage formal for her. First, the next morning he leaves from the west wing for the
east wing, because he attempts to act according to the style of a duolocal marriage.
Second, he leaves the next-morning letter, and an inkstone to let her know she has to
respond. If a talented gentlewoman served Murasaki, she would teach her how to
reply to his letter. However, there are no gentlewomen who understand their marriage

and can take care of her. Third, in the afternoon he visits and soothes her when he

% According to Yamanaka Yutaka |1191%43, formal marriage in the Heian period was composed of a series of three
days. (Yamanaka 1966, p.20.)
%5 Shirane 1987, p.49.
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finds her weeping and sweating. Finally, he, instead of Murasaki’s father, orders
Koremitsu (his retainer) to make third-night cakes, although her parents should
prepare the ceremony of third-night cakes. Genji’s thoughts and actions above are
depicted in narratised discourse. Interior monologue assigned to him only appears
after these descriptions. It shows Genji’s thoughts about Murasaki.

35. TEZAHIEINEROVOEZZHODFAWICHHHLIV TV, N\OLZZESTTHD
LOEbh, SiF, KL LI lobhdb_&Z L] &%, (NKBZ2:
66) (SNKBT 1: 331)

What she used to mean to me is nothing compared to what she means to me now! He

reflected. How unruly the heart is! I could not bear one night away from her! (T: 188)
(Chapter 9)

Genji rejoices at his new relations with Murasaki and begins to love her much more
than before. Shonagon, Murasaki’s gentlewoman, sheds tears of gratitude when she
learns of their marriage on seeing the ceremony of third night cakes. However,

Murasaki has difficulty accepting the new relations with him.

Murasaki’s Shock

Left alone in their chamber, Murasaki finds a knotted letter at her pillow. She opens
and reads it. She realises that it is a poem composed by Genji expressing the
experiences of the previous night.”® Interior monologue underlined in example 36

shows her feelings when she reads his next-morning letter.

36. 2 LMLBIET LT L EFNAT TEERLELIY LE, 2 THIHILINVITD
LEIBRSED LELDICEOE I 20Ty, EHIFLHIBES, (NKBZ2: 64)
(SNKBT 1: 330)
she had never suspected him of such intentions, and she could only wonder bitterly why in her
innocence she had ever trusted anyone with such horrid ideas. (T: 187) (Chapter 9)

She is perplexed at the sudden change of their relationship and deeply hurt by the way
in which he unexpectedly had intercourse with her. She also regrets having
completely trusted that he had no intention to have these relations with her. The

adjective uranaku shadowed in the example expresses her regret. If she had been

B R bR T ENAREEZENRNSTRCEHINLLS20DK%E  (NKBZ 2: 64) (SNKBT 1: 330)
Ah, what distance kept us so strangely apart, when night after night / we two yet lay side by side in our
overlapping clothes. (T: 187) (Chapter 9)
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brought up under the protection of her mother or her wet nurse/gentlewoman, she
would have been taught the meanings of the previous night, to soothe her nerves.
Although Shonagon, her nurse and other gentlewomen, serve her, they hesitate to
serve her closely in the chamber because of Genji’s existence. Hence, they neither
realise what happens nor provide her with the knowledge concerning marriage.
Consequently, Murasaki does not have any preliminary knowledge about marriage,
even the meaning of the next-morning letter. There is a huge difference between
Genji and Murasaki: Genji, on the one hand, is depicted as a confident man who is
pleased to have relations with Murasaki whom he has brought up as a desirable
woman; Murasaki, on the other hand, is described as a grief-stricken girl whose trust
has been betrayed by the father-like Genji.

While Genji plans to inform her father of their marriage and to hold her
donning of the train ceremony, she disregards his plans and still thinks about him as
follows:

37. KBEZ LA ZRILEOT, THEILHLADITHAE AT, FOEFLE
xS EbSELE LR ITN] L BLOOHRBLT, SMTHALITE
7= CEON =F1X9. (NKBZ 2: 69) (SNKBT 1: 334)

----except that she had now taken a keen dislike to him. She so bitterly rued giving him all
those years of trust and affection that she would not even look him properly in the eye, and
she displayed only aversion for his lightest remark. (T: 189) (Chapter 9)

Genyji’s act of having relations with her destroys her innocent trust. Her thoughts and
feelings appear in her interior monologue. Her shock seems to remain deep in her
mind, for it or similar feelings appear in her interior monologue whenever Genji
betrays her trust. The narrator expresses Genji’s acts in innocuous language, and

Genyji seems not to realise her feelings.

5.2.1.3 The Change in Murasaki from an Innocent Young Girl to What a Wife
Should Be

The narrator introduces a new characterisation of Murasaki in chapter 10 (“Sakaki”),
changing an innocent young Murasaki into what a wife should be. This new
characterisation of Murasaki is not depicted as a process of spontaneous change in her

state of mind, but is formed from rumours about her, her attitude toward Genji and
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his treatment of her.”” To put this another way, it can be seen that the story of the
relationship between Genji and Murasaki progresses in a way that ignores Murasaki’s
shock and her subsequent state of mind. Section 5.2.1.3 discusses the new
characterisation of Murasaki after chapter 10, focussing on the different categories of

discourse.

Murasaki as a Lucky Woman
After her marriage, a new characterisation of Murasaki appears in narratised
discourse in example 38 below.

38. WO OEEDOHM=EOZ, HALDTE I, MEHREL, NI, e ko
HHITODOLDLERETESD, RBEGESIFITH I AT LeE S, WHEO,
RO 722 < ERFIE 1ZENL I bRHORIC, AT b2 LT Mo dL
DHIE, ENOTERFT L, WEEIC, ZESHIMEVHTRELZR I R2MbY &%
720, (NKBZ 2: 95-96) (SNKBT 1: 356-357)

All the world admired the good fortune enjoyed by the lady in Genji’s west wing. Privately,
Shonagon attributed it entirely to the prayers of her mistress, the late nun. His Highness
corresponded with his daughter as he pleased, no doubt to her stepmother’s chagrin, since the
daughters this lady had thought destined to rise high had failed instead and were only a

disappointment. The happy fate of Genji’s darling was just like a fiction in a tale. (T: 201)
(Chapter 10 “Sakaki”)

The narrator describes Murasaki as a lucky woman who wins Genji’s favour, by
means of referring to rumour, Shonagon’s attitude, and her father and her
stepmother’s thoughts. The narrator seems to depict Murasaki as the heroine in a
story of an ill-treated stepchild who marries a hero of high rank in the end. In other
words, the narrator characterises Murasaki in terms not of her inner self but her outer

life. Hence the narrator does not mention her state of mind after the shock.

Murasaki as a Mature Woman
Murasaki as a mature woman appears in her poem (shadowed) and Genji’s interior
monologue (underlined) in example 39.

39. (Al FTEHENDLARLRLRARATINDELRNE, SO BEDNZ S DS E
SV Thte, HEZSLEDZLHD T, RTHLWEINDITE, W,

7 The narrator changes the characterisation of Tamakazura from that of an innocent maiden to that of a mature

woman in chapter 25 “Hotaru” in a way similar to Murasaki’s metamorphosis.
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mE, BERERKICO b ESTLENDESTOTEE,

(A2) HEBEDBEORLEVIIEZBETUTDOH G LEFHLRE
RETERHRDIT, TEL O BNMETLEON, #iRY, B EEHIC,

(B) BWRIFIXESERTED DT H S ENEICHND I I NI

EDHBHY, THFITNEZNLIDORRDESDLHDNR] LMY ITHT, 959
S LERIFREATE S, BICEESNILIEEANL, DPEFICNEILSBIT, 47
TL2REDNLY KLELEZAFEZIIRATCEANY, AZLICHOFTH, FLOEF
HOLFAEIFULNETEZY L, EIET, (NKBZ2:110) (SNKBT 1: 367-368)
“(A1)I thought I might see whether I really could give it all up,” he wrote, for example, “but
time drags by all too slowly, and I am gloomier than ever. I still have more questions, and I
am uncertain what to do. What about you?”” Even this from him, casually set down on
Michinokuni paper, was a pleasure to look at.

“(A2) Having left you there, frailly lodged as a dewdrop trembling on a leaf,

I am prey to many fears whenever the four winds blow,”
he had added with deep feeling, and his reader wept. On thin white paper she replied,
“(B) Ah, when the winds blow, how the spider’s thread that hangs on that fading leaf
quickly tangles, and my heart trembles lest it be betrayed!”
That was all.

Her writing is prettier all the time, he said to himself, smiling with pleasure at how lovely
she was. They corresponded so often that her writing looked very like his, though with an
added touch of feminine grace. I seem to have brought her up quite nicely in every way. (T:
206) (Chapter 10)

When Genji shuts himself up in the temple because of Fujitsubo’s refusal, he sends a
letter (A1) including a poem (A2) to Murasaki. His letter shows his indecision about
whether or not to renounce the world, and his consideration for Murasaki. In
Murasaki’s poem (B), she compares the image of herself to the thread of a spider,
which can easily be broken, and regards herself as a fragile woman who waits for him,
afraid of his inconstancies. Interior monologue assigned to Genji underlined in the
example expresses his thought that she has been brought up well in terms not only of
skills of poem and hand-writing but also femininity. Hence Murasaki is characterised
here as a mature woman who understands the meaning of the man-woman

relationship.
Murasaki as a Householder of the Nijo Estate

When Genji decides to take refuge in voluntary exile and leaves for Suma, he

recognises his strong affection for Murasaki. He wants to be secretly accompanied by
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her, but he abandons his plan because of his circumstances.”® He not only loves her
but also trusts her, for he leaves the documents of manors, pastures and so on in her
care and entrusts his gentlewomen and retainers to her.” She takes responsibility for
making his clothes in Suma and sending them.'® Gentlewomen at the Nijo estate,
including those who served Genji, begin to rely on her, because they know that she is
considerate of the feelings of others.'”" She can now become a woman who has a
talent for practical matters. The administration of the Nijo estate is under her charge;
hence she can be regarded as a householder/mistress of this residence.

It would seem that this new characterisation of Murasaki is formed by three
images: the image of a lucky woman who is loved by Genji, that of a mature woman
who understands the meaning of man-woman relationships, and that of a trustworthy
woman who has the ability to manage their household. It is noted that this new
characterisation of Murasaki is mainly based on narratised discourse from the
viewpoint of the narrator, and sometimes on discourse from the viewpoint of Genji.
Interior monologue attributed to Murasaki is not involved in this characterisation.

How Murasaki thinks about her relations with Genji remains unexplained.

5.2.1.4 Formation of the Relationship between Genji and Murasaki in the First
Triangle

Section 5.2.1.4 examines how Genji and Murasaki think about their relationship in
the first triangle in which he becomes involved with Akashi. This is achieved by

focussing on different categories of discourse, namely written insert, conversation

BLEELDM ) ORBOTE~DE, BEZTOIZL LBV HDEICHLH LT, ESERV I V1T
b, EDRIMIC, PR THLREIMAHICHERE VWAL I BEATEEANL, BVTHALHICHR
ERLEDE D HILE, (NKBZ2: 154) (SNKBT 2: 4-5)

----and she herself was forlorn; and now they despaired that he would be gone for years and years and that despite
their longing to be reunited, life might play them false and he might be setting out for good. He therefore
wondered sometimes whether he should quietly take her with him; (T: 229) (Chapter 12 “Suma”)

9 (NKBZ 2: 168) (SNKBT 2: 15) (T: 235) (Chapter 12)

190 (NKBZ 2: 182) (SNKBT 2: 25) (T: 240) (Chapter 12)

191 (NKBZ 2: 198-199) (SNKBT 2: 37) (T: 248) (Chapter 12)
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and interior monologue. First, it explores Genji’s thoughts concerning his relations
with both Murasaki and Akashi. Then, it investigates Murasaki’s thoughts concerning
her relations with Genji when she is informed of his relationship with Akashi. Finally,
it examines how Genji educates Murasaki to control her jealousy, which he believes
hinders the formation of an unblemished husband-wife relationship, and how she

accepts his education.

Genji’s Thoughts on His Relations with Both Murasaki and Akashi

Genji decides to leave Suma where he is in exile, because of a terrible storm, his
dream of the late Kiritsubo Emperor and the guidance of the God of Sumiyoshi.
Meanwhile Akashi’s father (the Akashi monk) comes to take him to the Akashi coast
having been told by the God of Sumiyoshi to do so. Genji reflects that his exile might
be fated by a bond with Akashi from their past lives, after learning about the Akashi
monk’s intention to marry his daughter to a high-ranking noble to restore his family.
Genyji accepts the Akashi monk’s offer and visits Akashi, even though he thinks that
the Akashi monk should bring his daughter to him.'”

On the way to his first visit to Akashi, Genji composes a poem remembering
Murasaki.'® It would seem that Genji assures himself in his mind that he loves
Murasaki the most, although he is going to visit Akashi and to consummate a
marriage on this night. The narrator remarks on Akashi’s resemblance to Rokujo, that
is to say, Akashi looks like a highborn lady who is dignified and graceful. After this
night Genji often visits Akashi. He is afraid that Murasaki will hear a rumour of his
relations with Akashi and he sends a letter including a poem (example 40) to

Murasaki.

192 According to Abe Akio, a highborn noble like Genji only visits a woman of appropriate rank and he brings a
low-ranking woman to his own house in the Heian period. (Abe 1959, pp.335-338)

B IO DD E T DO L D55 EDRE T O E b R A(NKBZ 2: 245) (SNKBT 2: 76)

On this autumn night, O steed with coat of moonlight, soar on through the skies, that for just a little while I may
be there with my love! (T: 269) (Chapter 13)
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40. FZ LR, BANOLLEVARDRIEIIY TLICT, HENTZTEDY LELSL
Z, BOHSD S~WzEil, EH0L 0 bDIENREEE2 Z X RITD L,
HOMZWHENTTEEYIC, RTARILOIFSIFE L ITT X, BEOLZ LY,

A Z &z 2 Th,

LIFLIFE EDENMNDDMD ZDODOHRLDITHEDOT IO EEL  (NKBZ
2:249) (SNKBT 2: 78-79)
“I should add that although it is agony to remember how my foolishness has sometimes
earned me your displeasure, when it disappoints even me, I have again strangely enough
dreamed a little dream. Please understand from this unprompted confession how wholly I am
yours. ‘If my promise...””” And he continued, “At each thought of you,

Salty stream of brine spring to his eyes and he weeps: the man of the shore

harvesting seaweed pleasures followed just a passing whim.” (T: 270) (Chapter 13
“Akashi”)

What becomes clear in this letter is: (1) He informs Murasaki about his relations with
Akashi in person by using the term ‘dream,” more precisely ‘I have ---- dreamed a
little dream’; (2) he has had the experience of Murasaki becoming jealous when he
has an affair with another woman; (3) he claims that to confess his affair to Murasaki
shows no secrets between himself and her; and (4) in his poem he asserts that his
relationship with Akashi is a temporary diversion. Overall, he requests Murasaki to
understand that he loves Murasaki the most.

After receiving Murasaki’s stern reply,'** he stops visiting Akashi. But after a
while his affection for Akashi deepens, because Akashi remains composed although
she is suffering from his absence, and he starts visiting her again. It can be seen that
having relations with Akashi coexists in his mind with the need to confess his greater
affection for Murasaki. His affection for both Murasaki and Akashi is real, but his
treatment of them is quite different.

Next, what Genji, who claims to express his close relations with Murasaki,
requires of Murasaki has to be examined. Genji’s conversation in square brackets in
Japanese in example 41 shows his feelings and decision, when he receives news
about his daughter born by Akashi. Before his conversation, interior monologue
assigned to Genji (underlined) shows his apprehension that Murasaki will hear a

rumour of his daughter.

1% The letter from Murasaki is examined in the latter part of section 5.2.1.4.
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41. BRI, ECHHIILTE 2 SHMI ATz, HEbiIELESZ LB T
ZEHELT, [&Z22dblh, HROLOINRBIT DI RVR0, SbBidthies
BESH0ITiTLb &< T BODSMCAE LS oA, RIZTHRNE, »WeZ
ZHDO LTI, FRASTHH Y LDREIFRNE, SIFTABOFESELEDEIRY
F0, FFOIZR TRELTES LT, WMALESRE] LA ATEA~ET,
(NKBZ 2: 281-282) (SNKBT 2: 104-105)

So far he had said little to his lady at home, but he did not want her to hear things from other
people. “ So that seems to be that,” he remarked. “What a strange and awkward business it is!
All my concern is for someone else, whom I would gladly see similarly favoured, and whole
thing is a sad surprise, and a bore, too, since I hear the child is a girl. I really suppose I should

ignore her, but I cannot very well do that. I shall send for her and let you see her. You must
not feel resentful.” (T: 285) (Chapter 14 “Miotsukushi’)

Genji converses with Murasaki about his daughter. First, he tries to mitigate
Murasaki’s shock through his treatment of the birth of his daughter as trivial.
However, to have a daughter was important for a Heian nobleman, because he could
gain power by marrying his daughter to the emperor or to another nobleman of high
rank. Genji, of course, attempts to bring up his daughter as a future empress. Hence,
he then informs Murasaki about his intentions both to bring Akashi and her daughter
to the capital, and to let Murasaki see his daughter. Finally, he requires Murasaki not
to get jealous of them. It would seem that Genji’s requirement is fulfilled in exchange
for his confession of his affair.

Women’s jealousy often endangers a man-woman relationship: Hidari no
Umanokami (the Secretary Captain) remarks in the ‘rating women on a rainy night’
conversation that the relationship between a young man who amuses himself with

5

.. .. 1
visiting many women and a woman who is jealous cannot last;'” and the long

relationship between Higekuro and his wife breaks down when he begins to visit his
new lover (wife) Tamakazura and his wife is not patient with his new relations. '
Genji knows well the risk of women’s jealousy, hence he has educated Murasaki as a
good wife from the beginning and says that a woman who lives with him must not
complain of the rarity of his visits, as mentioned in 5.2.1.1. However, he does not

deny all jealousy. He feels that if his wife Aoi had told him of her ill feeling toward

195 (NKBZ 2: 147-152) (SNKBT 2: 46-50) (T: 27-28) (Chapter 2)
19 Chapter 31 (“Makibashira™)
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him, he could have explained things and soothed her.'”” It can be seen that Genji
allows a woman to get jealous within the limits of the sweet expression of love. The
following interior monologue underlined in example 42 attributed to Genji, which
appears after he unburdens himself of his feelings and evaluations about Akashi,

proves that he regards Murasaki’s jealousy as something sweet and valuable.

42, WEBIZFEMNZ, 9K LI ERELEEANDILONDL, STHRITHEZ LI AD
T, bOBRUELIEENDR, BRPBVEROSETTELLR LICESE, 20 L)
REZAHD L, (NKBZ 2:283) (SNKBT 2: 106)

For all her quiet innocence, sweetness, and grace, she still had a stubborn side to her, and

when she was offended, as now her wrath had a quality so delicious that he only enjoyed her
the more. (T: 286) (Chapter 14)

In this scene he does not actually realise Murasaki’s true feelings and thoughts, which
are presented in her interior monologue and her poem.'® To the extent that he enjoys
her jealousy, it does not come into question for him. Tyler also mentions that
Murasaki’s jealousy gives her a piquancy that Genji savours.'®

It would seem to be essential for Genji that a wife should not be jealous, and
should express her feelings sweetly, because her husband has confessed his love
affairs for the sake of a desirable husband-wife relationship. Hence he requires

Murasaki not to be jealous. He places Murasaki and Akashi in order of status; he

treats Akashi as a gentlewoman and Murasaki as his primary wife.

Murasaki’s Thoughts on Her Relations with Genji
This section examines how Murasaki thinks about her relations with Genji after being

informed of his relationship with Akashi through analysing discourse from the

HEIL0HY SEFMY EITT, SHESDIILbVARE, L)L L, HIDADRS
WIRBOT=FIHRE, Feb I bR I BBV THEDEZATALDE, BITTFICOH LY 2N ToE5DL
DERINZ, TLHLELETIVTELHTHERDLIZENL, (NKBZ 1: 388-389) (SNKBT 1: 244)

He quite understood that she should feel as she did, since she knew nothing of the circumstances; but if only she
had unburdened herself frankly to him her fears, whereas in fact she was so intent on misinterpreting all he did
that could hardly be blamed for seeking refuge in dubious diversions. (T: 137) (Chapter 7)

1% Murasaki’s interior monologue and her poem are examined in the next part.

199 Tyler 1999, p.439.
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viewpoint of Murasaki in two scenes: one is the scene where she receives Genji’s
letter which informs her of his relations with Akashi in exile; and the other is the
scene where Genji directly tells her of the birth of his daughter by Akashi and his
decision to bring them to the capital.

First, after receiving Genji’s letter (example 40), which reveals (1) his
relations with Akashi, (2) his experience of Murasaki’s jealousy, (3) his claim that to
confess his affair to Murasaki is to express his close relations with Murasaki and (4)
his assessment of his relations with Akashi, as mentioned in the previous part,

Murasaki replies to him as follows:

43. DO RIZLHHEFEIIHOTTH, BOBITEHD52 L0 0%,
IR LENT DR LERKXVRIIBZ CHDZFE (NKBZ 2: 249)
(SNKBT 2: 79)
“The dream that you felt obliged to mention brings many thoughts to mind:
How innocently I let you have all my trust that once we were joined,

waves would never sweep across any height covered with pines.”"'° (T: 270) (Chapter
13)

‘Many thoughts’ in her reply can be clarified through analysing the usage of the word
uranaku (shadowed), equivalent to ‘innocently’. The adjective wuranashi, which
appears in Murasaki’s interior monologue passage (example 36), shows her feelings
of betrayal when she read Genji’s next morning letter, as mentioned in 5.2.1.2. Hence,
this word reminds the reader of her feelings: in other words her regrets in having
trusted him without any doubt. This word underlines her innocence and conveys his
betrayal. She is hurt again when he informs her about his relations with Akashi in
exile. For Murasaki, the fact, which he confesses, is more serious than the meaning of
his act of confession. She laments over having her trust crushed, because she has had
no conception of his love affair in exile.

Murasaki’s reply, including her poem, affects Genji; hence he stops visiting
Akashi for a while. However, it cannot last, and he starts visiting Akashi again. When
he returns to the capital, Akashi conceives a child. The influence of Murasaki’s poem

is not so powerful as to alter his thoughts on his relations with Akashi. Murasaki’s

10 Tyler footnotes this as follows: “That you would never be unfaithful.” Kokinshii 1093: “ Should I ever prove

fickle and leave you, may waves wash over the pine-clad hill of Sue.” (T: 270)
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lamentation remains in her mind in a way similar to the shock she felt in her first
relations with Genji.

The next scene involves Genji conversing with Murasaki about his daughter
born by Akashi. He tells Murasaki his decision to bring Akashi and her daughter from
the Akashi coast. When he adds: “You must not feel resentful,”''! Murasaki is

ashamed to have her jealousy pointed out and retorts: “And when do you suppose that

0112

I learned to have them He tries to correct her misconception about his relations

and claims that she is jealous of something she needs not to be jealous of. He thinks
his relations with another woman are simple amusements. Then he feels relieved, and
therefore he reminisces about Akashi and begins to talk about her personality, poems,
features and skill at playing the kofo. Listening to his account of Akashi, Murasaki
thinks as follows:

44, BT FELRL ZZBELLEHOBEE L)y, TIWETHLERTEEFOTT L, &7
PO TROSSIZE0T, FdFe, S>bHSRAOT, TAHERZRY LIED
Y SENR] &, D FOLOITH) BEEXT,

BESELARUKK FITiZHoT b EITSDICEXxEEREL (NKBZ2:
282-283) (SNKBT 2: 105-106)
There I was, she thought, completely miserable, and he, simple pastime or not, was sharing
his heart with another! Well, I am I! She turned away and sighed, as though to herself, “And
we were once so happy together!
Not as fond lovers’ languid plumes follow the wind toward reunion,
no, but as smoke myself I wish I were long since gone!” (T: 286) (Chapter 14)

It would seem that Murasaki could not bear listening to his reminiscences of Akashi.
She is deep in thought. The first interior monologue assigned to Murasaki, underlined
in example 44, shows her feelings that she cannot overlook his relations with Akashi
even though he regards it as a trivial matter, because of her suffering from their
separation during his exile. With respect to the later interior monologue ware wa
ware (underlined), also attributed to Murasaki, Tyler points out that ware wa ware
conveys her pang of jealousy by referring to the same expression in waka poetry.'"

The editor of Shin Nihon koten bungaku taikei comments that the expression is

"1 (T: 285) (Chapter 14 “Akashi™)
112 (T: 285) (Chapter 14)
'3 Tyler 1999, p.438.
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derived from a poem composed by Ben no menoto.''* This poem can be interpreted
as expressing the sense of alienation the poet feels when she ends her relationship
with her lover. Motoori annotates the expression and explains that Genji thinks about
his relation with Akashi while ware, the first person I, (Murasaki) ponder(s) apart
from him.'" The interior monologue ware wa ware can be interpreted as an
expression showing Murasaki’s recognition that his mind is directed not to Murasaki
but Akashi. Murasaki seems to envy his relationship with Akashi. Her monologue
(shadowed A) and her poem (shadowed B) imply her jealousy; the monologue
expresses Murasaki’s envy of the intimacy between Genji and Akashi, and her poem
expresses her desire to die earlier than them.

Murasaki’s reaction to his account of Akashi is unexpected for Genji. He
realises Murasaki’s jealousy but does not take it seriously, as mentioned above. Genji
tries to soothe her feelings, draws up the koto and plays it to divert her in a way
similar to in her childhood when she was first jealous, as seen in 5.2.1.1. However,
she does not even touch it. The narrator assumes that Murasaki must be jealous of
Akashi’s talent of playing the kofto.

The pattern of the problematic relationship between Genji and Murasaki in a
polygamous society,''® here in the triangle between Akashi, Genji and Murasaki, also
appears in the following scene. Genji sends generous gifts for his daughter’s fiftieth
day celebration to the Akashi coast. Genji reads Akashi’s letter of appreciation again
and again, and sighs ‘aware’ to himself. Murasaki casts a glance at him and mutters
the first half of the poem, “The boat that rows seaward from the shore....”""” The

latter half of the poem, which she does not quote, implies her alienation from him. In

14 (SNKBT 2: 105-106) The poem is as follows: £ X BRITIRICTT ST RESF oMLY L%
You are you, I am I: that is the way for us, although we pledged ourselves to each other for life. (Translation is
Tyler’s) (Tyler 1999, pp.438-439.)

KR ITREE L . AOFELZEORO, FTITXF L. B2 LS (Motoori 1969, p.418.)

16 As regards the term a ‘polygamous’, Kudo Shigenori T.#EH % affirms that a husband can have only one
legitimate wife and more than one mistress in the marriage system in the Heian period. (Kudd 1994.)

"7 Tyler translates the poem as follows (T: 287): The boat that rows seaward from the shore at Kumano is leaving

me and drawing ever farther away. (Kokin rokujo 1888)
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order not to convey to her the meaning of his word aware, which indicates his deep
affections for Akashi, he tries to be open by showing Akashi’s letter to Murasaki.
Though he tries not to cause distance between Murasaki and himself, however,
Murasaki recognises in her handwriting that Akashi is a graceful woman, like a
highborn lady, whose personality would attract him.

It would seem that to confess his relationship with Akashi for the sake of his
close relations with Murasaki instead hurts her. The fact rather than his act hurts
Murasaki’s trust in him and provokes her jealousy. She suffers from this jealousy,
which may well be based on a sense of alienation, even though he forgives it and

treats it as charming rather than excessive.

Formation of the Relationship between Genji and Murasaki in the First Triangle
The development of the relationship between Genji and Murasaki first appears in
their conversation. Genji clearly tries to educate Murasaki to control her jealousy,
while at first, she retorts sharply to him, and then accepts his suggestion.

Akashi and her daughter move to the villa, inherited from her maternal
ancestor, at Oi in Saga, west of the capital. Genji goes to visit her under the pretext of
errands at his villa in Katsura and his temple on Saga Moor, near Oi. Without any
information about this situation, Murasaki only guesses that he intends to let Akashi
live in his villa. Genji fears Murasaki’s jealousy but he stays two days at Oi. During
those days, Akashi’s behaviour strikes him as being that of a highborn lady and his
daughter’s beauty and grace impress him. After staying another night at Katsura with
nobles who come to meet him, he returns to the capital. The following sentences (45)

show how he educates Murasaki.

45. o, LETFTRATLEAE, RIHHeo1CT, [RFo0ablii ezl Ll
LEDLH, DOELEIRDY, WFKEBORLTICE~] LB~ ZRTCES
(NKBZ 2: 412) (SNKBT 2: 208)

He could tell she was angry with him as usual, but he paid no attention. “This will not do, you
know,” he admonished her. “In rank there is simply no comparison between the two of you.
You are you, after all----remember that.” (T: 343) (Chapter 18 “Matsukaze’)

The narrator first depicts Murasaki’s displeasure at his visit to Akashi, and second,

describes Genji’s intention to feign ignorance of her jealousy. The narrator then
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directly quotes Genji’s conversation using to. In the first half of his conversation, he
expresses his judgement that Murasaki is superior to Akashi in rank, and in the latter
half of it he persuades her to think ware wa ware (shadowed), equivalent to ‘you
(Murasaki) are different from her (Akashi)’. The phrase ware wa ware reminds the
reader of Murasaki’s interior monologue mentioned in 5.2.1.4. At that time Murasaki
uses the same expression to convey that Genji (you) was different from Murasaki (I).
It would seem that the usage of the phrase ware wa ware in Genji’s conversation is a
twist on the interpretation used by Ben no menoto, because he applies the phrase to
the situation between Murasaki (second person) and Akashi (third person) instead of
that between first person and second person. Tyler also points out that in
“Matsukaze” Genji makes the same word ware wa ware mean something quite

118

different.”” It can be seen that Genji educates Murasaki to become what a wife

should be in a polygamous society; he orders her to consider herself to be a higher
status wife than Akashi.

After conversing with Murasaki, Genji sends a letter to Akashi, and sets off
for the palace. When he withdraws to his house, he receives Akashi’s reply. He
spreads it on the floor and reads it in front of Murasaki to show that he makes no
secret of his affair. He tries to converse with her again. Example 46 provides his

conversation in square brackets in Japanese.

46. SLTWVIFEOT, [EFZ LT 637FR2b0EFRLMNE, ZVEI BRAN
., IDETHLODONILIFEBHY ZN DI, BORTb 60805, [FLLIC
BOH<H LT, HMIEOEDTZE~, WRTRE, ZIIZTUISLKALLED
TAR, BEOTNEICHR0ICT 5%, BRESEhdb, BOETHEZ) 2L,
W R To0nzh, blEsRrE-SE, OZF LERITIIOEHKO
TeE~mL) EBZ 2 7-F 5, (NKBZ2: 413) (SNKBT 2: 209)

He moved toward her and went on, “Actually, now that I have seen the dear little thing, I
understand how strong a tie [ have with her, and only wish there were less need for caution if
she is to succeed. Please consider the matter yourself in that light and make up your mind.
What are we to do? Do you think you could look after her here? She is just the Leech Child’s
age by now.'"” Her very innocence makes her difficult simply to forget. I would like to put
trousers on her, and I hope you will tie them for her, if you do not mind.” (T: 343-344)
(Chapter 18)

"8 Tyler 1999, p.439.
9 Tyler adds in a footnote: In her third year. He may also mean here that his daughter needs special support to

stand on her own feet. (T: 344)
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In his conversation, first, Genji confides to Murasaki his indecision about how he
should treat his daughter, and second, he asks her to decide with him from the same
viewpoint as his own. Furthermore, he practically asks her to bring up his daughter in
their Nijo estate; he requires her to adopt Akashi’s daughter. Finally, he wants her to
act as the person who ties trousers in the ceremony of donning trousers for his
daughter. He does not hide anything on his mind, and Murasaki seems to be deeply
affected by his honest and frank conversation.
Example 47 provides Murasaki’s reply to Genji.

47. NEEFICoBL R LEESELORTE, O TRMLT ) 6ok, & T
X WIEF 26 AR, WE &) 7RO oA, W) S LEIF
iz £T, 7209 bERZEVE, (NKBZ2:413) (SNKBT 2: 209-210)

“It is just that I can hardly pretend not to notice, you know, when you become impatient with
me over feelings I really do not have. I am sure that [ will do very well by such a little girl.
What a pretty age she must be now!” She gave him a faint smile. (T: 344) (Chapter 18)

In the first part of her conversation, she retorts that he is causing distance between the
two of them by repeating his keyword kokoro no hedate (shadowed), which appeared
in his letter while in exile, as mentioned in 5.2.1.4. She ironically explains her idea
that she is no longer in a position to believe him innocently, because he has regarded
her as a jealous woman. Her ironic use of his keyword contains the core meaning of
his relations with her. She gives the reason why she shows her displeasure at his visit
to Akashi. She seems to stand face to face with him equally in this conversation and
to remove the label of jealousy. After protesting against him, she changes her attitude,
and seems to accept his education. The latter part of her conversation shows her
decision to adopt his daughter and make a good relationship with the little girl,
adopting the same viewpoint as he has.

After adopting the daughter, Murasaki gently takes care of her and feels less
displeasure at Akashi than before, because of the beauty and prettiness of the little
girl. It would seem that the relationship between Genji and Murasaki is flawless in a
polygamous society, because Murasaki as the householder of the Nijo estate brings

up her adopted daughter in compliance with Genji’s desires and gains Genji’s
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affections. Conversation, not interior monologue assigned to each, is used to

characterise what the husband-wife relationship should be.

5.2.1.5 Murasaki’s Realisation in the Second Triangle

Section 5.2.1.5 examines how Murasaki thinks about both her relations with Genji
and her condition as his wife in the second triangle involving Asagao, focussing on
interior monologue assigned to Murasaki. It then investigates the narrator’s

comments on the relationship between Genji and Murasaki.

Muraski’s Thoughts in the Second Triangle

The relationship between Genji and Murasaki is based on the hierarchy of his wives
and lovers; in particular, Murasaki’s superiority in rank to Akashi. If a woman of
higher rank than Murasaki had a relationship with Genji, how would Murasaki feel
about the triangle?

Asagao, daughter of the Minister of Rites (a younger brother of the Kiritsubo
Emperor), keeps her pride and determines not to marry Genji despite his making
advances to her, because she hears that he rarely visits a woman who has been loved
by him. When her father dies, she relinquishes her position as Kamo Priestess, and
lives with her aunt in her father’s mansion. Genji has long had his eye on her and
goes to visit her;'?* absenting himself from the Nijo estate. It is rumoured that Asagao
is suitable to be his principal wife and that her aunt hopes for a marriage between
Genji and her niece. When such rumours reach Murasaki’s ear, she thinks as follows:

48. XD LI~ E 0T, LFLIE, (1) T&sved, S0 R60HELHL
FRTCTIELEL L) CEALTNE, 9BDOTICAE L EDEZATELIC, HIK
BREb, FIRLTHIANELb0LI<, (2) TEDFDOLIELRD T
L, ORI EORLEEFOTAL] & (3) THUFHICEFEOLEE
~E BExZEIC, B0 e R<BE I ESE, HOREBY RIE, &
Lice<bbXnly, FTAHOME TR LR SE, OIS HFR STHRICRD
OT, AU Te Z &) 728 N LEE) S, (NKBZ 2: 468-469)
(SNKBT 2: 259)

This talk reached the lady in his west wing. No, she told herself at first, (1) he would not

120 Tyler presumes that part of the reason why Genji begins courting Asagao is her prestige. (Tyler 1999, PP. 450-
451)
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conceal that sort of thing from me; but then she began to keep an eye on him and was troubled
to find him unusually restless. So. She thought, (2) he has been simply laughing off
something about which he is quite serious! (3) I am her equal by birth, but she has an
outstanding reputation and has always enjoyed the highest esteem. I shall be lost if his
feelings shift to her. Am I to be cast aside, then when I have never had any serious rival? She
was secretly in great distress. (T: 368) (Chapter 20 “Asagao”)

Example 48 includes three passages of interior monologue underlined and numbered
(1)-(3) attributed to Murasaki. Interior monologue passages (1) and (2) show
Murasaki’s contradictory thoughts. In (1), Murasaki has confidence in Genji on the
basis of her experience of the triangle involving Akashi; Murasaki guesses that he
cannot have any intentions towards Asagao because he says nothing about her.
However, her guess is proved wrong through her observation of his behaviour. Then
in (2), she realises that in fact the reason why he says nothing about Asagao is that his
relations with her are serious. Furthermore, passage (3) shows that Murasaki ponders
her situation compared with Asagao’s, feeling misgivings about her status as Genji’s
wife.

The following interior monologue passages underlined in example 49
assigned to Murasaki also show misgivings about her relations with Genji. The
narratised discourse in the example shows the narrator’s comment on Murasaki’s

state of mind.

49. TP EAEZ R TV RIS FITF B TRLEFEFT L, WEBDENREIFID
CREINTEE~DEZAHDEDY, HROLIFLEFIZZETHOD | 20L& IS
FICHOENTZESIZ, KALETHEIL, >BRLREENSTEIATZE~ (2
FOONIZOH L EEEIR, iz HZ LzFI1E7, (NKBZ 2: 469) (SNKBT 2: 259)
Perhaps he will not really cut me off entirely, but even so, all these years of keeping me so
close to him, when nothing about me required him to do so, could turn only to slights and
condescension! It was things she could tolerate that had provoked her tactful reproaches,
whereas now, when she was seriously hurt, she showed nothing at all. (T: 368) (Chapter 20)

Murasaki’s interior monologue (1) shows that her apprehension stems from the
realisation of her fragile status as Genji’s wife, when he has relations with Asagao.
Murasaki, despite being the daughter of the Prince, is not taken under her father’s
protection financially and politically. Unlike Murasaki, Higekuro’s principal wife
(Murasaki’s half sister) is taken to her father’s home, when Higekuro marries

Tamakazura. If Genji married Asagao and Murasaki was humiliated, Murasaki could
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not return to her father’s house, because of her stepmother. The narrator recognises
that Murasaki’s situation is too difficult to allow her to show her jealousy. Murasaki’s
feeling is also presented in her interior monologue (2), which says in effect ‘my
circumstances are truly hard.’

When Murasaki sees off Genji who is going to visit Asagao, her awareness
appears in interior monologue underlined and numbered (2) in example 50.

50. (1) 22035 2tbbhiFotzE, SRS THSLITDLE, BOS31FT
BALIZEAND, SO 2\KRE 2N E, AHOERVFE LI RPN R AT,
FEONIINWAH UL MR 5L AERH7Z LT, (2) EZ LI E SV 7 F13iE,
ERVOB~TEE S, (NKBZ 2: 470) (SNKBT 2: 260-261)

She lay there thinking how naive she had always been. Even in gray, Genji just looked
lovelier than ever in his layering of its shade, and as she watched him go, his exquisitely

graceful figure illuminated by the snow, she ached unbearably to think that he might really be
leaving her. (T: 369) (Chapter 20)

In Murasaki’s interior monologue (1), her innocent trust in Genji is emphasised by
employing the adjective uranaku shadowed, which has been used three times when
she is really hurt by him. First it appears when Genji changes his role from father or
guardian to husband; second, when he has relations with Akashi in his exile; and this
time, when he makes advances to Asagao. Interior monologue (1) is followed by
another interior monologue (2), in which the subjunctive is used. Interior monologue
(2) expresses her thoughts that if he rarely visited her she would have a hard time.
This fear can be interpreted as her awareness of her actual status as his wife, that is to
say, her utter dependence on him.

Murasaki is deeply entangled in the complexities of a polygamous marriage,
but Genji does not understand her feelings. Her fear that he may humilate her by

marrying Asagao remains unexpressed because Asagao rejects Genji’s advances.

Narrator’s Comment on the Relationship between Genji and Murasaki

The narrator depicts Genji and Murasaki in their emotional conflict: the former has
been lost in thought of Asagao and rarely visits Murasaki and the latter sheds tears
because she misses him. The narrator then describes the scene in which Genji soothes

Murasaki, stroking her hair, and quotes his interior monologue, which shows his
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affection for her, further commenting that she wants to paint this scene of their
relationship.'?' In comment, the editor of SNKBT explains that the narrator regards
their relationship as perfect, despite their emotional conflicts. It would seem that the
narrator tries to modify the image of their relationship.

The narrator also describes Murasaki as excellent in the following scene: one
winter night Genji talks with Murasaki about ladies (Fujitsubo, Asagao, Oborozukiyo,
Akashi and Hanachirusato) related to him, on seeing the servant girls at play in the
snow. Murasaki listens to his opinion and she at once expresses her impression of
Oborozukiyo. In the end, they exchange poems. The narrator depicts Murasaki’s

figure and comments on her as follows:

51 Az BT LT, T2 ST E~DI1FEE, o022 LTy, £
XL, @D, BOE 2D NOEFEIZSEBIEZ T, ODTETFIUE, WS Iy
< s & MhEHD L, (NKBZ2:484) (SNKBT 2: 271)
Leaning forward a little that way to look out, she was lovelier than any woman in the world.
The sweep of her hair, her face, suddenly brought back to him most wonderfully the figure of
the lady he had loved, and his heart, which had been somewhat divided, turned again to her
alone. (T: 374) (Chapter 20)

The narrator presumes that Genji’s heart must turn to Murasaki, employing auxiliary
verbs tsu D and beshi ~~ L, which express emphasis and surmise, respectively. Thus
the narrator comments that Murasaki is going to restore Genji’s love ignoring
Murasaki’s fear presented in her interior monologue in examples 48-50. In the
following chapters 21-33, the story of the relationship between Genji and Murasaki

retreats to the background.

5.2.2 Characteristics of the Relationship between Genji and Akashi

Akashi, who is a middle-ranking woman like Utsusemi, differs from Utsusemi in the
property which her father, the Akashi monk, has accumulated. She maintains her

pride and has a talent for playing the hiwa and composing poems.

RUBSMZHE N EIZ L #IHIT0R 0, (NKBZ 2: 479) (SNKBT 2: 267) (Chapter 20 “Asagao”)
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The story begins with their first encounter in chapter 13 (““Akashi”), continues
with the birth of their daughter in chapter 14 (“Miotsukushi”), and this daughter’s
adoption by Murasaki in chapter 19 (“Usugumo”). It ends with their daughter
marrying the Heir Apparent in chapter 33 (“Fuji no uraba”, the last of part 1).'?
Although it has significance related to the acquisition of power, it is presented as the
story of the relationship between a man and a woman. In this regard, it is narrated in a
way similar to the story of the relationship between Genji and Fujitsubo. It is also
narrated as part of the triangular relationship involving Murasaki, which has already
been discussed in 5.2.1.4 from the standpoint of the relationship between Genji and
Murasaki.

Section 5.2.2 examines characteristics of the relationship between Genji and
Akashi from another angle. To this end the section is divided into three: (1) Akashi’s
fear of his abandoning her in the beginning of their relationship, (2) her awareness of
inferiority and her decision to offer her daughter to Murasaki, who accepts her for

adoption, and (3) the characteristics of their relationship.

Akashi’s Fear of Being Abandoned
Genji thinks that Murasaki is more important than Akashi and that his relation with
Akashi is a temporary diversion, and he stops visiting Akashi, as discussed in 5.2.1.4.

Meanwhile, Akashi regards her relationship with Genji as an unstable one.

5. ., MOLb LD EIZ, AT LiTHbRITORES LM 2, T<RKET2R L8
D ZfHH LE S DOIZT, O HIC NIRBIRINI R H N EH L ITREFEY Lo
.23 R TGRS LODEA T, MIL 20z bME LT, 229
WHESBDBIFLEMIZIZZHY T E, PRTHLENVEOLEID LASD
WAELTNE, RELNCHTRLT, MrLRIFIZRATZTEDS, (NKBZ2:
250) (SNKBT 2: 79-80)

The lady, who was not surprised, now really did feel like throwing herself into the sea.
Lacking anyone but her aging parents, she had never expected to command the respect others
enjoyed, but during the months and years that had drifted by, nothing after all had happened
to cause her anguish. Now that she knew what cares life can bring, they seemed far worse

than anything she had imagined, but she retained her composure and received Genji
gracefully enough. (T: 271) (Chapter 13 “Akashi”)

122 Their daughter bears the Heir Apparent a prince in chapter 34 “Wakana j6” and their prince is appointed to be

the next emperor in chapter 35 “Wakana ge”.
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The interior monologue in example 52 shows that despite her maidenly pride in not
marrying a middle-ranking gentleman in the provinces, she now suffers from her
marriage to Genji, the high-ranking noble, because of anxiety that he might abandon
her. In connection with this point, Abe Akio states that Akashi struggles through her
life in a contradictory awareness; awareness of her pride supported by her good
lineage and that of her rank brought by her father’s status, the former governor of
Harima.'?

The narrator, however, depicts Akashi’s attitude as calm despite her sorrow.
The narrator neither comments on Akashi’s attitude nor describes Genji’s state of
mind, but the reader can appreciate that her attitude has a positive effect on him,
because the narrator informs the reader that after a while Genji visits her every night

and she becomes pregnant.

Awareness of Her Inferiority and Her Decision
This section focuses on the two interior monologue passages assigned to Akashi in
examples 53 and 54, to grasp the core meanings of her relations with him.'**

First, the interior monologue passage in example 53 appears after the
following scene: When Akashi makes a pilgrimage to Sumiyoshi she encounters a
grand procession. Her footman or someone asks whose party it is. Then ‘a miserable
underling’ in the procession looks down on them and says: “Look! Here are people
who don’t even know that His Grace is here to give thanks!” (T: 290)

53. FlZ, HIFELH, HEBZEHiL, enlen, ZOHBY SEZIZLINIRL B,
FOEFEAML O BIFD, SFTRIChTHENT TEOHWfEltens, <AL
SERDOELS, bOBORFICTHE D E0 5 2 AHNIE O 51T, (MOFREE HIZ
T, DT TEESPZR I BOXZ 2200, Y ITLHEE 2 M0 T bl
TOLLRERODI3 BT, WEELH T, AFT L7 v, (NKBZ2:
292-293) (SNKBT 2: 113)

Ah, she thought, considering all the days there are, in all the months of the year, this really is
too cruel! To see his glory this way from a distance only makes me sorry to be who I am. Yes,
I have a fated tie to him, but what dire karma is mine, when even so miserable an underling

123 Abe 1959, pp.772-773.
12+ Matsushita 2001, pp.93-94 and pp.102-103.
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can blithely pride himself on being in his service, that who yearn for him should have set out
in utter ignorance of this great day? This train of reflections overwhelmed her with sorrow,
and she secretly wept. (T: 290) (Chapter 14 “Miotsukushi”)

Akashi’s sorrow is brought on by her comparison of herself with ‘a miserable
underling’, who nevertheless can share Genji’s glory and take pride in his situation.
Significantly, she compares her situation/karma not with that of Genji but with that of
‘a miserable underling.” This comparison would seem to lead her to a deep awareness
of her own inferiority, and to a sense of alienation that she cannot belong to Genji’s
world despite having his daughter.

Interior monologue passages attributed to Akashi (example 54) show how
Akashi thinks about the relationships between both Genji and herself, and Genji and
Murasaki.

54, T (1) FizWwizLa~idk, WD oZ LICEEV A FSRE I E . BIIHIF
DEZZLELORITY <HEF0F~51F, BIEATOMEHICLH ST, A
DB EFH, ZZH0MPIZTNEE~DICZZF] EEORLNT,

[(2) HROBADWRE ZPR_REIBIFZCLHOLE, S22, EHLHTT,

AbOIFLLEETESH DT, (3) DRHIFLTHENITHRILZ &, AUV
HEANOH EH OMNIUFIDDOLATPN DRI Eh O, SV ERbIE, FIT
WO R ENFENICPEY E 2 X F L) LS, (NKBZ2:418-419) (SNKBT 2: 217)
Yes, she thought, the power of destiny must have brought them together, and she must be a
marvel among women if those old ways of his----ways rumoured long ago, ways such that

one wondered who could ever induce him to settle down----are really over and done with now.
She might well take offence if I, who could not possibly stand beside her, tried to put myself
forward nonetheless. But never mind what happens to me, because it is certainly her wishes
that could make or break my daughter’s future, and if that is so, then I should give my
daughter up while she is still too little to understand. (T: 347-348) (Chapter 19 “Usugumo”)

Interior monologue passage (1) shows Akashi’s presumption that Murasaki is more
superior than any other women because Genji will stop his love affairs for her sake.
In (2) she thinks of herself as kazunaranu hito equivalent to ‘a woman who cannot be
counted as a lady.”'*> Such expressions of self-portrayal, in which she depicts herself

as an inferior woman, are abundantly employed in her interior monologue

125 The same expression are used in (NKBZ 2: 294-295) (SNKBT 2: 113) (Chapter 14 “Miotsukushi”), (NKBZ 2:
418-419) (SNKBT 2: 217) (Chapter 19 “Usugumo”) and (NKBZ 3: 77) (SNKBT 2: 326) (Chapter 21 “Otome”).
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passages.'*® Then she is afraid that Murasaki may hate her when she enters the Nijo
estate with her daughter. Passage (3) shows her decision to offer her daughter to
Murasaki for her future well-being. There is a political factor behind her decision; she,
as a noble in the Heian period, knows that maternal rank is an essential condition for
her daughter to enter palace service.

The subject of a noble gaining power through his child, combined with that of
the man-woman relationship, has already appeared in the story of the relationship
between Genji and Fujitsubo. The repetition shows that the two women, Fujitsubo
and Akashi, equally restrain themselves in order to have their child ascend as
emperor/empress: Fujitsubo abandons her love for Genji and becomes a nun; Akashi
abandons her daughter to be adopted by Murasaki and concedes her relationship with
Genji is subordinate to that of Murasaki. In contrast to Fujitsubo’s regret, which
appears only once in her interior monologue at the end of her life, Akashi’s agony

and sorrow are repeatedly presented in her interior monologue passages.

Characteristics of the Relationship between Genji and Akashi

Genji visits Akashi at Oi villa twice a month under the pretext of going to his temple
on Saga Moor. In example 55 following, the narrator presents the relationship
between Genji and Akashi gracefully in narratised discourse including Genji’s

interior monologue (underlined).

55. 1Fo0IZ, fEPRUEEIZOL DRI, LOEPRLFTELRYESHELL
T, TE0ODREY OFEN] L DRI BLENNT, ZOEDH L Z2| EHET, M
OHAICTIMEETZD LES, floBLETH 2L, #BELZDY REDE
~E FTILREREIELD, V2T O DRV A LT LESD, HROEZ
LR EZERMITEED T E VOO DBILT, (NKBZ2: 430-431) (SNKBT 2: 226)

Genyji did not at all want to rush home again, since this visit had no doubt been too short for
him as well. “Is it a tossing bridge crossed in dreams?” he sighed, then drew a nearby s6 no
koto to him and insisted until she took up her biwa and accompanied him a little; for he
remembered as so often the sound of her music that night at Akashi. Her playing made him
wonder how she could have mastered so many instruments. He took the time to tell her all
about their little girl. (T: 352)

126 For example, tsumifukaki mi JEEE B (a person burdened with grave sins) (NKBZ 2: 292) (SNKBT 2: 113)
(Chapter 14) and kazunaranu mi $57¢ & ¥28 OF& (a person whose rank cannot be counted) (NKBZ 2:387-388)
(SNKBT 2: 190) (Chapter 18 “Matsukaze”) are used.
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In the one third of narratised discourse the narrator comments that the time to meet is
so short that Genji’s affection for Akashi deepens. Then the narrator seems to present
their relationship as an intimate one in the latter two thirds of narratised discourse:
they play koto and biwa together, and talk about their daughter.

The narrator also comments on Akashi’s attitude in narratised discourse and
quotes Akashi’s interior monologue (underlined) in example 56.

56. LH, LD ELOIFEELRMD AT, WELY LEEFIENY OFFTLHTE,
Fo, WEKBETETRELT, #HLBETIZHTELSZI LR, WEDBLTL
DYV D, BEAFIZRLILREFNTTEIL, NENV LI B LT EELZ LR
<V RmE#HbThLleMaEskascnd, NEZEEICE L0 TR, 7P
EEHBINTMEONRDZLEBBEHOEL, LEINITT, RIITEDIF
NeE~NDIE, Tz o) EESL, (NKBZ2:431) (SNKBT 2: 227)

She herself understood his regard for her, and she never took what he might construe as
liberty or betrayed the slightest vulgar touch; she never failed his standards in any way, and
her company was always a pleasure. She had heard that he was less at ease with the greatest
ladies than he was with her and that he stood on his dignity with them, and perhaps she
therefore felt that if she moved any closer, those around him might just dismiss her as being
of no interest, and that the preservation of her own self respect lay precisely in attracting these
rare visits from him. (T: 352)

The narrator praises Akashi for her modesty using the word meyasuku zo arikeru
(shadowed) equivalent to ‘[her attitude] is pleasant.” Akashi’s interior monologue
(underlined) shows her decision not to move to his residence but to wait for him in
her own villa to avoid being despised, and to be treated as a highborn lady. On the
basis of example 56 it can be concluded that Akashi, who controls herself at the
expense of her pride, can only have decent relations with Genji in her own villa.
Three years later she moves to the winter pavilion at Genji’s new Rokujo
estate in the capital. Seven years later her daughter, Akashi himegimi, enters imperial
service; that is, she marries the Heir Apparent, and Akashi, instead of Murasaki, lives
in the palace with her daughter to take care of her. The narrator comments on the
relationship between Murasaki and Akashi: ‘The friendship between the two
progressed wonderfully, but Akashi never presumed upon it, nor did her conduct ever

invite the slightest disparaging comment, for in person and disposition she was very
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nearly ideal.”'*’ The narrator gives praise to the relationship between the two,
especially Akashi’s attitude, ignoring Akashi’s feelings and her thoughts as presented

in her interior monologue passages.

5.2.3 Summary

Murasaki, the niece of Fujitsubo, is found and taken to his residence by Genji who
decides to educate her as a desirable wife. The examination and analyses in this
section indicate that the story of the relationship between Genji and Murasaki shows
two different foci: One is Genji’s pursuit of a pure and unreserved relationship of
mutual trust in the husband-wife relationship. From this viewpoint Murasaki is
characterised as a girl/woman who has a “purple connection” and becomes a
surrogate of Fujitsubo, and subsequently, what a woman should be. The other is its
erosion, in other words Murasaki’s state of mind and her reactions that contribute to
the erosion.

Interior monologue assigned to her always poses the question of their
relationship and shows her deep insight into a woman’s feelings and thoughts on the
man-woman relationship. Hence, it contributes to providing the significant
characteristic of their relationship. The position taken here is a counter-argument
against theories proposed by both Abe and Saigd, who contend that Murasaki cannot
be identified as the main character in part 1 (Abe), and Murasaki in part 1 does not
make her presence felt but is as it were just a doll (Saigd).

On the other hand, their perfect relationship or rather Genji’s desired
relationship is mainly presented in narratised discourse, interior monologue assigned
to Genji and his conversations. Depending on the different categories of discourse,
the character of their relationship would seem to shift from the perfection of the

relationship to collapse, and from collapse back to perfection. Thus to focus on the

127.(T: 570) (Chapter 33 “Fuji no uraba”)
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categories of discourse is significant to draw out the characteristic of their
relationship.

The relationship between Genji and Akashi, which from the beginning forms
a triangular relationship involving Murasaki, also indicates two different subjects:
One is Genji’s intention to rise to power through his daughter’s marriage, which
parallels Akashi’s wish to restore the status of the Akashi family; and the other is
Akashi’s sorrow. If the discourse of interior monologue assigned to Akashi is
focussed on, the relationship between Genji and Akashi can be characterised as one in
which Akashi’s sorrow and her sense of alienation is evident even though her wish to
marry Genji has been granted: That is to say, she, who married the high-ranking
noble, to restore her family, suffers from both her inferiority to him and separation
from her daughter. She also acknowledges the relationship between Genji and herself
as subordinate to that between Genji and Murasaki; hence she cannot even be jealous
of Murasaki in the triangle. On the other hand, if the narratised discourse is focussed
on, the relationship between Genji and Akashi can be characterised as a splendid
relationship between man and mistress, who bears him a daughter, a future empress.
Thus it would seem that the presentation of the relationship between Genji and
Akashi is analogous to that between Genji and Murasaki, because the narrator intends
to depict both relationships as ideal: in the former case, the relationship of man and

mistress; in the latter, that of husband and wife.

5.3 Characteristics of the Relationship between Genji and
Tamakazura in Section 4 of Part 1

Section 4 of part 1, which consists of 13 chapters from chapter 21 “Otome” to chapter
33 “Fuji no uraba,” covers Genji’s 33" o 39" years, under the reign of the Reizei
Emperor. The role of Genji in section 4 is somewhat different from his role in
sections 1-3. YEgiri’s interior monologue in particular sheds new light on Genji and
his relationships with women. The change in characterisation of Genji also seems to

be shown in an increase in subjunctive and conditional expressions in his interior
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monologue. Tamakazura, who has the highest frequency of interior monologue, is
identified as the central female character in section 4 as a whole. Tamakazura is a
daughter of To no Chiijo and the late Ytgao, whose death Genji feels responsible for.
She has lost all contact with her parents and grown up in her nurse’s family in
Kytsha, the southern inland of Japan. After having a hard time she returns to the
capital and meets Ukon, formerly Yigao’s gentlewoman and now Genji and
Murasaki’s. On hearing the news of the discovery of Tamakazura from Ukon, Genji
admits her to his Rokujo estate as his own daughter, recently found, to ‘make a great
fuss over her and drive the gallants wild.”'*® While this might have developed into
‘the story of many suitors’ proposals of marriage to a woman,’ it does not. On this
point, Hirai Yoshiko *}-H:{—F insists that Genji’s attitude to Tamakazura is
inadequate for an adoptive father, because he never thinks that he should treat his
own daughter (Akashi himegimi) in this way. Hirai continues that ‘to make a great
fuss over her’ means that Genji is not serious about finding her a bridegroom but is
playing a game.'%’

The story of the relationship between Genji and Tamakazura starts with the
completion of his Rokujo estate. Genji has established his Rokujo estate, where his
wife (Murasaki), his adoptive daughter (the Akikonomu empress), who is the late
Rokujo’s daughter, and mistresses (Hanachirusato and Akashi) live in different
pavilions. He also allows Utsusemi, Suetsumuhana and other women related to him
live on his Nijo estate. It is very rare for an aristocrat to allow his women to live on
the same estate like the emperor does in the palace. Perhaps Genji’s doing this
signifies his rise to power, even though he declines to ascend the throne, which his
secret son the Reizei emperor tries to hand over to him.

There are three people, namely, Ukon, Murasaki and Genji, who anticipate

that the relationship between Genji and Tamakazura will become that between man

BF2F L EOLRLE ETHL SITICT, WeEW=95 6 T2 ETr (NKBZ 3: 116) (SNKBT 2: 358) (T:
421) (Chapter 22 “Tamakazura”)
12 Hirai 1991, pp.209-210.
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and woman: Ukon’s thought is presented in her interior monologue: ‘No, really, he is
much too young for her to call him her father! What a beautiful pair they make like

1>130

that, side by side Murasaki, on hearing his praise for Tamakazura, says to him:

“She may be quick to grasp many things, but I pity her if in her innocence she ever

trusts you too far.”'!

Needless to say, Murasaki’s realisation is based on her
experience of her initial relations with him. When Genji hears Murasaki express her
penetrating intuition, the narrator also depicts both his hesitation in making up his
mind and his realisation of his reckless thought about Tamakazura, which are
presented in his interior monologue and in narratised discourse, respectively.'*>
Contrary to their expectations, the relationship between Genji and
Tamakazura develops into an odd, rather than a typical man-woman relationship. This
odd relationship is underpinned by the changes in the characterisations of both Genji
and Tamakazura. The change in Tamakazura, which is suddenly and deliberately
depicted by the narrator in narratised discourse, is in a way similar to that in Murasaki
discussed in subsection 5.2.1.3. Haruo Shirane remarks that ‘the narrative instead
focuses on Tamakazura’s personal difficulties as Genji’s adopted daughter----a
situation that ironically echoes Genji’s earlier, pseudo-incestuous relationship with
the young Murasaki.”'*® The unique and ambiguous relationship between Genji as a

pseudo-adoptive father and Murasaki as a pseudo-adoptive daughter is broken down

BEES ) BEALROORETESN T, THLEIZAE, PRI FLSBELETHY, SLIF
VrFE~BARLL, HIFODHTELAL] EEOBEZY, (NKBZ3: 171) (SNKBT 2: 410) (T: 447)
(Chapter 24 “Kochd”)

P00 I b DO LEESDDE, 960 LI HLETHEAZIZALESOAZZLEL
{F AU(NKBZ 3: 175-176) (SNKBT 2: 414) (T: 449) (Chapter 24)

BLomic, ADPRIHELE D ZESICH, WaREH LT, EELENL, 2oIX0RURL
T LrLRLPLDIFEES, BOMLNTZE 51TV, (NKBZ3: 176) (SNKBT 2: 414)

----since he knew that he was in trouble, and now that she had seen through him, he struggled in vain to make up
his mind what to do, meanwhile reflecting ruefully on his own warped and deplorable disposition. (T: 449)
(Chapter 24)

133 Shirane 1987, p.91.
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by their marriage.”>* Conversely, the relationship between Genji and Tamakazura
begins with her aversion to him, but after the change in her characterisation from an
innocent maiden to a mature woman in chapter 25 their relationship becomes
intimate.'*

This section first examines how the characterisation of Genji changes in
section 4, analysing interior monologue assigned to both Genji and Yiigiri. Next, it
comparatively investigates the characteristics of the relationship between Genji and
Tamakazura before and after the change in Tamakazura, and those of the ambiguous

relationship between Genji and young Murasaki.

5.3.1 The Change in Characterisation of Genji in Section 4

The quantitative analysis of interior monologue indicates that Genji is no longer the
exclusive central male character, even though he is still both the protagonist and
central in section 4. Section 5.3.1 first examines how Yugiri’s viewpoint sheds new
light on Genji, analysing his interior monologue. Then it investigates how the
characterisation of Genji is changed by analysing expressions in the subjunctive and

conditional in his interior monologue passages.

Yiigiri’s Viewpoint

Genji has Yugiri, after his coming-of-age, ascend only to the sixth rank and enter
university, although a son of Prince or higher aristocrat starts with the fourth rank and
learns at home. Genji plays his part as a prudent father, but Yaigiri thinks his father
severe. Yugiri’s thoughts about this appear in his initial interior monologue

passage.””® Genji also entrusts Yiigiri to Hanachirusato, who lives in the summer

13 The relationship between Genji as an adoptive father and the daughter of Rokujo (Akikonomu) as an adoptive

daughter does not develop either.

135 Matsushita 2001, p.123.

BB b BIILET N, NLKELNLTH, @SNV, HHB D252 NEe<RiEdb 5
(NKBZ 2: 21-22) (SNKBT 2: 286)
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pavilion on his Rokujo estate, instead of to his maternal grandmother. Yugiri’s
discerning evaluations of her looks and Genji’s relationship with her appear in his
interior monologue passages. >/ Moreover, Yigiri happens to see Murasaki,

Tamakazura and Akashi no himegimi and compares them to such flowers as ‘a lovely

5138 5139

mountain cherry tree in perfect bloom, richly blooming kerria roses’ ~~ and ‘the

rich beauty of wisteria blooming on some mighty tree and swaying in the breeze,’
when the Rokujd estate is hit by a typhoon.'* Yiigiri praises the ladies as showing
their individuality.

In the aftermath of the typhoon he sees Genji behaving with Tamakazura in a
manner unsuitable for a parent. His observations about their relationship are

expresses in the underlined interior monologue in example 57.

57. BN EST LEDLDE R, (1) HRLODLEIR, BHALLHIZRRNG,
RS, DO EIFEENE, EREFED L, RIFRAUE, RN
T2 LA E~V D55, BlEHFRI-E~BIC, WEORLEY T, 1T61EH
LZIENDLMNYEBIFEE, KB WEDON LS ELERIZFEFA~DREORNH, &
TRIINWE R TN D EZFE LT, FEV00NTmFE~DBIE, ZEEHINBInL =i
ZFEHDN, [ (2) WTHARIET, WhRALEZEIHhHLTy, BHOEDLBER
<BELFAELIIT, b E X0 RINAIZLECTREEERE, 25 EENEO

(The young man chafed at being shut up this way all the time, and the more he did so,) the more he detested his
father; for were there not others who rose high and held distinguished office without ever having to suffer this
way? (T: 383) (Chapter 21 “Otome”)

EONIRERTZTESDICH, RROFERLFLBELT D07, 202 d ANE b AMIBOFET
LEEFESVFVRE, DBRHRBHIZOLEADHEFRZ LT TELLEESbHHERLL, L
EDPRITEN RO AEZZHOEED, LS, F72, AOTARLIPURPHABVEIFL
F72Y, P TEREZEMNITNE, BO, S RDMAHR, HOL Ri-E D T EAMRENY O
ECELELSD, <A b TRUBBIFLEESDDE, R0 1TV LESLOTERID
L2120 1T %, (NKBZ 3: 61-62) (SNKBT 2: 315)

She certainly is no beauty! The young man would say to himself after the fleeting glimpses he had of her, even so
my father has never abandoned her! How I wish I were less helplessly drawn to a face that brings me so much
suffering! And how I would prefer someone as kind and gentle as she! Still, I pity a woman there is no point in
actually seeing. No wonder His Grace, who knows her heart and her looks, keeps many veils between them even
after all these years. (How clever of him to think of things like that!) (T: 398) (Chapter 21)

138 (T: 488) (Chapter 28 “Nowaki™)

139 (T: 493) (Chapter 28)

149 (T: 495) (Chapter 28)
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LEA~DRHY, LRV TV, HeHrEFL) EBSLBEND) L, (NKBZ 3:
271-272) (SNKBT 3: 47-48)

It took him aback to see Genji clearly flirting with her, and he was fascinated. He is supposed
to be her father, he thought, but she is much too old for him to take in his arms! ---- She was
hidden behind a pillar and looking a little away from Genji, but he drew her toward him, and
her hair spilled forward like a wave. The yielding way she leaned on him suggested complete
familiarity, despite her obvious trouble and distress. No! This is impossible! What does it
mean? He did not bring her up himself----that must explain why he feels that way about her
now. He has never left any corner unexplored. Who can blame him? I do not like it, though!
The Captain was ashamed of his own thoughts. (T: 492-493) (Chapter 28 “Nowaki”)

The passage (1) shows that Genji’s behaviour toward Tamakazura surprises and
concerns Yugiri. The passage (2) also shows Yiigiri’s distaste and his interpretation
of his father’s behaviour. Genji’s advances to Tamakazura are clearly objectified and
criticised from Yugiri’s viewpoint, even if Yugiri is tempted by the beauty of his half
sister, Tamakazura.

Thus, Yugiri, as the son of Genji, plays a significant role of worshiper or critic
who makes judgements on the women who live on Genji’s estate, Genji’s
relationships with them and Genji himself. His presence also contrasts with Genji as
his father. Additionally, Genji’s relationships with these women apparently become
stable after the completion of the Rokujo estate, and he is characterised as not a

heedlessly passionate man but a self-possessed ruler of his estate.

Change in Characterisation of Genji from the Viewpoint of Subjunctive and
Conditional Expressions in His Interior Monologue

The subjunctive expression (the ‘--mashikaba + --mashi’ pattern) and conditionals
(the *--ba, --wa, --(to)mo, or --mu(toki/ni) + a conjectural auxiliary verb’ pattern) in
Genji’s interior monologue passages are here investigated, because they convey the
central female characters’ recognition of their love for Genji and their realisation of
the stern realities of life, as discussed in 5.1 and 5.2.'*' These expressions are used in
8 out of 29 cases (27.6%) in Utsusemi’s interior monologue passages, 8 out of 36

(22.2%) in Fujitsubo’s, 4 out of 43 (9.3%) in Akashi’s, 5 out of 59 (8.5%) in

141 These expressions appear in examples 11, 15, 20 and 24 for Fujitsubo, 14(27) for Rokujd, 26 for Utsusemi, 48,
49 and 50 for Murasaki, and 54 and 56 for Akashi as discussed in 5.1 and 5.2.
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Murasaki’s and 1 out of 30 (3.3%) in Rokujd’s.'** On the matter of mashi
(subjunctive), Negoro Tsukasa &> =] points out that almost all 340 examples of

mashi in the tale appear in interior monologue passages and express a character’s
thought contained in his/her heart, in other words anxiety that things are unlikely to
turn out as he/she wishes.'* Hence, it can be seen that subjunctive and conditional
expressions are more likely to appear when it is hard to decide one’s course of action
or when one cannot decide what to do.

The percentage of usage of these in Genji’s interior monologue passages
increases from 6.5% (17 out of 263), 10.0% (21 out of 209) and 4.1% (5 out of 123)
in sections 1-3 to 19.7% (23 out of 117) in section 4. From this viewpoint, Genji can
be characterised as a man who faces difficult circumstances in which things are
unlikely to turn out as he wishes.

Genyji’s recognition of his attachment for Tamakazura, which ‘he would have
missed if he had not known her,’ is presented in his interior monologue passage using

144

the subjunctive (mashikaba--).”"" The subjunctive (--mashikaba +--mashi) shadowed

in example 58 also reveals Genji’s latent thought.

58. KEh, TRV, KADHELIEND, RICEDDHZLHHLELNE. VWi
L NRBFLELEL, NOKREIZ, WHTHDEESFE, MHELETEDD
to) EHETITZE, (NKBZ3:329-330) (SNKBT 3: 97-98)
So that is what people are inferring! Genji reflected. It would be a disaster if they ever turned

out to be right. I must convince His Excellency that I have only good intentions. (T: 519)
(Chapter 30 “Fujibakama”)

Assuming that his relationship with Tamakazura might become what people,
especially To no Chujo, suspect, that is to say a man-woman relationship, he would
find it disgraceful and against his intentions, so he decides not to have relations with

her. However, in reality he cannot escape being attracted by her. The subjunctive

142 They are also used 10 out of 64 (15.6%) in Tmakazura’s.

3 Negoro 1969, p.147. and p.150.

Mo IMhL Ve T ERI D EELEE~DE 0L TAESHELNE L BIZFTICOTTH, (NKBZ
3: 142) (SNKBT 2: 382)

She was in all ways so striking that Genji keenly appreciated what he would have missed if he had not known her,

---- (T: 433) (Chapter 23 “Hatsune”)
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shows a situation in which he finds it difficult to decide what to do. Here, he is
depicted as a man who hesitates to make advances to Tamakazura. This tendency

toward hesitation has rarely appeared in the characterisation of him in sections 1-3.

5.3.2 Characteristics of the Relationship between Genji and Tamakazura

Their Relationship before the Change in Tamakazura

Although Genji introduces Tamakazura to young nobles as his own daughter, he
gradually realises his hidden intention of being treated as her lover. His behaviour
toward her becomes conspicuous. When he visits her in the evening, her
gentlewomen modestly withdraw to some distance. Then he throws off his robes and

lies down beside her. In comparison with Murasaki, who only feared his behaviour

and trembled when Genji first lay down beside her in his Nijo estate, '*’

Tamakazura’s feelings about the situation are presented in her interior monologue

underlined in example 59.'*

59. ZOBOWHIZV e GELNE, BANERKEOEESED, SEFDHE T
LEHLELR, LAELEFIZ, oo TREZITNHT OO, (NKBZ3:179)
(SNKBT 2: 417)

She knew that no such a disaster could have overtaken her if she had been with her real father,
whether he thought highly of her or not, and her tears spilled over despite her effort to hide
them, (T: 450) (Chapter 24 “Kochd”)

The subjunctive shadowed in her interior monologue expresses her strong desire to
meet her real father, which is caused by her anguish at having advances made to her
by her adoptive father (Genji). Before the change in Tamakazura, she, as an innocent
maiden, always feels discomfort about his behaviour.

Meanwhile, Genji, who has always been aggressive and confident about
making advances to women, now hesitates to have sexual relations with her at this

final stage in spite of suffering from uncontrollable love for his adoptive daughter. He

WEFIL, WEDR DT, WRCTD I LRSS TNE~NE  (NKBZ 1:331) (SNKBT I:
194)

The little girl wondered fearfully what he might have in mind for her, ---- (T: 107) (Chapter 5)

146 Matsushita 2001, p.120.
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controls himself and leaves her pavilion. Thus, it can be seen that the characterisation
of Genji in the relationship between Genji and Tamakazura is quite different from

that discussed previously.

Their Relationship after the Change in Tamakazura
The change in Tamakazura from innocent maiden to mature woman is first depicted
by the narrator,'*’ and then is shown in her interior monologue underlined in example

60. IEAEIL, N STHerMREE, [ (1) DRAINED ) SEPL, Bl LIl
HOoNTETESOY, HOANDELDZFITT, 2200 ROMLIE~TR O E LME,
EPFNEPTFR<bHOEL, (2) AMmdbh sEZ 2, (3) DN
BECRR BT b EEENVLELZ2Rte, (NKBZ 3: 194) (SNKBT 2: 431)

It seemed to her that her own misfortune accounted for Genji’s deceitful zeal. If | had already
come to my father’s notice and had gained my own place in the world, she reflected, and His
Grace still felt this way toward me, there would be nothing especially wrong with what he

desires; no, it is the strange position I am caught in that may in the end make me the talk of all.
(T: 457) (Chapter 25 “Hotaru™)

In her interior monologue (1), the subjunctive (shadowed) expresses the feeling
which begins to grow in her heart, that she, as a mature woman, would accept his love
under two conditions: If her real father treated her as a daughter and allowed her to
live on his estate, and if Genji continued to make advances to her as a lover.
Simultaneously, her interior monologue passages (2) and (3) show that she
understands her relationship with Genji is odd and she is afraid of rumour.

In addition to this, when he drops in on her she thinks that if she had no
worries she would be intoxicated with him; she feels attracted to him.'* These

feelings appear after her characterisation changes from innocent maiden to mature

147 Tamakazura’s characterisation is depicted as “at her age she had a certain number of years behind her, but quite
apart from the world, (T: 451)’ in chapter 24 “Kochd”, then it changes in chapter 25 “Hotaru” into ‘being old
enough by now to understand many things (T: 455).

'8 Matsushita 2001, p.125.
PHOELHADHODE, SRIEFDSLN, ENLIBEDLINEYREDL, BHT LT,
ELNDB_EHlH Y I ExA, LHEEET, (NKBZ3: 195-196) (SNKBT 2: 432)

----even its color, the same as always, seemed a miracle to have completed the pleasure of his presence, if it were

not for all the sorrows that he brought her. (T: 458) (Chapter 25)
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woman. Hence, her change is shown not only in narratised discourse but also in her
interior monologue, in contrast with the change in Murasaki, which is only shown in
narratised discourse, as discussed in 5.2.1.3.

Genji’s feelings and thoughts about his relation with Tamakazura are

examined through analysing narratised discourse, free direct discourse (shadowed)

and interior monologue (underlined) in example 61."°

61. 7272 Z OEFEOH, HITFENELIZIEZ»ND 20, BRE, DOV AREIDOEZL T,
LT PORLOEOET Hir, SBEFLET, LDOFFITHLHLIE, HDOADHEY
SR Loes LS, bRATEDEIEEEZHLDIZT, ZOADEHZDWEIELND
RL, BEBOARELILEVNSEL, FOLEOMBIEZIZW ST X, b7 n
DRBLEULLE LAV Y, [ETEDHY OFNTTUEL, IEI Y 2idd Sie,
PRFOESZZALIVITZ L, AR ADOHFE LB FITHND 5 iFTeRKIZ TUE,

MOBIEZNT T 0T, TR EREMSOBED, L TEIZRITIL

HORREZLE] &, BONBRLMDIZ, WEWEIFLLT, E, Kitgl
IZRPDHLTEL, STHTHENL, WSARDERY TF, BObiix oA, 550
O7pEICTH, SH LT LEFTEZVEH Y, (NKBZ 3:225-226) (SNKBT 3: 12)
She was all he thought of, day or night. Why am I so caught up in a venture in which I should
not be engaged at all, and only making myself miserable at it? If I told myself that that was
enough and had my way, it would be a disaster for her, quite apart from the widespread and
humiliating denunciations to which I would be subjected. Whatever she may mean to me,
even I know perfectly well that she could never challenge all I feel for my lady of spring; and
what good would it do her just to join the others? Yes, I stand alone above the rest, but what
sort of renown would she have, once she ends up merely as one of my women? No, she would
be far better off marrying some perfectly innocuous Counselor, whose affection she need not
share. The more he lectured himself, the more he felt for her. At other times he said to himself,
Shall I let His Highness have her, then or the Commander? Will I stop wanting her just
because she is not here anymore and someone has taken her away? No, it is hopeless. I might
as well do it. (T: 471-472) (Chapter 26 “Tokonatsu”)

First, the narrator depicts Genji’s deep attachment to her in narratised discourse.
Second, free direct discourse shows his hesitation in making advances to her because
he fears rumour on her behalf. Third, in narratised discourse, the narrator explains
that although Genji loves Tamakazura he appreciates the difference between his
relations with her and those with Murasaki. Finally, the first interior monologue
shows him thinking about her future and happiness from her standpoint, not his own,
employing the conditional expression (--wa + --the conjectural auxiliary verb mu)

shadowed twice. However, he cannot reach a conclusion. The second interior

150 Matsushita 2001, pp.127-128.
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monologue indicates his indecision about marrying her to someone else in order to
forget her.

He cannot carry out his intention of marrying her to someone else. His
thought, of which the narrator expresses her disapproval using the phrase ‘a

thoroughly disgraceful one it was,” "'

appears in his interior monologue as follows:
‘Should I then insist on keeping her here and steal off to her whenever I can for a
consoling word? I hate to think of pressing her further while she remains unfamiliar
with men’s ways, but of course if I put my heart into it once she understands better,
then nothing will keep me from her, no matter how often I go, and never mind the
stern gatekeeper!’(T: 462)"°* Thus, Genji continues to imagine her as a lover and
wants to have relations with her even if she is married to someone else.

The relationship between Genji and Tamakazura becomes intimate but
ambiguous: half as adoptive father and daughter and half as lovers. One day in early
autumn, he spends the whole day with her giving koto lessons. The new moon is
quick to set. The narrator depicts them: ‘The two of them lay together, their heads

pillowed on her koto.”'*

5.3.3 Summary

Genji is characterised in section 4 as a man who hesitates to make advances to
Tamakazura, whose circumstances are complicated. Meanwhile, Tamakazura is
characterised as a mature woman who understands the meaning of the male-female

relationship, and accepts his intimate behaviour toward her, contrasted with young

BlnE i Lashaz &R, (NKBZ 3:227) (SNKBT 3: 13) (T: 472) (Chapter 26 “Tokonatsu™)

IR, Fe, ST LIERMAET, EH_EXEZVEVICEPARLLIBER,. bOED
Bl Z 2 TRIAZ TR0, DL EZWMBINDIZIEODSHIF LS ZZLFELLIIH VTN, BOSHD,
B &b, bOOLMY 2D, WEIFLERORIT, bBALHBOAY piF, I LHEL L
2L S L K%, (NKBZ3:227) (SNKBT 3: 13) (Chapter 26)

IS BRI T, AL BITIROBAL7ZE~Y, (NKBZ 3: 248) (SNKBT 3: 30) (T: 482) (Chapter 27
“Kagaribi”)
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Murasaki. Their unusual relationship, (as Genji once said, “let us make our story one
like no other and give it to all the world!”'**), has thus been created on the basis of
changes in their characterisations. This characteristic relationship between them,
namely the male-female relationship excluding sexual relations, suddenly ends with

the narrator’s report on a suitor’s (Higekuro’s) abrupt marriage to her.'*

5.4 Conclusion

Proposal of the Theme of Part 1 of The Tale of Genji

Chapter 5 has divided part 1 of the tale into two divisions, sections 1-3 (chapters 1-
20) and section 4 (chapters 21-33) and further grouped the relationships between
Genyji and the six central female characters into three. It has discussed and clarified
the characteristics of the relationships in terms of both content and form. The process
of examination reveals significant details about the inner lives of the characters,
which can be thought of as an appealing feature of the tale. On the basis of the
examination, characteristics of the relationships between Genji and the six central
female characters have been summarised at the end of sections 5.1-5.3.

Section 5.4 initially reviews aspects identified as providing clues to the theme
of part 1: (1) the structure of part 1, as clarified through examination of the
relationships, focussing on interior monologue, (2) the technique of repetition, which
indicates successive characters in similar scenes and recurring plots, (3) Genji’s love
or feeling for each woman, and (4) the distinctive attitude of the narrator or the

distinctive narratised discourse in part 1. It then proposes the theme of part 1.

134 (T: 462) (Chapter 25)
'35 The man-woman relationship excluding sexual relations appears in that between Kaoru and Oi kimi, central

characters in part 3 of the tale.
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5.4.1 Findings Concerning Clues to the Theme of Part 1

The Structure of Part 1

The examination of the characteristics of the relationships between Genji and the six
central female characters shows the differences between Genji’s relationships with
Fujitsubo, Utsusemi, Rokujo, Murasaki and Akashi as discussed in 5.1 and 5.2, and
with Tamakazura as discussed in 5.3. The differences among them appear not only in
the change of the characterisation of Genji but also in the theme underlying their
relationships. To put this another way, the story of the relationship between Genji and
Tamakazura is not considered to be an extension of previous stories but begins with a
change in the characterisation of Genji, and pursues a new subject. However, it ends
suddenly with Higekuro’s marriage to Tamakazura. Additionally, at the end of part 1
of the tale, the accounts of Yiigiri’s marriage to Kumoi no kari, Akashi’s daughter’s
entering palace service and Genji’s receiving the title of Honorary Retired Emperor
are narrated to continue previous stories in chapter 21. Hence, it can be seen that the
story of the relationship between Genji and Tamakazura is inserted between chapter
21 “Otome” and chapter 32 “Ume ga e”.

The structure of part 1 of the tale, which becomes clear through the
examination in 5.1-5.3, is as follows. There are two main streams which carry the
theme of part 1: One is the relationship between Genji and Fujitsubo, which is deeply
related to that between Genji and Utsusemi and that between Genji and Rokujo in
terms of the thoughts and feelings presented in the female characters’ interior
monologue; the other is the relationship between Genji and Murasaki, also involving
that between Genji and Akashi. Meanwhile, the relationship between Genji and
Tamakazura shows a new stream but breaks off. The subject presented by the last

relationship does not integrate into the theme carried by the former two.

The Technique of Repetition
The technique of repetition shows the connection between Fujitsubo and Utsusemi
and that between Fujitsubo and Rokujo in terms of their thoughts, even though these

women do not connect with each other in terms of incidents and human relationships.
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Suzuki Kazuo points out that the same or a similar plot/scene repeatedly appears in
The Tale of Genji.">® Such repetition indicates successive characters by way of
employing the same or similar plots/scenes, but with distinctive outcomes.

First, the plot based on a woman’s decision not to meet Genji after having
relations with him is repeated in the relationship between Utsusemi and Genji in
chapters 2 (“Hahakigi”’) and 3 (“Utsusemi”) and in that between Fujitsubo and Genji
in chapters 5 (“Wakamurasaki”) and 10 (“Sakaki”), respectively. The first repetition
is supported by the same passage of interior monologue assigned to both Utusemi and
Fujitusbo. The second repetition, which is depicted by the narrator, is backed up with
the same act as they take off their garments to avoid him. These repetitions, on the
one hand, indicate that the character of the relationship between Utsusemi and Genji
flows into that between Fujitsubo and Genji, and on the other hand, the repetitions
underline the individuality of the two women: Utsusemi refuses him but Fujitsubo
accepts him. Thus, it can be seen that the relationship between Fujitsubo and Genji
begins with Utsusemi abandoning her relations with him. It can therefore be
concluded that the repetition shows the connection between Utsusemi and Fujitsubo
in terms of their thoughts or sorrows, even though they choose different paths in life.

Second, the kaimami scene in which a high-ranking lady gazes at a man
through a screen and recognises her love for him appears twice in chapters 7 (Momiji
no ga”) and 9 (“Aoi”). In chapter 7, Fujitsubo’s action is depicted in narratised
discourse without interior monologue. Hence, there is no indication of how Fujitsubo
thinks or feels about Genji. However, in chapter 9 the scene in which Rokujo gazes at
Genji from her carriage is described employing both narratised discourse, which
presents her situation, and interior monologue, which expresses her thought and
feeling. The repetition indicates the similarity between the two female characters.
Hence, it is evident that Fujitsubo, like Rokujo, recognises her love for Genji.

Additionally, the love triangle motif occurs in both the relationships between

Rokujo, Genji and Aoi in chapter 9 (“Aoi”) and between Murasaki, Genji and Akashi

136 Suzuki 1989, p.60.
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in chapters 13 (“Akashi”) and 18 (“Matsukaze”).">’ Genji does not think about his
involvement in the former triangle but about the problem of how his formal wife
considers the feelings of his mistress. Conversely, Genji is conscious of his
involvement in the latter triangle from the beginning. The former triangle ends with
the exit of the two women from the story: Aoi dies on being possessed by Rokujo’s

spirit; Rokujo leaves the capital where Genji lives. '*®

The narrator depicts in
narratised discourse all the relationships in the latter triangle, namely those between
Genji and Murasaki, Genji and Akashi, and Murasaki and Akashi, as the most
desirable. The repetition shows the difference in Genji’s attitude, and different
consequences in the two triangular relations, and on the other hand it indicates

analogous thoughts, or rather the sorrow and agony of Rokujo, Murasaki and Akashi

in the triangular relationships.

Genji’s Love or Feeling for Each Woman
When the characteristics of the relationships between Genji and the six central female
characters are examined, Genji’s love or feeling for each woman proves significant in
locating clues to the theme of part 1.

The origin of Genji’s longing for Fujitsubo is based on her resemblance to his
deceased mother and a desire for his mother, as shown in example 1 and discussed in
5.1.1.1."° His longing is described using the word aware. The word aware has been

interpreted as ‘earnest and sincere love’ because it first appears in the context of his

157 The relationship between Murasaki, Genji and Asagao, that between Tamakazura, Higekuro and Higekuro’s
formal wife are excluded from the discussion, for the former relationship has not developed because of Asagao’s
refusal to meet Genji, and the latter relationship involves only one central character in part 1.

158 After returning to the capital, Rokujo asks Genji to take care of her daughter and dies in chapter 14
“Miotsukushi”.

PINE LB EA~Y ] LGOI TS E, HEEOHICWE ST EBOEZXE0T,
FIZBLFEIFELL . BROSVAETELLIER, EBIFXT-F S5, (NKBZ 1: 119-120) (SNKBT 1: 23)

---- but his youthful interest was aroused when the Dame of Palace Staff told him how much the Princess

resembled her, and he wanted always to be with her so as to contemplate her to his heart’s content. (T: 14)

(Chapter 1)
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mother’s interior monologue passage showing her sincere love for his father.'® The
word ‘love’ is used here in the same meaning as the word aware, which expresses not
‘sensitivity to things’ in general but an especial emotion for the beloved. Genji’s love
for Fujitsubo is impressively depicted in narratised discourse, such as the description
of his action to make an opportunity to meet her whenever he can, and his tears,
which appeal to her.'®'

Genyji’s interest in the middle-ranking woman, Utsusemi, is stimulated by the
‘rating women on a rainy night’ conversation, and spurred by his dissatisfaction over
his relationships with highborn ladies, his wife Aoi and his forbidden lover Fujitsubo.
While he wonders why Utsusemi refuses him despite having once had relations, he is
attracted by her refusal. His attraction to her is shown in his repeated visits to her.
When he encounters her as she accompanies her husband to Hitachi Province, his
conflicting evaluation of her as an unforgettable woman who is both touching and

annoying appears in his interior monologue.'®*

' Jinno Hidenori Ffi%F #H| states in his letter to me that the idea of ‘love’ never appears in The Tale of Genji, or
rather there has never been the idea of ‘love’ in the Japanese language. He also points out that the word love (the
Chinese word ai) is only used with negative meaning in the Buddhistic context in the Heian period.
SIpmpEVIZICE, DEHIBNELDT, D3I HLNSLIEHSE ) TERETF, »3<icbn
S HE ) TREIFT, AEICTHLRICTSH, BRIEIOSNSNERBOES LT, BH1UX. LMk
AEOHETZES, (NKBZ 1:305) (SNKBT 1: 175)
----but he also anticipated feverishly now, at last, a chance for himself, and he no longer went out at all. At the
palace or at home he spent the daylight hours daydreaming and those after dark hounding @mydbu. (T: 97)
(Chpter 5 “Wakamurasaki’)

RTHELHSIENRDIEDOHICRNTEEDL D DNRHE L AR
LN~V TESSEL, STHICWELITAIEL, (NKBZ 1: 306) (SNKBT 1: 176)

“This much we have shared, but nights when we meet again will be very rare,

and now that we live this dream,, O that it might swallow me!”

he said, sobbing; to which Her Highness compassionately replied, (T: 97) (Chapter 5)
CHiInb-o6 S b ENRNSL  (NKBZ2: 353) (SNKBT 2: 162)
Genji had found her unforgettable both for her touching plight and for her maddening ways, (T: 317) (Chapter 16
“Sekiya”)
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The story of the relationship between Genji and Rokujo begins with the
description of a burden on him, which has been brought on by her deep attachment to
him. Although he praises her for good taste in all respects and considers her feelings
after the ‘carriage quarrel’ incident, the narrator describes his love for her as having
increasingly cooled, especially after seeing her spirit possess his wife. The narrator,
nevertheless, depicts the scene of their parting at Nonomiya in a beautiful and sad
atmosphere where they reminisce about their old loving days, quoting Genji’s interior
monologue passage, ‘aware.’'®

Genji’s love for Murasaki is different from that for the three women above,
because his love is based on his desire to bring her up to be his ideal woman, on the
premise that he treats her as the wife who shares his life. The origin of his love for her
is based on; (1) her ‘purple connection’, in which his love flows from his deceased
mother to Fujitsubo through to Murasaki, (2) his sympathy for her, which springs
from identical circumstances, in which he lost his mother and his grandmother very
early in life, and (3) her spotless youth, which makes her receptive to his education of
her. After he consummates his marriage with her, his awareness of his love for her
appears in his interior monologue, as discussed in example 35 in 5.2.1.2.'°* His
interior monologue shows his gratification of his new relations with her and his
strong affections for her by way of comparing his new love with earlier loves, as
depicted through the word aware. When he takes refuge in voluntary exile, the
narrator describes his trust in her, showing his decision to entrust his property, and his

gentlewomen and retainers, to her care. The narrator would seem to wish to convey

BEIZLOFIZ, WAICER, BH Y TEROE 2T LE, Fadbldhb oo, 2 i
bRZVBD %2, OOL LEEKEOERIEATDIC, DI EBLELDZ RV 2L, (NKBZ2:
60) (SNKBT 1: 345-346)

----and then that shocking discovery of her flaw had cooled the last of his ardor and turned him away. Now,
however, he was undone by all that this rare meeting brought back to him from the past, ---- (Chpter 10 “Sakaki”)
W TEZAHIEINEBOE ZZODEFAMICHHLIV T, ADLIZIETHL Db, &
F, —RKOETHZ bbb &z &) LI %, (NKBZ2: 66) (SNKBT 1: 331)

What she used to mean to me is nothing compared to what she means to me now! He reflected. How unruly the

heart is! I could not bear one night away from her! (T: 188) (Chapter 9)
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that Murasaki transcends being simply a surrogate for Fujitsubo, presenting the scene
in which Genji realises that Fujitsubo resembles Murasaki in the kaimami scene
(Genji watching Fujitsubo through the gap) in chapter 10 “Sakaki”.'®® Further, the
narrator depicts the reassurance of his love for Murasaki through his letter to
Murasaki and in his actions.

After learning about the Akashi monk’s daughter, Genji reflects that his
wandering to Suma and Akashi may have been fated by a bond with her. He is
gradually attracted by her beauty and personality. The narrator shows his love for her
at the Akashi coast, describing frequent visits to her and her pregnancy despite his
consideration toward Murasaki. After sending Akashi’s daughter away, the narrator
also depicts his affection for her through his periodical visits to her at the Oi villa.

Genji’s feelings for Tamakazura are ambiguous because these feelings appear
after he is newly characterised as a self-possessed ruler on his estate. He hesitates to
make advances to Tamakazura even though he wants to be her lover. His thoughts
and feelings are presented in his interior monologue and the narrator suggestively
depicts their intimate relationship in narratised discourse.

Thus, the narrator mainly conveys Genji’s distinctive love or feeling for each
female character through descriptions of his thoughts, behaviour and actions in
narratised discourse, while his interior monologue directly shows his love or feeling.
Particularly important in the above interpretation is recognition of the word aware as

the essential expression of Genji’s love for women.

Distinctive Attitude of the Narrator or Distinctive Narratised Discourse in Part 1
One finding concerning the distinctive attitude of the narrator or the distinctive
narratised discourse in part 1 is that when interior monologue passages assigned to

the central female characters express their agony and sorrow, and subsequently the

SEXL, HoX, WEOPMEHESE, RVAZICFILEREY, REELOMOEEICESE Z
AL, HEIAT I LBUOENLE~VO5E, HESELEXETTRERLE~D00, LREESHE
FIZ, TILLORODITA T EZAHHLHMLT-FE S, (NKBZ 2: 102) (SNKBT 1: 361-362)

(Chapter 10 “Sakaki”)
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gaps or discrepancies between Genji and them become visible, the narrator in part 1
seems to deliberately describe their perfect or at least beautiful relationships in
narratised discourse. For example, when Rokujo’s interior monologue shows her
sorrow and agony and the discrepancy between her and Genji is perceptible, the
narrator touchingly depicts the scene of their parting at Nonomiya in which they stay
together and exchange poems. Further, when interior monologue assigned to
Murasaki erodes Genji’s desired and perfect relationship with her, the narrator
introduces a new characterisation of Murasaki and describes their relationship as
trustful and beautiful. Similarly, the narrator, apart from the content of Akashi’s
interior monologue, depicts the relationship between Genji and Akashi as elegant,
especially after her daughter has been adopted.

Thus, the narrator in part 1 tends to pursue the perfection of beauty, that is to

say, Genji’s own ideal of the love relationship between a man and a woman.

5.4.2 Proposal of the Theme of Part 1 of The Tale of Genji

On the basis of these findings, the theme of part 1 of The Tale of Genji can be
proposed as follows: both the ideal in the male-female relationship, in other words the
pursuit of Genji’s desired male-female relationships, and the reality of the
discrepancies in thoughts and feelings between man and woman, in particular the
reality of women’s sorrow in their relationships. The former subject is supported by
narratised discourse, conversation and interior monologue assigned to Genji, while
the latter subject is underpinned by interior monologue assigned to the central female
characters. The presentation of the theme can be likened to the technique of kasane

no irome B2 {4 H | a colour created using a layer of two different colours of sheer
cloth, for example sakura gasane $¢82 (the layer of the colour of cherry blossoms),

in which white sheer cloth is laid on red-purple sheer cloth. It was a popular
technique in the Heian period to produce a delicate colour. Likewise, the reality of
discrepancies in thoughts and feelings between man and woman or the reality of

women’s sorrow apparently exists beneath the ideal relationships Genji has pursued.
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Focussing on different types of discourse allow us to see both themes. Therefore, the
theme proposed here is deeply related to the different categories of discourse

categorised in chapter 4.
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CHAPTER 6
AN ANALYSIS OF THE CHARACTERISTICS OF THE
MALE-FEMALE RELATIONSHIPS WOVEN BY
CENTRAL CHARACTERS IN PART 2 OF THE TALE

The previous chapter explored, first, the characteristics of the relationships between
Genji and the six central female characters, namely Fujitsubo, Utsusemi, Roku;jo,
Murasaki, Akashi and Tamakazura, and, second, the theme underlying these
relationships in part 1. As the theme of part 1, chapter 5 proposed both the desirable
male-female relationships that Genji pursues, and the reality of women’s sorrow,
which emerges from their relationships particularly through interior monologue
attributed to the central female characters.

This chapter explores the characteristics of the relationships between the
central male characters and the central female characters, as well as the theme
underlying these relationships, in part 2 of the tale.

Part 2 covers Genji’s senescence (from his 39 year to his 52" year) and
consists of eight chapters, from chapter 34 “Wakana jo” to chapter 41 “Maboroshi.”
Imai Gene 4 J-JRf& states that the Genji of part 2 is quite different from the Genji of
part 1, because miserable senescence and death await him; in part 2, Genji is hurt by
betrayal and bereaved like a lonely, ordinary man.' His role is also different, for he
who was the hero of part 1 now shares the status of central male character with his
son Yugiri and his nephew Kashiwagi, as shown in their frequency of interior
monologue in part 2: 197, 114 and 48, respectively. Regarding the central female
characters, Onna san no miya (the Third Princess) and Ochiba (the Second Princess),
both of whom first appear in part 2, as well as Murasaki and Kumoi no kari, both of

whom appear repeatedly in part 2, were also identified as central female characters in

" Imai 1962, p.21.
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chapter 4. Their frequency of interior monologue in part 2 is 23, 43, 40 and 17,
respectively.

Part 2 is narrated mainly through love-triangle relationships. First, in Genji’s
40™ year, Retired Suzaku Emperor’s daughter, Onna san no miya, comes to live on
the Rokujo estate as Genji’s legitimate wife, even though Genji loves Murasaki best.
The relationship between Genji and Murasaki in the triangle involving Onna san no
miya is narrated in terms of a similar plot to that in the triangle involving Akashi in
part 1. Second, in Genji’s 47" year, while Murasaki is ill, Kashiwagi, who longs for
Onna san no miya, has secret relations with her at the Rokujo estate. Third, in Genji’s
48™ year, after Kashiwagi’s death, Yiigiri takes care of Kashiwagi’s wife, Ochiba,
and falls in love with her. Thus Yigiri involves his wife, Kumoi no kari, in another
triangle. Their relationship seems to repeat the plot of the relationship between Genji
and Murasaki in the triangle involving Onna san no miya. Finally, the accounts of
male-female relationships in part 2 end with an account of Murasaki’s death and
Genji’s grief. Abe Akio asserts that the subject of part 2 is the mental turmoil of
characters involved in incidents related to Onna san no miya.” The central male
characters’ thoughts and feelings in the triangle are presented in a way similar to
those of the central female characters in part 1.

No one has attempted before to explore the three love-triangle relationships
above by means of discourse analysis, particularly analysis from the character’s own
viewpoint, and thus to identify the theme of this part of the tale. Takeda Munetoshi
has already argued that in contrast with the brightness and floridness of part 1,
darkness and sorrow fill part 2 because of developments in the author’s view of life,

and he regards suffering in actual life as the theme of part 2;* while Mori Ichiro £&—

BB states that the theme of part 2, a woman’s fragile destiny, is developed through the

2 Abe 1989, p.233.
3 Takeda 1954, pp.248-251.
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lives of Onna san no miya, Murasaki and Ochiba.? The following attempt to explore
the love-triangle relationships mentioned will shed further light on part 2 of the tale.

The methods employed in this chapter are the same as those in the previous
one. Additionally, the analysis of discourse in part 2 takes account of (1) conversation,
because a series of conversations often carries the plot and brings reality into the
fictional world; (2) differences between the content of conversation and that of
interior monologue, since these differences sometimes reveal a discrepancy between a
character’s outer and inner thoughts; and (3) plot repetition, since analysis of this
repetition provides important clues to the underlying theme of part 2.

The chapter is organised as follows. Sections 6.1-6.3 discuss the
characteristics of love-triangle relationships in the cases of Onna san no miya, Genji
and Murasaki; Kashiwagi, Onna san no miya and Genji; Ochiba, Yugiri and Kumoi
no kari. Section 6.4 examines Murasaki’s and Genji’s final thoughts about their lives.

Section 6.5 proposes the theme of part 2 of the tale.

6.1 An Analysis of the Relationship between Genji and Murasaki in

the Triangle Involving Onna san no miya

The story of the relationship between Genji and Murasaki in the triangle involving
Onna san no miya is mainly narrated in the first half of chapter 34 “Wakana jo” and
in the middle of chapter 35 “Wakana ge”. More precisely, it is narrated by way of
such incidents as the retired Suzaku Emperor’s decision to marry his daughter Onna
san no miya to Genji, the marriage itself, and Murasaki’s falling ill.

If plot repetition in the tale resembles a spiral staircase, the relationship
between Genji and Murasaki in the triangle involving Onna san no miya in part 2

develops the portrayal of their relationship in the triangles involving Akashi and

* Mori 1979, pp.161-176.
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Asagao in part 1. Hence the comparison between their relationship in part 2 and that
in part 1 provides clues to the characteristics of the former.

The aims of the section are first to examine the meaning of Genji’s marriage
to Onna san no miya, secondly to analyse both Genji and Murasaki’s thoughts and
feelings in the triangle, thirdly to discuss the characteristics of the relationship
between Genji and Murasaki in the triangle, and, finally, to uncover clues to the
theme of part 2 underlying their relationship. To this end subsection 6.1.1 examines
the meaning of Genji’s marriage to Onna san no miya, subsection 6.1.2 analyses both
Genji and Murasaki’s thoughts and feelings about his marriage to Onna san no miya,
subsection 6.1.3 investigates Murasaki’s self-recognition in the triangle, and

subsection 6.1.4 summarises the section.

6.1.1 The Meaning of Genji’s Marriage to Onna san no miya

To shed light on the meaning of Genji’s marriage to Onna san no miya, this
subsection is organised as follows. First, the Retired Suzaku Emperor’s selection of a
son-in-law for his favourite daughter, Onna san no miya, is investigated; secondly,
the reasons why Genji accepts his marriage to Onna san no miya are examined; and

thirdly, both Genji and Murasaki’s thoughts about his acceptance are investigated.

The Retired Suzaku Emperor’s Selection of Son-in-Law for Onna san no miya

The Retired Suzaku Emperor, Genji’s half brother, is concerned about his daughter,
whose mother has died. He wants to select a son-in-law before retiring from the world
because of his illness. To better understand Onna san no miya’s circumstances, her

lineage and the relationships between characters are charted in Figure 7.
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Figure 7. Chart of Relationship between Characters Concerning Onna san no

miya
* The Emperor who
* Ko | *
Ko preceded the Kiritsubo The
Empress
* Azechi F— * The nun
Dainago
* Fujitsubo
* Fujitsubo nydgo ’ Prince 1 * The woman
Shikibu
Suzaku Onna san Murasaki
no miya
Genji
Shokoden Akashi
nyogo
1L} l—
The Heir Akashi ny6go
Apparent

Both Onna san no miya and Murasaki are Fujitsubo’s nieces, because Onna san
nomiya’s mother, Murasaki’s father and Fujitsubo are siblings of the late Emperor
who preceded the Kiritsubo Emperor, Genji’s father. Although Onna san no miya’s
half brother is the Heir Apparent, her father wants a strong guardian for her, because
she is young and immature.

Suzaku wants to select his son-in-law from among men such as Yugiri
(Genji’s son), Kashiwagi (To no Chiijo’s son), Prince Hotaru and Genji. The process
of selection is presented in the discourse of conversation attributed to Suzaku, the
nurse of Onna san no miya, Sachiiben (the nurse’s brother), Genji and so on.

Regarding this conversation, Shimizu Yoshiko Jf7K#4f-f states that it recalls the
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‘rating women on a rainy night’ conversation in chapter 2 “Hahakigi,” and that it
shows the opinions about an Imperial princess’s marriage held by many people who
lived to the age of forty or fifty.” Akiyama Ken points out that the way the
conversation carries the plot excludes chance and draws reality into the fictional
world.®

Not narratised discourse by the narrator but conversation assigned to many
people, including Suzaku, shows the process by which Suzaku decides to marry his
daughter to Genji. Suzaku’s conversations with both his daughter and the nurse, “I so
long to give you to someone worthy----someone who would make much of you, and
who would overlook what you still lack and teach you,”” and “How I wish there were
someone who would take this Princess in hand and bring her up as His Grace of
Rokujo did His Highness of Ceremonial’s daughter. There cannot be any such man
among the commoners,”® respectively ---- encourage him to decide. Then the Heir
Apparent’s conversation with Suzaku, “A commoner, however worthy, is of limited
rank, and if you mean to choose one, then it is His Grace of Rokujo who is to be
preferred as a father to her,”” urges Suzaku to decide.

In the process, an interesting phenomenon appears in Sachiiben’s conversation
with the nurse. When he quotes Genji’s words and tells the nurse, “Actually, though,
I gather he often jokes privately about feeling that while his glory in this life honors
this latter age beyond what it deserves, when it comes to women, he has escaped

. . . 1
neither censure nor personal disappointment,” '°

his conversation conveys his
interpretation and assessment of it independent of Genji’s intention. He regards
Genji’s words as showing Genji’s dissatisfaction with the ranks of his wives, and he

tells the nurse that Genji will willingly marry Onna san no miya. Shimizu interprets

> Shimizu 1980, p.190.

% Akiyama 1964, p.159.

7 (T: 580) (Chapter 34 “Wakana j5”)
8 (T: 580) (Chapter 34)

% (T: 584) (Chapter 34)

1 (T: 581) (Chapter 34)
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Genji’s words as expressing regret at his failure in his love for Fujitsubo, because
their content resembles the content of Fujitsubo’s interior monologue on her
deathbed.!' Whatever meaning they have, once quoted by Sachiiben, they escape
Genji’s control. Sachiien’s interpretation is also a commonly accepted one in the
world of the Heian period. The nurse reports them to Suzaku, and then Suzaku finally
decides to marry his daughter to Genji even though Genji already lives on his Rokujo
estate with many women.

Tasaka Kenji H¥ & . sees the hidden meaning of Suzaku’s decision as
marriage for political reasons, and remarks that Onna san no miya’s marriage to Genji
strengthens the relationship between his son, the Heir Apparent, and Genji, and
increases the degree of stability of the status of his son, because Genji is his son’s
father-in-law and the guardian of the Reizei Emperor.'? Tasaka continues that Suzaku
desires that Onna san no miya will be given higher status by her half brother when the

Heir Apparent ascends the throne.

The Reasons for Genji’s Acceptance of Suzaku’s Offer

When Sachiiben tells Genji about Suzaku’s offer to marry his daughter to Genji,
Genji declines and suggests that she should enter Palace Service. However, the
narrator supposes that Genji is intrigued by Onna san no miya, whose mother is a half
sister of Fujitsubo, when he refers to her potential beauty. Genji volunteers to
undertake to be Onna san no miya’s guardian, when Genji visits Suzaku after his
tonsure. At that time Suzaku says nothing about his offer to marry his daughter to
Genyji and his anxiety for the future of his daughter. Genji instead mentions that the
Imperial princess needs to be protected by a guardian/husband and that his son Yuigiri,
who is a candidate to be her husband, is too young to be a guardian. When Genji later

confesses his acceptance to Murasaki, he explains that he cannot decline Suzaku’s

"' Shimizu 1980, p.192.
12 Tasaka 2000, p.231.
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offer. On the one hand, he makes an excuse for his marriage, but on the other his
explanation shows how he acknowledges their conversation.

Abe Akio claims that Genji’s marriage to Onna san no miya fills a defect in
the absence of a suitable high-ranking wife, and Onna san no miya and Murasaki are
symbols of his power and love, respectively.”> However, it is uncertain whether
Genji’s acceptance is based on his desire for a suitable high-ranking wife for his
status of Honorary Retired Emperor, as Sachiiben says to the nurse, or for political
reasons, as he makes ready for the Heir Apparent to ascend the throne. However, it is
clear that his acceptance is based on “wanton weakness,” because his interior
monologue, which appears after his marriage to Onna san no miya, reveals his

thoughts and feelings."

Both Genji and Murasaki’s Thoughts about His Acceptance

Focusing on Genji’s state of mind after his acceptance, the narrator describes his
hesitation in confessing his new relations with Onna san no miya to Murasaki and
quotes his interior monologue underlined in example 1.

. TZOZE20NCESA, DPLEFOWEEDLELL, 52 EH6LITOTT
X, RV E EIRSZZEFEHD, REDLEFFIOTELE, LWNICHOED
TLEIFA ol RTHETHEI S, (NKBZ 4: 44-45) (SNKBT 3: 231)

What will she make of this? He wondered. My own feeling for her will not change in the
least; in fact, I will only love her more if it really happens. What doubts will she have toward

me, though, until experience at last proves them wrong? He was worried. (T: 588) (Chapter
34 “Wakana jo”)

As his interior monologue shows, Genji is confident that his love for Murasaki will
strengthen despite his marriage, but on the other hand he is afraid that she will be

troubled about his new relationship.

13 Abe 1989, p.206.

WIRET, KASOEHY L, FRAFWRTRLINEZ, HEHELILFH RV BXITT DD
NEVIZ, PDHELHTEDLEDL, | (NKBZ 4: 57) (SNKBT 3: 240)

---- why had he let anything persuade him to try setting another beside her? He had imprudently allowed a wanton
weakness to get the better of him: that was why it had happened. (T: 593) (Chapter 34)
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He cannot tell her his new circumstances on the night when his marriage is
settled, and he goes to bed anxious about the secret. On the following snowy day he
confesses it after reminiscing and talking about their old days. His apprehension
about her jealousy appears in his interior monologue, ‘how she would feel, she who
with her quick temper objected to the least of his little amusements.” > Genji
converses with Murasaki about the fear of the rumour of his marriage, the
circumstances of his acceptance to marry Onna san no miya and the date of the
ceremony, and then he tells Murasaki his everlasting love for her. Then, he requires
Murasaki to treat Onna san no miya from the same viewpoint as his own,'® just as he
did in the triangle involving Akashi in part 1. He hopes that the relationship between
Onna san no miya and Murasaki will go well, like that between Murasaki and Akashi.

Meanwhile, Murasaki does not display her jealousy despite his worry when
she is told of the acceptance of his marriage. She tells him that she is not in a position
to show discomfort at Suzaku’s decision and she wants to stay at the Rokujo estate if
Onna san no miya will allow her to stay because Onna san no miya’s mother is a half
sister of her father. The narrator comments that Murasaki is humble. Interior
monologue assigned to Murasaki underlined in example 2 shows her thoughts and
feelings, which do not appear in her conversation.

2. DOPICH, D EIYVHTRICEDZRIRDZLICT, OBNLEEOHE %,
BEFICHBZ 2 RS, DALMY 2F0, #iie s Z LIV EESLE . BD
DELOLEIYVEINDBEICLHOT, ENDIXEXFRELDNL, ZZPRFEL
SBODTIFIES25E8F, HAICEY 2228, e o RIbo G, EiZH ik
LR EEb 20 FOHTHOD, HEEI R RFOMEEFIZTE~, HLL
[RAFRATLEES D%, PRIIICHET, WHIZWVWHE AL EOHIEFELFIFA
] 72E BOBENRDE ANOELEWVASE L W THEINENY OBRIT RN b, 4
XE0 &b, EoRLBREEROHNY, 56Tl LITAtHD, Nbb~7

15 (T: 588) (Chapter 34)

PHBERIRBEDLRE, WALEIEDHV LY, HZD, HHIVELIZLITELICHDLIELEE,
LRBELEOE L, DOMEDZZLELLLD, TNHLNITRLTHTRL T, #b#HELD

EMCTWS L= F13E  (NKBZ 4: 460 (SNKBT 3: 232)

Will you be very upset? Nothing will change for you in any way, no matter what happens. Please do not dislike

me. She is the one for whom I feel sorry. I mean to look after her properly, though. Just as long as everyone

involved gets on together----. (T: 588) (Chapter 34)
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BAZ EETIFTEOD DT TEEALE, WEBWOLNZOAHR L TRLIEEND,
(NKBZ 4: 47-48) (SNKBT 3: 233)

This came on him out of the blue, and he could hardly avoid it, she told herself; I refuse to say
an unkind word in protest. It is not as though they hatched any sort of romantic plot together,
or as though despite reluctance he was still amenable to persuasion. There was nothing he
could do about it, and I will not have people gather that I am sulking. His Highness of
ceremonial’s wife is forever calling down disaster on me----she is even madly jealous and
bitter over that miserable business of the Commander. How she will gloat when she hears
about this!

Hers was no doubt a heart without guile, but of course it still harbored a dark recess or
two. In secret she never ceased grieving that her very innocence----the way she had proudly
assumed for so long that his vagaries need not concern her----would now cause amusement,
but in her behavior she remained the picture of unquestioning trust. (T: 589) (Chapter 34)

The two auxiliary verbs ji U shadowed in example 2 express Murasaki’s volition:
The former shows her decision not to ‘say an unkind word in protest,” and the latter
shows her decision not to ‘have people gather that [she] is sulking.” It should be noted
that the auxiliary verb, which expresses volition, especially negative volition, first
appears in her interior monologue through parts 1 and 2. When Murasaki was
informed of his relations with Akashi in exile in part 1, she wrote of her feeling of
betrayal and her lamentation. Furthermore in part 1, she did not say anything but shed
tears when she conjectured his relations with Asagao. In comparison with Murasaki’s
attitudes in each love triangle involving Akashi and Asagao in part 1, Murasaki
neither complains nor sheds tears in the triangle involving Onna san no miya in part 2.
Her decisions and attitude show her enormous shock. Thus Muraski’s circumstances

in her relationship with Genji in part 2 are more dire than those in part 1.

6.1.2 Genji’s and Murasaki’s Thoughts about Genji’s Marriage to Onna
san no miya

In the second month of Genji’s 40™ year, Onna san no miya comes to live on the
Rokujo estate as his legitimate wife. Furnishings are brought from the Suzaku Palace
according to custom, as when a woman enters Palace service, and meanwhile Genji as
a commoner comes out to receive her. Through the three days following, elegant
ceremonies are held by both Suzaku and Genji. This subsection investigates both

Genji’s and Murasaki’s thoughts about his marriage to Onna san no miya.
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Genji’s Thoughts

The narrator emphasises Onna san no miya’s immaturity in the narratised discourse,
‘[she is] indeed still very small and poorly grown, and [she is] also extremely girlish
and immature,”'” by comparison with the young Murasaki whom he first found and

brought to his Nijo estate. In this regard, Ikeda Setsuko i i~ suggests that the

word katanari, which is used in the narratised discourse and corresponds to ‘poorly
grown,’ is not used for describing Murasaki, but is used to describe Onna san no miya,
Kumoi no kari and Ukifune’s sister by a different father, and refers to lack of quick-
wittedness even though a girl has reached marriageable age.'® Interior monologue
assigned to Genji underlined in example 3 shows his two different opinions on her
immaturity.

3. £ MFICBLNHEL R EEHLELLHY ERTEONL, WD
FOLODIFZA RIS E N LR TESOD =F5, (NKBZ4: 56-57) (SNKBT 3:
240)

Well, no doubt it is for the best, he thought; at least she will not insist unpleasantly on her
prerogatives. Still, he found her too dismally dull. (T: 592) (Chapter 34)

Even though he thinks that her immaturity will satisfy him by not infringing on the
status of Murasaki at the Rokujo estate, it leads him to disappointment, for he has
expected that she would be an attractive girl like Murasaki because she is another
niece of Fujitsubo.

Genji’s following interior monologue also shows that he ascribes her immaturity
to the education given her by her father, Suzaku, and he is disappointed with her

character.

4. [foid, Bx LS IR GOEF 22, LbEAa]{BELET LIt
ANBOeD, 2 LEMICREDE, P2PRLEFIACEIVEE~DE,
RETHBOBMNTAEIFLIETEEFMA, D1, WEHELEEDTE~DE
wlLEELE] CLHESHREABLINE, MOHLTRIETEDVZES, (NKBZ
4: 66-67) (SNKBT 3: 247)

People have often felt that His Eminence unfortunately lacks manly gravity and learning,

MEE X, FICEEVWENESLS ARV IZHEIETAHICEL, WEWITRERA LT, OELBICEN:
£~V , (NKBZ 4: 56) (SNKBT 3: 240) (T: 592) (Chapter 34)
'8 Jkeda Setsuko 1991, p.257.
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Genyji reflected, although he excels in lighter matters of taste and sensibility. What can he
have meant by bringing her up to this degree of ingenuousness? Nonetheless, I gather that she
is his favorite daughter. It was all very disappointing, but he looked on her kindly enough. (T:
596) (Chapter 34)

Genji criticises Suzaku for ‘bringing her up to this degree of ingenuousness.” The
ingenuousness (oiraka ¥V 5 7>, shadowed in the example) is not a virtue but a

defect. Motoori interprets it as ‘lack of brightness and intelligence.”'” Her immature
lack of quick-wittedness or brightness runs counter to his expectation, but he cannot

abandon her because she gently obeys him. He treats her like ‘a well-bred and lovely

. 20
consolation.’

Meanwhile, Genji is grateful to Murasaki for preparing the ceremony of his
marriage to Onna san no miya in company with him. He feels a growing affection for
Murasaki when his new situation reminds him of his initial impression of her when he
married her over 20 years ago. The following scene shows Genji’s feelings about

Murasaki.

5. HKROERLVRELEESIC, T2 URNEL2HEROMEZOZRELT, 26672
KBOMLELDOND, H9BbL T TIHLREAERE, WERDILITIZE
L, EVZEANLEIPNE, #NDHLME ] | EELIBRB5, (NKBZ4:63)
(SNKBT 3: 244)
He pulled her covers aside, and she drew her damp sleeves to hide them. Her simple warmth
stopped well short of an open welcome, which daunted and delighted him all at once. Talk

about the greatest lady in the land, he thought, remembering the one he had just left----she
could never do that! (T: 594) (Chapter 34)

Example 5 appears in the scene after he returns from Onna san no miya’s pavilion to
Murasaki’s in the early morning because he dreamt about Murasaki on the third night
of his marriage. The first half of the passage is categorised as narratised discourse.
The description, which appears in the discourse, is very similar to that in which he
saw Murasaki after first making love to her in chapter 9 “Aoi.” The narrator compares
the present Murasaki and young Murasaki, and describes her as marvellous.
Meanwhile, Genji’s interior monologue underlined in example 5 shows he thinks that

Murasaki is unique by comparison with Onna san no miya.

BmEnLanzosnT, =51T0E  (Motoori 1969, p.450.)
DENLMIIDL LELTHZEVCE  (NKBZ 4: 79) (SNKBT 3: 256) (Chapter 34)

222



Chapter 6

Genji’s thoughts and feelings about both Onna san no miya and Murasaki are
presented in his interior monologue passages underlined (1)—(3) in example 6.

6. [ (1) BoLRbFELNE, SThBEVEELE, A1F, Hohe, Zs
FSFICHRORESDT, LHDb02b, B Z LIFHXLORDIT Y,
LVEVIZZZEZHIFHV TN, FZODRMTVWEHOLFIFILEEFEERV L] &
Bz, T (2) SLWVHBNTRETEDOVLEE~DFETALV S, DO ED
B SELREHVES. RANLBAEFLETHO ] . LA, [ (3) —&
DIFE, HOBHABL < BEONRL, WELLEELSLOEXDLE, 2 Eh<
BIEPHA] . LWPLEFE TR, (NKBZ4: 67-68) (SNKBT 3: 247-248)

(1) As a young man I would have felt betrayed, he reflected, but wider experience has made
me more tolerant; women can be this or that, I know, but they are only what they are and no
more. There are simply all kinds. I suppose any outsider would assume she is ideal. (2) Yes,
the mistress of my east wing continues to astonish me after all our years together----/ certainly
brought her up properly, if I say so myself. (3) After a night or just a morning away he
worried about her and missed her, and the longer he lived, the more he loved her, though it
was almost with dread that he wondered why. (T: 596) (Chapter 34)

The passage (1) shows that even though he is dissatisfied with Onna san no miya he
soothes himself by adopting the viewpoint of a disinterested observer. Conversely,
his growing affection for Murasaki after his marriage to Onna san no miya is
presented in passages (2) and (3). Hence, the narrator has a foreboding that something

wrong will happen.

Murasaki’s Thoughts
This section analyses Murasaki’s interior monologue, conversation and narratised
discourse to investigate her thoughts and feelings about her relations with Genji after
his marriage to Onna san no miya.

The following passage underlined in example 7 can be categorised as interior
monologue although the direct quotation marker fo does not follow it, because it
shows Murasaki’s thoughts and feelings from her own viewpoint.”' In this regard,

Motoori Norinaga comments that this passage could be followed by the word zo for it

ZLIf it cannot be allowed to insert the direct quotation marker fo, the passage from the beginning to the first full

stop can be categorised as free direct discourse and after the full stop the sentence as narratised discourse.
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directly shows Murasaki’s state of mind and the later part of the passage after the

word to could then be regarded as narratised discourse.”

7. BEZAH, SRRXRHODLEEOLEELS, AF, LB THINEEODOD, &5
iz ZziFE, 5bEFPLRIZ, HVHY T, <HEDOHEHLRODRD
DFEOMTHERDBE L, BOELRXMHOHY SFIZHLH6IY FHE, X0 %D
ILADIELER L2V %, (NKBZ 4: 59) (SNKBT 3: 241)

There had been times over the years when she feared just this, but he seemed to have put all
that behind him, and she had come at last to believe that that was the way things would
always be; and then this had happened, to set the tongues of all the world wagging. I was

wrong after all to be sure of him, she thought, and I shall never be able to trust him again. (T:
593) (Chapter 34)

Murasaki’s interior monologue underlined in example 7 appears after she sends Genji
to stay with Onna san no miya on the third night of the marriage ceremony. She
realises how her relationship with Genji is untrusting, reminiscing about her
relationship with him in the triangle involving Asagao. At that time she was hurt by
the higher status of Asagao. Onna san no miya is a higher-ranking lady than Asagao.
Murasaki feels uneasy about her future.

Murasaki tries not to reveal her hurt feelings to her gentlewomen and the other
women who live on the Rokujo estate. While conversing with her gentlewomen about
his marriage, on the third night of the marriage, she says, “My lord does have a good
many women, but really, none of them has the fashionable brilliance he wants, and he
felt that he had seen rather too much of all of us. It is just as well Her Highness has
come.”” She does not reply to the letters sent by his mistresses who sympathise with
her situation, because their sympathy hurts her dignity. Furthermore, she neither
tosses nor turns when she sleeps alone on the third night of his marriage, so as not to
show her trouble to her gentlewomen.

The narrator describes how her behaviour towards Genji is different from
before. When Suzaku moves to his temple, one of his wives, Oborozukiyo, who was a

lover of Genji in his youth, is left behind and lives on in her late sister’s residence in

2HHLOTIC, A& Sch, g, ELIABAEVWAED, Z2E T, £ EOLE, HIC
WD, DI LADEI EVSE IR, LD WSERNL, T2z, LEHLTIE, X
& & D7, Motoori 1969, p.450.

3 (T: 593) (Chapter 34)
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the capital. Genji visits Oborozukiyo on the pretext of calling on someone who is ill.
Murasaki penetrates his lie, but she feigns ignorance when he leaves and returns
home. She is not jealous of Oborozukiyo, nor does she complain. The narrator
describes her behaviour in narratised discourse: ‘She guessed something of what was
going on; but things were no longer as they had been since Her Highness appeared,
and a certain distance had come between them. She let the matter pass.”** The
narrator reports the gap between them. Whenever their desired relationship is eroded
by Murasaki’s interior monologue, the narrator in part 1 fixes it in the narratised
discourse. However, the narrator now describes in narratised discourse the ‘certain
distance’ that has come between them.

Murasaki tells Genji that she wants to introduce herself to Onna san no miya
to form a good relationship, when she calls on her adopted daughter, the wife of the
Heir Apparent who withdraws from the palace and lives in the same pavilion as Onna
san no miya. Genji is pleased with her offer. He seems to think that she is dealing
with her relationship to Onna san no miya from his viewpoint, as she did with Akashi.
At the same time, however, she thinks as described in her interior monologue
passages (1)-(3) in example 8.

8. ATiX, MKHTELARELEESbONL, [ (1) BED EOARIEH DX,
(2) BOBERDZLORFNREESEE, ARABELTEODLDZEINI ZZEHE

O] . BREBOSDTENT, 2bRBOILES, FEHRETDHIZH, BOSNL,
HEb, bOBIILEHOALENLLE, T (3) EHLELBRHITEFESZEHY
V) EBRONLERLAB S5, (NKBZ4: 81) (SNKBT 3: 258)
Here I am soon to call on Her Highness, Murasaki reflected pensively in her east wing, but is
she really above me? Yes, he kindly took me under his care at a time when my future was
uncertain, but even so...The old poems she found herself writing out for practice would evoke

whatever weighed on her mind, and she would then read her own preoccupation in them. (T:
601) (Chapter 34)

Motoori Norinaga comments on passage (1) that Murasaki thinks that after so long a
time she does not need to obey someone above her because she is a daughter of a

Prince and the primary wife of Genji, and no one can compete with her.”> With

24 (T: 598) (Chapter 34)
PROLBEOHELIZT, AFTHEDOIDF L LT, X80 E LR TRLOIUE, 4836 A %
FIZ7TTC, LERSREHFIEH LR LDE, EW0SERDSL  (Motoori 1969, p.451)
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respect to passage (2), the editor of Mingonisso interprets it as her regret at marrying
Genji without a ceremony.”® According to these comments, Murasaki thinks about
her awkward position as Genji’s wife, contrasted with his legitimate wife, Onna san
no miya. Her interior monologue in passage (3) shows that she also recognises herself
to be in trouble by realising that old poems written by her imply her unhappiness.

Murasaki goes to see Onna san no miya without noticing her state of mind.
She addresses Onna san no miya in a motherly and humble fashion, thus making a
favourable impression on Onna san no miya, her nurse and her gentlewomen. The
narrator reports the relationship between Onna san no miya and Murasaki as ‘such
pleasant relations between the two ladies then put an end to all these rumors and
restored a happy harmony.”?’

Thus, Genji thinks that his affection for Murasaki has not changed or rather
has increased since his marriage. Hence, he believes that Murasaki can manage her
new situation in a way similar to her relationship with him in the triangles involving
Akashi. Meanwhile, Murasaki expresses neither jealousy nor complaint and behaves
gracefully when she is informed of his acceptance of the marriage, when Onna san no
miya moves to the Rokujo estate, when she sees him off to Onna san no miya and
when she herself goes to see Onna san no miya. However, she is deeply hurt and
distressed by his marriage. Furthermore, the narrator observes that a certain distance
has come between Genji and Murasaki. These understandings are based on analyses
of discourse, especially, the difference between conversation, interior monologue and

narratised discourse in content.

6.1.3 Murasaki’s Self-Recognition

Six years later, the Reizei Emperor abdicates the throne, and the Heir Apparent, Onna

san no miya’s half brother, succeeds to it. The narrator reports that Onna san no miya

B H AROBEORKREEZ BB L LM (Nakanoin 1982, p.409.)
7 (T: 602) (Chapter 34)
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has never surpassed Murasaki’s power at the Rokujo estate, although the new
Emperor esteems Onna san no miya, and people in society value her status. However,
Murasaki’s self-recognition is differentiated from other people’s assessment of her
situation. This subsection will analyse the interior monologue passages assigned to
Murasaki in order to examine how she understands her situation and why she wants

to renounce the world.

Musaki’s Desire to Renounce the World

Murasaki tells Genji of her desire to renounce the world, as she is old enough to have
full knowledge of the man-woman relationship.”® The following interior monologue
passages underlined (1)-(4) in example 9 show her thoughts and feelings about her

circumstances.

9. ok, (1) PUEAIRENSTHAICESI N ESEBIFZIZ,. DRHIFE—
EZAHDEBTARLICAIZIEISHBRE, HEVESL Y T, ZOWLEFE~LHOD
B LAo~Rte, SODMZRIITROSZITLEHTIILAR, B BEL
e, (2) EPLERHIITRRELLEOOFENT, [ EINENLIBAMI X
ZEITT, REOH S~ HOLFEZ EICH I A E~E, BANCHE N TE
OHLHNLIFLT, EVLEESIL, ROIRXIFLEIRIZRVPL, (3)
SHRNEZ L, ZEDY EIFRORRL, (4) ShEE, LOBRLTNLTRS
e RFONRKFE LS FICTHS Lo E S, (NKBZ 4: 169) (SNKBT 3: 328)
Seeing her prestige rise in time so high above that of everyone else at Rokujo, the mistress of
Genyji’s east wing continually reflected that although the personal favor she enjoyed was equal
to anyone’s, age by and by would dull her in his eyes, and that she preferred to leave the
world on her own before that should happen; but she found it impossible to say so clearly,
because she feared that he might condemn her for being too forward. Even His Majesty was
especially fond of Her highness, and Genji, who did not want to be called remiss, came after
all to divide his nights equally between them. The lady in his east wing understood and

accepted this, but it confirmed her fears, although she never allowed them to show. (T: 636)
(Chapter 35 “Wakana ge”)

Murasaki’s underlined interior monologue (1) shows that her desire to renounce the

world is based on her recognition of her uncertain situation. With regard to the

BAE, MOBIELIOEEVORLT, OERNTOED, LADES, ToMEAE»D & ik
TOLLHTLEICHRVIZITY, SVRREIFIZELYS L TE (NKBZ4: 159) (SNKBT 3: 320)
“I would now much rather give up my present commonplace existence and devote myself instead to quiet
practice,” that lady quite seriously said to Genji again and again. “At my age I feel as though I have learned all I

wish to know of life. Please give me leave to do so.” (T: 632) (Chapter 35 “Wakana ge”)
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reputations of the ladies who live on the Rokujo estate in passage (1), the editor of
Mingonisso comments that Onna san no miya rises to the second rank under the new
Emperor, and Akashi’s power seems to be guaranteed because she is the birth mother
of the Emperor’s wife (Akashi nydgo).” Passage (1) indicates Muraski’s awareness
that Genji’s legitimate wife and his mistress, namely, Onna san no miya and Akashi,
flourish under the new reign of the Emperor, in comparison with Murasaki who
depends entirely on Genji’s affection. When the rumour of Genji’s relations with
Asagao spread in part 1, Murasaki suffered from her fragile status as his wife because
of a lack of political and financial status. It would seem that she is now aware of a
more severe situation. She thinks that the older she grows, the more his affection for
her will wane, and she decides to become a nun before her fear becomes a reality.
From this perspective, Murasaki’s conversation with Genji above, in which she
attributes her desire to renounce the world to her age, is understandable. However, as
shown in her interior monologue (2), she cannot insist too much, for fear that Genji
will condemn her for doing so.

In the narratised discourse shadowed in example 9, the narrator reports that,
being afraid of the Emperor, Genji shares his nights equally between Murasaki and
Onna san no miya. Murasaki rationally understands this as shown in her interior
monologue (3), but her feeling, sarebayo underlined (4), is presented in her interior
monologue. The word sarebayo means feeling that fear of something wrong
happening is turned into reality; in other words, Murasaki’s fear in anticipating that
the status/power of Onna san no miya at the Rokujo estate will surpass hers, has come
true. Murasaki’s status/power at the Rokujo estate is only supported by Genji’s
affection for her. Now Genji equally visits Murasaki and Onnna san no miya. This
leads Murasaki into misery, because she thinks she has no superiority over Onna san
no miya. Therefore, contrary to people’s assessment, Murasaki recognises her

situation as dire. This recognition is an essential element of her desire.

% Nakanoin 1982, p.491.
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Murasaki’s Self-Recognition in Reminiscence of Her Life

In the following year, Genji is planning a celebration in honour of Suzaku’s 50"
birthday. Genji educates Onna san no miya to play the kofo (Chinese zither) to
perform at the celebration. As a rehearsal for her performance, he holds a concert
performed by Akashi, Murasaki, Akashi nydgo and Onna san no miya.

On the day following the concert, Genji refers to the age of Murasaki, namely
37, which was thought to be dangerous for a woman, and tells her to be careful. He
reminisces about his life and says to her that he grew up amid grandeur and by now
he enjoys honour, but on the other hand he has had many sorrows and suffered many
disappointments. He continues that these sorrows and sufferings have brought him a
longer life than he expected. Reminiscing about Murasaki’s life, he guesses that she
has not experienced hardship, excluding the period of his exile. He compares her life
with that of the ladies who enter Palace service and must compete for favour, and he
asks her whether she realises her destiny is superior to theirs. And then he says to her:
“I am sure that it was difficult for you to have her Highness turn up here suddenly,
but since it directly affects you, you cannot have failed to notice how much more
devoted I am to you since she came. You who understand so many things must have
grasped that.”*° The purpose of his conversation is to convince her of her happiness
in living with him in comparison with other people.

However, Murasaki seems not to accept his opinion about her destiny. She
replies that even though she, as a woman without political or financial status, is held
in higher esteem than she expects, she has suffered distress. She tells him her
realisation that the agony, which is more than she can bear, supports her life, using
the expression mizukarano inori, which means literally ‘my prayers.’ In this regard,
the editor of Mingonisso comments that on the basis of Genji’s remark that the

sorrow and suffering bring him a longer life; Murasaki expresses her thought that the

30 (T: 645) (Chpater 35)

229



Chapter 6

agony is a prayer for her. Yoshizawa Yoshinori also interprets this expression to
mean that the agony, which becomes her prayers, makes her live longer.>* Maruyama
Kiyoko FLILI% = ¥ points out that ‘my prayers’ employed in Murasaki’s interior
monologue shows that she accepts her experience of agony as the chance of a
blessing, hence her thought is not far off the Buddhist religion.”” Murasaki argues
against what Genji says, or rather she only expresses her sincere understanding of her
life. Thus, Genji’s assessment of her life differs from her own.

Murasaki again asks him to allow her to become a nun, but he refuses, telling
her he wants her to see his devotion through to the end because he cannot go on
without her. Seeing her in tears he tries to soothe her through his reminiscence about
women who have had relations with him. However, on that very evening he visits
Onna san no miya. This is the life of Genji at the Rokujo estate. Although he tells
Murasaki of his great affection for her, he has to call on Onna san no miya as a matter
of course.

When he stays with Onna san no miya at night, Murasaki thinks about her life
while listening to tales read by her gentlewomen. Interior monologue underlined in
example 10 shows her thoughts and feelings.

10. 22, DL ONNZEOEDLELIEELELICH, HERDLE, talfH,. —LbdbD
ANZPPOEOTD LK, PRI RDELESOEDEDHICZH, DNZLEDFHY TZ
Thon, B LI FEEI LB L2 SEh, TIo, TR0,

ALY Z LG5t bH O ITDHRR0. ADOZBOBIL NN LIZTLHO-
O D H I TRORH R E T DA, BEERL bH L0 oL BOH>50 T,
R CTRIEFE D Y2 D)7 L0 I 2 42~ 72 £ 5, (NKBZ 4: 203) (SNKBT 3: 353-
354)

These old stories are all about what happens in life, she thought, and they are full of women
involved with fickle, wanton, or treacherous men, and so on, but each one seems to find her
own in the end. How strange it is, the insecure life I have led! Yes, it is true, as he said, that I
have enjoyed better fortune than most, but am I to end my days burdened with these miseries
that other women, too, find hateful and unendurable? O, it is too hard! She went to bed very
late, and as dawn came on, she began to suffer chest pains. (T: 647) (Chapter 35)

NI OMBSEOBIEXICO~TEETHLRDONEDINEDHSICOETTHRI T2 (1)
R L SITERDOTZ OO E DFF5St (Nakanoin 1982, p.512.)

32 Yoshizawa 1952, p.50.

33 Maruyama 1983, p.405.
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Comparing Genji with a hero who settles down with one woman at the end of a tale,
she thinks that she is living in uncertainty and will end her life being worried about
his relations with other women. It can be seen that the adjective ajikinashi at the end
of her interior monologue shadowed in the example shows that she finally feels that
nothing can be done about this; in other words that she is resigned to her destiny.
Then she falls ill. It would seem that she could not bear to accept his relations with

Onna san no miya.

6.1.4 Summary

The characteristics of the relationship between Genji and Murasaki in the triangle
involving Onna san no miya are summarised here from the viewpoint of both form
and content in comparison with the triangles described in part 1.

There are four findings concerning the forms of representation in this section,
in comparison with the forms in the previous stories in part 1. First, the narrator’s
attitude in the narratised discourse in this section is differentiated from that in part 1.
The narrator in part 1 restored the relationship between Genji and Murasaki to its
desirable state whenever interior monologue assigned to Murasaki eroded it in part 1.
However, it can be seen that the narrator in part 2 does not intend to do so, although
the narrator twice depicts their relations as excellent.’* Second, interior monologue
assigned to Murasaki is in marked contrast to the conversation attributed to her. This
conveys vividly her sorrow and agony over her relationship with Genji. These are the
two impressive moments showing the gap between her conversation and her interior
monologue.®® Third, conversation assigned to many people including Suzaku carries

the plot of the story that Suzaku selects a husband for Onna san no miya. Finally, the

3 The first occasion is when the narrator describes the relationship between Onna san no miya, Genji and
Murasaki, as being flawless despite a rumour that a disturbance is raised at the Rokujo estate after Murasaki’s
meeting with Onna san no miya. The second is that when the narrator reports Murasaki’s superiority to Onna san
no miya after Onna san no miya’s half brother ascended the throne.

3% One is the moment when Genji informs Murasaki of his acceptance of the marriage to Onna san no miya, and

another is that when Murasaki offers to introduce herself to Onna san no miya.
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story of Genji’s marriage to Onna san no miya repeats the two plots employed in part
136

With respect to content, the characteristics of the relationship between Genji
and Murasaki in the triangle involving Onna san no miya are summarised here.
Genji’s acceptance of his marriage to Onna san no miya is based on his ‘wanton
weakness’. Behind his decision he flatters himself that he can manage his relations
with both Murasaki and Onna san no miya, unless his affection for Murasaki is
changed, and so long as Murasaki understands his thoughts and feelings in a way
similar to his relations with Akashi in part 1. However, his wanton interest in another
niece of Fujitsubo is frustrated by Onna san no miya who is indeed poorly grown.
Moreover, this marriage has produced a crack in his frank and precious relationship
with Murasaki. Meanwhile, Murasaki is too hurt to be jealous and to shed tears over
his marriage in comparison with her experiences in her relations with him in the two
triangles involving Akashi and Asagao in part 1, but she tranquilly accepts the new
circumstances. She decides not to say an unkind word in protest and not to have
people gather that she is sulking, and she tries to carry out her decisions. Six or seven
years later she wants to renounce the world because of her fear that the older she
grows the more his love for her will wane, and because of her situation, which lacks
political and financial status in comparison with that of Onna san no miya and Akashi.
She regards her life as a life of worry about his relations with other women, and she
feels that nothing can be done about this. Thus on the surface the relationship
between Genji and Murasaki in the triangle involving Onna san no miya is fine, but
Murasaki’s thoughts and feelings as presented in her interior monologue passages
show the reverse, without any narratised discourse to fix their relationship. Through

this strategy the abyss between Genji and Murasaki becomes visible.

3% One is the plot in which Genji marries a young woman who is a relative of his beloved Fujitsubo and the other

that in which Genji has relations with another woman despite his deep affection for Murasaki.
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6.2 An Analysis of the Relationship between Man and Woman in the
Triangle Involving Kashiwagi, Onna san no miya and Genji

The story of the male-female relationship in the triangle involving Kashiwagi, Onna
san no miya and Genji begins with an account of Kashiwagi’s longing for Genji’s
legitimate wife, Onna san no miya. The intruder in the triangle is not Genji but
Kashiwagi. Nomura Seiichi regards Kashiwagi as a hero who rebels against power,
fails and despairs of his future, like Narihira who is the hero of the Heian-period
Tales of Ise.”” Kashiwagi is an essential character in part 2 but he is not the only hero;
or, rather, he appears primarily in his relationship with Onna san no miya in the
triangle involving Genji.

In chapter 4 the number of interior monologue passages given each character
served to identify the central characters in part 2. The frequency of interior
monologue assigned to Kashiwagi, Onna san no miya and Genji in the story of their
triangle is 48, 22 and approximately 79, respectively. It should be noted that the
frequency of interior monologue assigned to Onna san no miya has increased from
only one in the previous story. Hence, the three central characters’ thoughts and
feelings in the triangle can be explored from their own viewpoints.

The plot constructed by Genji’s forbidden love for Fujitsubo in part 1 repeats
itself in the story of the relationship between Kashiwagi and Onna san no miya, even
though Genji, unlike the Kiritsubo Emperor, discovers their love affair. Hinata
Kazumasa H [A]—¥f points out that Kashiwagi is a successor to the other young
Genji who could be destroyed by his illegitimate love for Fujitsubo, and that the story
of Kashiwagi stands against the story in which Genji commits adultery and creates
prosperity in part 1. Hence, a comparison of the characterisation of Kashiwagi in
part 2 and that of young Genji in part 1 may help to interpret the story.

The aims of this section are first to examine how and what the central

characters think and feel about the man-woman relationship in the triangle; secondly,

37 Nomura 1969, pp.124-125.
3% Hinata 1991, pp.115-123.
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to discuss characteristics of the relationship between Kashiwagi and Onna san no
miya in comparison with the relationship between Genji and Fujitsubo in part 1, and
that between Onna san no miya and Genji; and, finally, to uncover clues to the theme
of part 2 underlying their relationships. Needless to say, the examination is based on
the analysis of discourse from the viewpoints of both form and content. To this end
this section is organised as follows. Subsection 6.2.1 examines the characteristics of
Kashiwagi’s secret meeting with Onna san no miya in comparison with Genji’s
meeting with Fujitsubo in part 1. Subsection 6.2.2 explores the three central
characters’ thoughts and feelings after the revelation of the relationship between
Kashiwagi and Onna san no miya. Subsection 6.2.3 examines the characteristics of

the two relationships. Subsection 6.2.4 summarises this section.

6.2.1 Kashiwagi’s Secret Meeting with Onna san no miya

This subsection first examines the characteristics of Kashiwagi’s longing for Onna
san no miya in comparison with Genji’s longing for Fujitsubo in part 1. Second, it
investigates how Kashiwagi’s endeavour to meet with Onna san no miya is narrated.
Third, it examines how Kashiwagi’s secret meeting with Onna san no miya is
presented. Finally it explores both Kashiwagi’s and Onna san no miya’s thoughts and

feelings about their relationship.

The Origins of Kashiwagi’s Longing for Onna san no miya

Kashiwagi is the first-born son of To no chEjo and his legitimate wife, the daughter
of the Right Minister. As his nurse is a sister of Onna san no miya’s nurse, he has
heard of Onna san no miya’s beauty since his childhood. He has longed for her and
decides to marry no one but a Princess. His longing for her goes back to his
childhood in a way similar to Genji’s longing for Fujitsubo.*® Hinata Kazumasa and

Tasaka Kenji indicate that Kashiwagi’s longing carries out his father’s wish that to

%% Hinata Kazumasa argues convincingly that this is the reason why Kashiwagi cannot give up his love. (Hinata

1991. pp.114-115.)
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strengthen his family’s prosperity through his son’s relationship with a half sister of
the Heir Apparent, because Kashiwagi’s grandfather married a Princess (Omiya) and
created prosperity in their family. It can be seen that Kashiwagi’s failure to achieve a
marriage with Onna san no miya means not only failure in his longing for her since
childhood, but also failure in his social and political life.

After Onna san no miya’s marriage to Genji, Kashiwagi catches sight of an
unidentified woman when her cat becomes tangled in one of the blinds and exposes
her to view during a kickball game at Rokujo. Wearing spring colour garments, she is
slender and small with rich and long hair. The narrator describes her ‘charming and
utterly guileless youth.”** He believes firmly that she is Onna san no miya, and he
calls the cat because it has her perfume on it. Thinking that his devotion has been
rewarded by catching sight of her this way, he falls in love. It never occurs to him that
her exposing herself this way is a flaw in her behaviour.

Kashiwagi’s interior monologue underlined in example 11 shows his thoughts

and feelings about both Genji and Onna san no miya.

1L BN ESHEED, ITFORNCELLRDERETEDDICE, T D AT
WRT, WENRY DOZ LIZDLE2ZBT AT D LEEEIFA, T EIZDOF TH,
HIEFNERPD LI ESENY TR LEZPRE | LHEOHIHTIT, el
ZEB<MHTITENRERELGOIFELEOIMS AT, MOALSTZNY TE
INTToE O, (NKBZ 4: 136-137) (SNKBT 3: 299)
His playfulness had such charm that the Intendant wondered what could ever move any
woman, once she knew him, to shift her allegiance elsewhere. What could Ae possibly do to

win her respect and affection? He felt with despair in his heart at the thought of being so far
below her. (T: 621) (Chapter 34 “Wakana j5”)

Kashiwagi fully understands that his devotion to her is unlikely to be translated into
reality, because her husband is the great Genji. However, he desires that she think of
him, to be aware, as shadowed in his interior monologue. The word aware, which has
already been used in both Genji’s interior monologue and Fujitsubo’s poem in part 1,
indicates his/her earnest love for her/him as discussed in subsection 5.1.1. It would

seem that the usage of the word aware in Kashiwagi’s interior monologue is slightly

“0(T: 620) (Chapter 34)
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different from those in part 1, for it means not what he feels for her but what he wants
to receive from her.

Additionally, he is personally acquainted with the gentlewoman Kojijii, who
serves Onna san no miya and mediates between them. This situation parallels the one
in which O no myobu, who served Fujitsubo, mediated between Genji and Fujitsubo
in part 1. As Genji took Murasaki, who resembles Fujitsubo, to his Nijo estate in part
1, Kashiwagi also has a surrogate of Onna san no miya, namely the cat, which allows
him to look at her.

Under the reign of the new Emperor, Kashiwagi has been married to the
second Princess (Ochiba), Onna san no miya’s half sister. He is disappointed in
Ochiba because she is lower in rank and less loved by her father, Suzaku, than Onna

san no miya. Consequently, he cannot stop longing for Onna san no miya herself.

The Characteristics of Kashiwagi’s Secret Meeting with Onna san no miya

How Kashiwagi manages to meet with Onna san no miya is narrated through a large
amount of Kashiwagi’s conversation with Kojiju. In comparison with the scene in
which Genji seizes a chance to meet with Fujitsubo in part 1, the scene in which
Kashiwagi seizes a similar opportunity is certainly narrated in more detail. The
conversations in the scene seem to carry the plot in a way similar to the plot of
Suzaku’s selection of his son-in law.

When Kashiwagi hears that Murasaki has been moved from the Roku;jo estate
to her Nijo estate because of her illness, he thinks that many people including Genji
must leave the Rokujo estate to take care of her. He has Kojiju come and see him, and
converses with her about Onna san no miya’s situation at Rokujo. He asks Kojijii to
admit him to her presence and to let him tell her personally a little of what he thinks,
swearing not to do anything outrageous. He thinks about his meeting with her, as
follows:

12. 2 &2, bbb ETF Lo FE R, i, e hEB0Es5 2 &
HbFEILZREZLEFETIIHROLELT., 2, WEIFonio, #KO-FIENY &
RETEDY LEOY DT L HICEOHTONEESMBY SEE2 T2 L
I TRETESY, BRI 2B 2ab8TUE, —(TOMRY 2 P L0,
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s HEFNEOELHDS, EEROIT 5, (NKBZ4:213-214) (SNKBT 3: 361-
362)

In truth, he himself knew all too well how outrageously he was behaving, and it never
occurred to him that being near Her Highness might only drive him further out of his senses;
he just hoped that he might catch a somewhat closer look at the figure he had never forgotten
since that spring evening when he first glimpsed the skirts of her robe, and that once he had
opened his heart to her, she might vouchsafe him a line in reply and pity him. (T: 650)
(Chapter 35 “Wakana ge”)

In the narratised discourse in example 12 the narrator explains that as Kashiwagi
thinks of his meeting with her as preposterous, he does not dare contemplate having
relations with her. His underlined interior monologue also shows that he only desires
to look at her, to tell her of his longing for her and if possible to receive her reply.

Kojijii, who is young and somewhat heedless, cannot refuse his request. After
a while, she informs him that the chance has come. It is the eve of the lustration for
the Kamo festival, and only she is with Onna san no miya. She leads him inside Onna
san no miya’s curtained bed. She has brought him closer than he asked. His surprise
is presented in his free direct discourse, ‘samademo arubeki kotonariyaha,’ 4
equivalent to ‘I did not think things would come to such a pass,” as the editor of
Sairyii shé interprets the phrase. **

The story of their secret meeting begins with the scene in which he
approaches her bed and takes her from her bed with an air of profound respect. She
realises that he is not her husband, Genji. She calls for her gentlewomen but no one
comes. He identifies himself as a former suitor and tells her that he cannot control his
feelings. Then she recognises who he is. Since she says nothing, he tells her to just
say aware (equivalent to ‘I pity you’ or ‘I understand your feelings’), and he will
leave. Apart from the dignity of the Princess, she is so pretty and gentle that he loses
his self-control. Example 13 follows this.

13. SN LKBOL20500KET (1) WOHLBWISHEERETELEZTESY T,
PR LIRS S E 5T, Bz TOARIERe, EETROENRD, 72720
SINEEALLLREEZ, (2) TOFHISGLLEOVWEL I EITFIZI BARET
KictZ, TOBICELLETOBRETCKELEBLEZ, MLIZEYSLTe, &

*I NKBZ 4” 214) (SNKBT 3: 362) (Chapter 35)
2 The editor of Sairyii shé comments that the phrase is regarded as the narrator’s impression or as Kashiwagi’s.

(Sanjonishi 1980, p.291) From the contents it can be categorised as free direct discourse assigned to Kashiwagi.
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BT LIT, BEAET, (3) WL xSD7 b, &ES5, (NKBZ4:217)
(SNKBT 3: 364)
Every thought of wise self-restraint vanished, and he longed in confusion only to carry her off
into hiding somewhere, anywhere, so as to vanish forever from life in the world.

Upon dozing off a moment he dreamed that the cat he had made into such a pet came to
him, mewing sweetly, and that he brought it to Her Highness as a gift. He awoke wondering
why and perplexed about what his dream meant. (T: 651) (Chapter 35)

The editor of Sairyii sho comments regarding Kashiwagi’s underlined interior
monologue (1) that the phrase implies the contents of the poem attributed to Narihira
in Tales of Ise, which begins with shiratamaka.* Tt shows that Kashiwagi desperately
desires to steal her from the Rokujo estate, like Narihira. Apparently he has
intercourse with her afterwards, but the scene is omitted. And then he dreams about
the cat. His dream is presented in the part shadowed (2). The editors of Sairyii sho
and Mingonisso, and Tamagami Takuya as well, interpret his dream concerning an

4

animal as a symbol of pregnancy.’ Kashiwagi also interprets it as a sign of

pregnancy in his conversation.” However, his interior monologue underlined (3)
shows his doubt as to the meaning of his dream. It can be seen that he thinks about
not only the meaning of the cat itself but also the meaning of returning it. As already
noted, the cat can be interpreted as a surrogate of Onna san no miya. Returning it
therefore implies the loss of the surrogate. Hereafter Kashiwagi, unlike Genji, will
have to manage without a surrogate.

Meanwhile Onna san no miya cannot believe that all she has experienced has

actually happened. Her feelings and thoughts are shown in example 14.

14. (1) Jio, SFedv gy, L, (2) VLo ESHERV TV,
(3) B, AiF, WHATHERALETESLEy, LAEL LI TV ESIFIC
NMET-ES%E, (NKBZ 4:217-218) (SNKBT 3: 365)

BHBWEEDO L L ENRICEEADE O LEFE XD 5 0BA~L  (Sanjonishi 1980, p.291.) Narihira stole
and hid Takaiko, however her brothers took her back. The poem that begins with shiratamaka shows his regret
and sorrow.

# Sanjonishi 1980, p.291. Nakanoin 1982, p.527. Tamagami 1966, p.414.

P IHEINRIEELH A ST REE, K MEELEANEZZ, SV EL WE BLBITTEFE
HIED 7pte) & T (NKBZ 4: 219) (SNKBT 3: 366)

“I had a moving dream, and I would tell you about it if you did not hate me so. You may soon know what [ mean,

though.” (T: 652) (Chapter 35)
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She understood with bitter regret that it must really have happened, and she lamented her
awful fate. How could she ever appear again before His Grace? She wept like a girl in misery
and dread, (T: 651) (Chapter 35)

The part shadowed (2) is categorised as narratised discourse because it includes the
honorific prefix on f#l from the viewpoint of the narrator. It is inserted in two interior

monologue passages underlined (1) and (3) assigned to Onna san no miya and
expresses the narrator’s impression that fortune does not favour her. Her interior
monologue (1) expresses her regretful realisation that Kashiwagi’s invasion originates
from that evening when the cat lifted the blind and revealed her figure. Her feeling
that she will not be able to face Genji hereafter is presented in her interior monologue
(3). Thus, for Onna san no miya, the secret meeting with Kashiwagi brings both
unpleasant feelings for Kashiwagi and fear of Genji.

It should be noted that although Kashiwagi behaves respectfully toward her
and requests her to speak the word aware, she does not utter a sound. Composing a
farewell poem, he leaves. Finally she contrives to reply to his poem. Thus, his secret

meeting with her seems not to satisfy him.

Kashiwagi’s Thoughts and Feelings
Kashiwagi’s thoughts and feelings about his secret meeting with Onna san no miya
are examined by analysing discourse in examples 15 and 16, in contrast with Genji’s

feelings after having his secret meeting with Fujitsubo in part 1.

15 STHWALZRH LOoL 0 #ichbirZ L ZZ2F TP RV BN, L5
LLZEDLROLELM L T, £l LT T, XoMloidsbizbunid
T, ORLHICLNWEHLELEZ L LVASFIZEH, 2T BIEPHIX, EO
DEFITHZMNSNT, HOHEL S L VML T, FOMI X HHLTITNEND
BEADLZEWRIE, HFOWSHIIRLDELIBIEFOEL, Lrnb UL &R
WZIFELTEs, ZORICEZZIXO LN TESLDZ LT, WERAS LD
ML BlEW, (NKBZ 4:220-221) (SNKBT 3: 367)

I have done a terrible thing! he told himself in fear and shame. I can no longer face the world.
In this spirit he ceased going out at all. What his abominable conduct might mean for himself
seriously alarmed him, quite apart from the possible consequences for Her Highness, and he
simply could not mingle with other people as he might otherwise have wished to do. He
would have faced death willingly enough if he had violated an Emperor’s woman and the
thing had then come to light and cost him such agony as this, and even if his present crime

was not quite that grave, dread and shame overcame him at the thought that His Grace might
look at him askance. (T: 652) (Chapter 35)
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Example 15 appears after Kashiwagi returns from the Rokujo estate. Kashiwagi’s
interior monologue underlined in the example shows that he regards his secret
meeting with her as a sin and he thinks that he cannot live for shame. In the following
narratised discourse the narrator describes him as feeling fear (osoroshi) and shame
(hazukashi). In comparison with this, the narrator described Genji, who secretly met
with Fujitsubo, as feeling fear, and there was no interior monologue passage assigned
to Genji in part 1. Genji’s fear was not derived from breaking the law or taboo, but he
was afraid that his relationship with her would become known by society, especially
the Kiritsubo Emperor, and felt a sense of Buddhist sin in the depth of his soul as
discussed in chapter 5. Apart from the sense of Buddhist sin, Kashiwagi’s fear is
basically the same as Genji’s. The reason for the exclusion of a sense of Buddhist sin
is that Kashiwagi does not wish for Buddhistic salvation even on his deathbed, as
presented in his interior monologue.*

It is also necessary to pay attention to his feeling of shame. A sense of shame
(hazukashi) generally suggests a sense of inferiority in ability, circumstance, conduct
and so on. Kashiwagi certainly feels inferior to Genji, and he also feels a sense of

moral sin. His similar feeling appears in the following example.

16. ENDOF- 532 R0 T,
KR EDHEN LT EHSODEHOPLEL NI LA BT
ERESBLW LDy, OTEHNROLDEDE R LTDZ LICHE T,
AR R BRHOILIIUT, B LT BT, (NKBZ 4:223) (SNKBT 3: 368-369)
The sight of heart-to-heart in a page girl’s hand inspired this thought:
“Ah, how bitterly I now rue my wickedness, picking heart-to-heart

when the gods gave me no leave to sport such an ornament.”
Yes, he regretted his folly. The noise of all the carriages outside meant nothing to him, and
the endless day dragged on through a monotony of his own creation. (T: 653) (Chapter 35)

It is the day of the Kamo festival, several days later, when example 16 appears.
Kashiwagi’s poem underlined in the example is categorised as interior monologue,
because it is neither uttered nor written. In his poem, it can be seen that he thinks that
having relations with her is committing a sin. In the following narratised discourse

the narrator describes him as passing a troubled day in tedium ‘of his own creation’,

6 His interior monologue passage is discussed in subsection 6.2.2.

240



Chapter 6

equivalent to ‘hitoyarinaranu’ shadowed in the example. On the matter of the word
hitorarinarazu, lkeda Kazuomi asserts that this word used in describing Kashiwagi
means that his destiny is self-created even if he commits a fault.*’ Tkeda adds that
such usage is derived from poems in which people accept without complaint their
own ruin brought about by their love. Hence, it would seem that the narrator
attributes his isolated tedium to his own creation. From this point of view his poem
can be interpreted as his realisation that having relations with her mainly depends
upon his desire.

Thus, Kashiwagi is characterised as a person who is afraid that his
relationship with Onna san no miya will be known by society, especially Genji, in a
way similar to the young Genji in part 1. However, Kashiwagi is differentiated from
young Genji, because he recognises his relationship with her is to commit a sin from
the moral perspective. Furthermore, he thinks that his conduct depends not upon his
fate (sukuse) but his own creation. Hence, he is characterised as a new type of central

male character who enters the stage in part 2.

Onna san no miya’s Feelings
Onna san no miya’s feelings after having relations with Kashiwagi in contrast with
Fujitsubo’s feelings after having relations with Genji in part 1 are investigated by

way of analysing example 17.

17. ZHIFEE Db BIFERE, OBbDEICTHDMB LI E~2HLIT, 7272451
HbADRME ST Il EF@ ISP LBE T, \PSHENIEICA
AIYVHTEERITT, WEOELEHRV T, EHSHLELMA L, (NKBZ
4:221) (SNKBT 3: 367)

----but there were no such depths to Her Highness. Desperately timid by nature, she felt the
same burning shame as if the news were already abroad, and she could not bear to go out into
the light of day. She certainly grasped the bitterness of her fate. (T: 652-653) (Chapter 35)

In the narratised discourse in example 17 the narrator describes Onna san no miya as
feeling shame beyond feeling fear, in comparison with the description of Fujitsubo as

experiencing fear, who was afraid of her relationship with Genji being revealed in

*7 Ikeda Kazuomi 1991, pp.138-152.
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part 1. Onna san no miya’s interior monologue underlined in the example shows that
she regards her life as regrettable (kuchioshiki mi). The adjective kuchioshi means a
feeling that one cannot bear seeing one’s desirable circumstances collapse. Onna san
no miya’s desirable circumstances are those of being under the protection of her
father, the retired Suzaku Emperor or that of Genji, the honorary retired Emperor. She
has already lost her father’s protection because of his renouncement of the world and
now she feels as if she has lost Genji’s protection owing to her secret meeting with

Kashiwagi.

6.2.2 The Three Central Characters’ Thoughts and Feelings after the

Revelation of the Relationship between Kashiwagi and Onna san no miya

The relationship between Kashiwagi and Onna san no miya is secretly developed
during Murasaki’s illness, even though Onna san no miya does not welcome him. She
becomes pregnant. Kashiwagi visits her whenever he cannot contain himself. This
subsection first investigates what leads Genji to the revelation of the relationship
between them. Next, it analyses the three central characters’ thoughts and feelings in

the love triangle.

Elements in the Revelation
There are four elements in the revelation of Kashiwagi’s relationship with Onna san
no miya, namely (1) Genji’s conscience-stricken feeling that he is sorry for Onna san
no miya about her suffering at his absence, (2) Kashiwagi’s jealousy, (3) Kojiji’s
sympathy for Kashiwagi and (4) Onna san no miya’s pangs of conscience. Genji’s
discovery of their relationship occurs at the point intersected by the four elements.
Hearing of Onna san no miya being unwell, Genji leaves the Nijo estate,
where he takes care of Murasaki, for the Rokujo estate. However, Onna san no miya
looks away and does not answer his questions because of her pangs of conscience.
Genji, on the other hand, sees her behaviour as his young wife’s shyness, because he

thinks that she cannot complain about his absence even thought she is suffering.
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When her gentlewomen report her pregnancy, he does not believe it. Hearing the
news of Genji’s visit to her, Kashiwagi is boldly jealous of Genji and sends a letter
for her through her gentlewoman, Kojiji. Sympathising with Kashiwagi, Kojiji
shows it to Onna san no miya while Genji has left his seat. When he returns, Onna
san no miya pushes it under her cushion and forgets it in her bewilderment.
Furthermore, she tries to prevent him from leaving by means of a poem. ‘Her words

[convey] the naive quality of her feelings,”*®

the narrator explains. Amplifying the
narrator’s statement, she cannot deal with her secret by herself, or tries to escape her
pangs of conscience.

The following morning, Genji finds ‘a rolled-up letter on thin, light green
paper’*’ under her cushion and recognises it by the handwriting as a love letter from

Kashiwagi to Onna san no miya. Seeing Genji’s discovery, Kojiji reports it to Onna

san no miya.

Genji’s Thoughts and Feelings
Genji’s thoughts and feelings after his discovery of their relationship are examined
here focussing on interior monologue passages assigned to Genji.

Genji is greatly angered both by Onna san no miya’s heedlessness in leaving
the letter lying about for anyone to find,”” and by Kashiwagi’s carelessness in writing

at such length, thus making what happened plain to any reader.”’ Genji cannot

8 (T: 659) (Chapter 35)

4 (T: 659) (Chapter 35)

OV THRVET R, D WEHD LIEE0T, BEDBABAOTLLE LE LETH. DY
LT, M2k, WEDHFICMIK E L ZARXMHV S FE S LADELEIFR LI AT,
(NKBZ 4: 241) (SNKBT 3: 382)

What a baby she is, Genji thought, to leave something like that lying about where someone might find it! His
respect for her sank. I was right after all. I always worried that she seemed to have no sense. (T: 659) (Chapter 35)
TV ENPL ESONIEELIRLRY, hicdb, AD, XEZZHORD o EE TN, BbBLIZ LB
ZEHROLIE, B DRIICTEIRDIRNEZADSLICYH, SEEOOZFEXHOEFLLE, A
ORERBIIHEDOIRV TV &, DOADOLES~RBLE LzE 0D, (NKBZ4:243) (SNKBT 3:
384)
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tolerate Kashiwagi’s insolent behaviour toward him and Onna san no miya’s

acceptance of Kashiwagi, because he treats her with higher respect than Murasaki,

P . )
sacrificing his personal love.

Genji realises that she has conceived Kashiwagi’s child.”® Although he feels
miserable,”* he fully appreciates that he has to go on with her as before without his
mental turmoil being noticed by anyone. At this moment this incident reminds him of
his father and his conduct in his relationship with Fujitsubo, as expressed in his
interior monologue in example 18.

18, THBEd Bd, 22 FMZIFIA L H L TR, HLTEHE O LHELEFOT T,
B, Zotofz 213, WERAALLIHDHELEWMbRY TN &, L& filz
Bz, ROz b EKELEMLELY TS, (NKBZ 4: 245) (SNKBT 3:
385-386)

Did ke really know all the time and just pretend not to? That, yes, that was a fearful and
heinous crime! Reflection on his own example suggested that he was in no position to
criticize someone else lost in the mountains of love. (T: 661) (Chapter 35)

Genji’s interior monologue underlined shows that he reminisces about his

relationship with Fujitsubo and now regards it as an offence that he should not have

—but was it really necessary for him to spell it all out that way? What a letter for such a man to write! he said to
himself. Even years ago, when [ myself might easily have written with this degree of passion, I knew perfectly
well that a letter could go astray, and I was brief and indirect. That degree of caution is not easy. Genji found it
impossible to have much respect for him. (T: 660) (Chapter 35)

PIREFESVOFEVRE, FLHEVLELEEDBALIIE, FEERSFOLHL b BATLSE R
CEMETHLD%, FLT, Zhud, SFHRIZ, BEIREADLIZHH Y T L0 0, - »<aE
WY FELRESFTHTRLEZIZT, NADOLELGIKFED S, WO LI LTREHDIC
BORCCELRAEBET, P2 FEFSHICESOHO U] EMBEE LN ES, (NKBZ 4: 244-
245) (SNKBT 3: 384-385)

It is bad enough when a woman one never much liked, a passing amusement, turns out to be involved with
somebody else, and one then loses interest in her; but in this case, to think of the insolence of the man! ...... 1
honor her above anyone else and sacrifice my personal feelings to treat her with the highest respect, and she just
sets me aside? Why, I have never heard of such a thing! He snapped his fingers in anger. (T: 660) (Chapter 35)
PETCH, TOAFFOPRBTRLEZPRE, O35 LI IFOHLME AL FEOHNIZTRY
FY ., (NKBZ4:243-244) (SNKBT 3: 384)

What am I to do with her now, though? This is why she is in this delicate condition of hers! (T: 660) (Chapter 35)
MNT, BHALHR, (NKBZ 4: 244) (SNKBT 3: 384)
Ah, what a disaster! (T: 660) (Chapter 35)
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committed. Ando Tameakira draws the moral not to commit adultery from the tale on
the basis of this passage as discussed in chapter 5.1. However, in the following
narratised discourse the narrator presumes that Genji cannot criticise Kashiwagi,
because of Kashiwagi’s wholehearted love for Onna san no miya. It would seem that
Genji compares Kashiwagi to himself in the image of his youth. Hence, his interior
monologue provides the evidence of Genji’s forgiveness for Kashiwagi’s single-
minded love.

Meanwhile, hearing of the rare visits of Genji to Onna san no miya, Suzaku
(her father) is afraid that something unfortunate must have happened during Genji’s
absence and sends her a letter. When Genji reads the letter he talks about it with her.
He calls himself ‘a tiresome and contemptible old man’,”> whom he asks her not to
scorn. He warns her not to allow unfortunate rumours about her to disturb Suzaku’s
Buddhistic practice, implying that he knows of her relationship with Kashiwagi.

Genji has not invited Kashiwagi to his events held at Rokujo even though he
fears that people must think it odd. He is afraid of looking like an old fool to

Kashiwagi, and of losing his composure.

Kashiwagi’s Thoughts and Feelings
After his secret meeting with Onna san no miya, Kashiwagi feels shame (hazukashi, a
sense of inferiority to Genji and a sense of moral sin) as discussed in 6.2.1. This part
examines how Kashiwagi turns his thoughts to a death wish by way of analysing
discourse in the three scenes.

The first scene appears when Kashiwagi is informed of the revelation by
Kojiju.

19. VWODFEZEHFHTRIT, 2022 LiF, HYRENE, BOINHIFLEIC
THRV S5 b0, EHOLEICWESDDELL, BICHDE 250512k
FEALZ, LT, SEPVESKLHLIV LI L EbZRIZEOTITE,
OPLL. LIRS, DEEFLWESIZ, YRR LREIARNE, B
2L LT, Bixte i< BT, (NKBZ4:248) (SNKBT 3: 387)

When can it have been? I always assumed that a thing like this might get out in time, which is
humiliating enough----1 feel the eye of Heaven upon me. But that His Grace should have seen

> (T: 665) (Chapter 35)
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such damning proof! Shame, dread, remorse----morning or evening there was no relief then
from the heart, but he felt frozen, and his thoughts were beyond words. (T: 661) (Chapter 35)

Kashiwagi’s fear described in the narratised discourse is emphasised by contrast with
the previous fear presented in his interior monologue underlined in the example. In
the narratised discourse the narrator depicts Kashiwagi’s serious state of mind by
employing three adjectives hazukashi, katajikenashi and katawaraitashi (shadowed),
equivalent to shameful, dreadful and remorseful, respectively. Kashiwagi now gives
up going to court and stays at home all day, for he thinks that he can never face Genji.

The second scene appears after Kashiwagi attends a rehearsal at Rokujo for
Suzaku’s fiftieth birthday celebration. When the festivities reach a climax, Genji’s
grandchildren perform beautiful dances. Seeing them, Genji glances at Kashiwagi and
says: “The older you are, the harder it gets to stop drunken tears. Look at the
Intendant of the Right Gate Watch (Kashiwagi), smiling away to himself----it is so
embarrassing! Never mind, though, his time will come. The sun and moon never turn
back. No one escapes old age.”® This conversation not only embodies jocularity
about old age or rather the truth of it in general but also implies Genji’s jealousy and
attack on Kashiwagi. Kashiwagi, who has feared and shamed Genji, feels completely
shattered and takes no more than a token sip. However, Genji forces him to drink
again and again, pretending to be drunker. Genji’s attitude toward Kashiwagi shows
his unpleasant feelings. Kashiwagi becomes so ill that he withdraws early. His
thoughts are presented in his interior monologue, ‘I am not that drunk, though. What
is the matter with me? Have anxiety and fright made me light-headed? There is no
reason to feel completely destroyed, just because he talked to me that way. Why, this

e 57
is ridiculous!’

It can be seen that Genyji, or rather Kashiwagi’s sense of inferiority to
Genji, destroys him. He falls seriously ill thereafter. His parents move him from his
wife’s house to their residence.

The third scene appears when the New Year comes. The narrator quotes

Kashiwagi’s long interior monologue passage, which shows his thoughts and feelings

38 (T: 669) (Chapter 35)
7 (T: 669) (Chapter 35)
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when he reminisces about his life and confronts his death. It can be summarised as (1)
his desire for death, (2) his pride and his failure, (3) his failure to renounce the world,
(4) his responsibility for being associate with people in society, (5) Onna san no miya
as evidence that he lives and (6) his solution by way of his death.”®

In the matter of his failure presented in (2), the editor of Roka sho comments
that his failure means that he was not able to marry Onna san no miya.” Hence, his
failure in marriage inevitably includes his political and social failures, as discussed in
subsection 6.2.1. With respect to (3), it is not certain whether or not he had the will to
renounce the world in former times because this issue has not been narrated. However,
it is clear that he abandons the idea of becoming a priest to solve his problem.
Regarding this, Horiuchi Hideaki #9755 points out that Kashiwagi gives up
depending upon religious salvation because he thinks that everything has to perish in
its last moment, as shown in the part of his interior monologue, ‘everything must
disappear in one’s death’ in (6).° Concerning (4), for Kashiwagi ‘people in society’
equates to Genji, who holds the position of the top in the hierarchy of society. It
should also be noted that Kashiwagi is willing to accept his own ruin brought about
by his love as his own creation without complaint against anyone, including the gods
and buddhas. In regard to (5), the editor of Sairyii sho interprets the word nage no
aware in his interior monologue as an expression which implies that Onna san no
miya does not love Kashiwagi and quotes poem 544 from Kokin shii.®'

It can thus be seen that Kashiwagi regards Onna san no miya as evidence that
he lives, although she does not love him despite his love at the risk of his life. He then
thinks that he would rather die than live in disgrace, as summarised in (6). This

interior monologue passage is followed by free direct discourse assigned to him. The

% (NKBZ 4: 279-281) (SNKBT 4: 4-5) (Chapter 36 “Kashiwagi”)

Vg ZEAZ &Y LS L (Sanjonishi 1983, p.193.)

5 Horiuchi 1991, p.304.

8! Sanjonishi 1980, p.298.

The poem quoted by the editor is £ RO HE WD HIZ/2F Z &b —BMI LD TA D IF V. 1tis translated

by Tyler as ‘The summer fly comes in the end to grief because it burns with a single flame.” (T: 675)
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free direct discourse, ajikinashi (‘there is nothing for it” or ‘things are unlikely to turn
out as one wishes’), shows his feeling. Thus his fear and shame approach the desire

for death.

Onna san no miya’s Thoughts and Feelings
This part investigates Onna san no miya’s thoughts and feelings after the revelation,
by way of analysing interior monologue and conversation assigned to her.

First, her interior monologue passages, which appear during Genji’s absence,
are analysed.

20. HEENE, KEDVERITRATAOKEDL G, AOHOL SICORETE, 4i1F b
DHBED HIBLEET (1) <A sd tEFIC, (2) FELREZI LD LD T
NZELD ST oo oFE L Ate, (NKBZ 4: 247) (SNKBT 3: 387)

In the past Her Highness had resented it when Genji stayed away for days on end, but this
time she knew that the fault was partly her own, and she recoiled from the thought of how His
Eminence would feel if he were to learn the truth. (T: 661) (Chapter 35)

Interior monologue passages assigned to her underlined (1) and (2) show her
realisation of her fault and her anxiety that her father may learn of her relations with
Kashiwagi, respectively. She understands that her faultlessness under the protection
of Suzaku and Genji has been destroyed.

In her conversation when Kojiji brings Kashiwagi’s letter on his deathbed
and persuades her to reply to his letter, Onna san no miya says to Kojiju: “I
sympathize with him in a general sort of way, because I, too, suffer from the feeling
that each day may be my last, but what happened was too awful, and I want no more

of it. No, I just cannot risk it.”*

Her conversation expresses her strong refusal to
reply to his letter. It can be seen that she is only afraid of Genji’s displeasure. It is
noted that in comparison with Fujitsubo’s love for Genji as discussed in section 5.1.2,
a description of Onna san no miya’s affection for Kashiwagi is absent not only from

her interior monologue and conversation, but also from narratised discourse.

62 (T: 676) (Chapter 36)
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6.2.3 Characteristics of the Man-Woman Relationships in the Triangle

Involving Kashiwagi, Onna san no miya and Genji

Kashiwagi on his deathbed and Onna san no miya exchange last letters. After
receiving his final letter she bears him an illicit son, Kaoru. She asks Genji to allow
her to become a nun. She renounces the world under the instruction of her father.
Hearing of her renouncement of the world, Kashiwagi dies. This subsection first
examines the characteristics of Kashiwagi’s last relationship with Onna san no miya,
then investigates the meanings of Onna san no miya’s renunciation of the world, and
finally examines the characteristics of the relationship between Genji and Onna san

no miya as a nun.

Characteristics of Kashiwagi’s Last Meeting with Onna san no miya
The characteristics of Kashiwagi’s last meeting with Onna san no miya are examined
by way of analysing three letters written by them.

Example 21 shows a part of Kashiwagi’s letter on his deathbed, which is sent
to Onna san no miya.

21. WEITETHRZDIT S L TIEIFNMEZ DR OO RIERE LT
BITNEZIZOEITE L, LOEDHT, AR RLRMICE EITEONIZH L
135 A(NKBZ 4: 281) (SNKBT 4: 6)

When the end has come, and from my smoldering pyre smoke rises at last,
I know this undying flame even then will burn for you.
Oh, tell me at least that you pity me! Your comforting words will light my way on the dark
road I have chosen to follow. (T: 676) (Chapter 36 “Kashiwagi”)

His poem conveys his lingering love by evoking the smoke that will rise from his
pyre. He continues to seek confirmation of their love, demanding she say to him the
word aware, equivalent to ‘she loves him.” It would seem that he wants her word
instead of religion as a light by which the passage to death will be illuminated.

Although she once refuses to reply to his letter, she is forced to do so by
Kojijii. Onna san no miya’s reply is in example 22.

22 DELOMERNE, WThE, HEHELIEINY, Kb, EH DI,
VHZOTHEHARLREL) EZ EEXBOARTED DML BRI
%hDHNHRRIL (NKBZ 4: 286) (SNKBT 4: 9)
I am very sorry to hear how you are, but what can I really say? I know that you will
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understand. ‘Even then will burn for you.” you wrote:
I would rise with you, yes, and vanish forever, that your smoke and mine
might decide which one of us burns with the greater sorrows.
Do you suppose that I could survive you? (T: 677) (Chapter 36)

It is noted that the word aware is not given Kashiwagi in her final letter. In her poem
she reproaches him with his attitudes and states that not only he but also she is in
agony. Furthermore, she adds that she cannot survive him. Her letter as a whole
shows not her love for him but her desire for death, in contrast to his thoughts.

After reading her letter, he is grateful for it. He seems to accept her desire for

death instead of her love for him. He then sends off his final letter, as follows.

23. T FREEDITSY &Vl bEEHTY 2 HITE RN T
HZOETRPOIETLE~, BOXIZAIELEEIFIAANRBZ L, 413007 <A
L7200 T, »OREHIINEZIC bz 30 F S 872 F ~(NKBZ 4: 286-287)
(SNKBT 4: 10)

Though I turn to smoke and forever melt away into the wide sky,
I shall never leave your side, who remain all my desire.
Gaze upward, then, especially in the evening. Never mind that he may see you and
understand: only let me always have your unavailing pity. (T: 677) (Chapter 36)

He vows his eternal love for her in his poem. He relieves her of her anxiety, because
he thinks that his death brings Genji’s forgiveness. Finally, he requires her to tell him
the word aware (she loves him) after his death, even though the word is useless. Thus,
the relationship between Kashiwagi on his deathbed and Onna san no miya is
characterised as that in which a man loves wholeheartedly a woman at the risk of his
life even though she does not love him. She sympathises with him in his desire for

death.

The Meanings of Onna san no miya’s Renouncement of the World

Onna san no miya’s desire for death develops. When she gives birth to a son, her
gentlewomen, who are unaware of the affair, assume that ‘a child born late in his
(Genji’s) life to so special a mother would mean a great deal to him.”® Although

many people including the Emperor hold splendid ceremonies for it, Genji does not

63 (T: 678) (Chapter 36)
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give a concert as expected, in contrast with the happy events Onna san no miya is
depicted as experiencing in example 24.

24, HiE, SEPNVEFDSRLHIFITT, WELLHDIT S, RHIFRFEORALSA
ST, HGEREBEZILDIT, HFOLEZZ L2002 THELA
U, SiER., ZODOWTIZHAEREFe, & AT, (NKBZ4:290) (SNKBT 4: 12)
Her Highness, already so frail, had found the unfamiliar experience quite terrifying, and she

refused all medicinal infusions; instead, she brooded anew upon her misfortune and thought
how much she would rather die. (T: 679) (Chapter 36)

Her interior monologue (underlined in the example) clearly shows her desperate
desire for death with the interjection saware shadowed. Her desire for death is based
on her anxiety that Genji will treat her harshly and keep distant and aloof as time goes
on. He has never recently stayed the night with her. She asks Genji to allow her to
become a nun in a more mature manner than before. It can be seen that she decides to
escape from the potential agony which will be brought by Genji’s harsh treatment,
and to break off her relations with Genji, by becoming a nun. Genji forbids her to do
so, even though he thinks privately that if she became a nun it would relieve his
anguish.

Hearing that Onna san no miya misses him, Suzaku at his mountain temple
comes to her side under cover of darkness. She entreats her father to make her a nun,
and becomes a nun under his instruction in spite of Genji’s persuasion that she needs
to wait until she is well again. Relevant to this point is Abe Toshiko’s remark that the
purpose of her renunciation of the world is to escape from both her unaccountable
agony and the protection of Genji, and to regain her girlhood when she was loved by
her father.** Abe adds that Onna san no miya wants to share the feelings of her father
who is now a priest.

It should be noted that she has kept silent, or rather, has never expressed her
opinion about her marriage, Genji’s absence in her married life and Kashiwagi’s love
for her, but she insists on her decision at this point. She has not been able to develop
any man-woman relationships, and abandons or loses them. Ikeda Setsuko points out

that Onna san no miya is characterised as a woman who is extremely girlish and

54 Abe Toshiko 1983, p.111.
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immature despite being born into the imperial family, and described as not being an
intelligent woman by contrast with Murasaki.®> Thus she is characterised as a woman
who cannot nurture love for a man, and ends her life by becoming a nun. Her once-in-

a-lifetime insistence on her renunciation of the world supports her characterisation.

Characteristics of the Relationship between Genji and Onna san no miya as a Nun
Although Onna san no miya becomes a nun, she stays at the Rokujo estate under the

protection of Genji. ®°

This part examines the characteristics of the relationship
between Genji and Onna san no miya as a nun, by analysing interior monologue and
conversation assigned to them.

After Kashiwagi’s death (it is about the time for the celebration of the baby’s
fiftieth day), Genji finds the baby (Kaoru) remarkably good-looking. Genji sheds
tears, thinking about both Kashiwagi who did not live to see his own son and the
transience of human life. It would seem that his tears indicate his forgiveness.
However, he also composes a poem saying to Onna san no miya, “Should anyone ask
who it is who, in his time, cast that seed abroad, what reply will he then give, the pine
planted on the rock?”®” His blunt poem shows that he is jealous and wants to know
what she thinks about her adultery.

Kaoru’s extraordinary beauty reminds Genji of Kashiwagi who, however, did
not have anything like this beauty. Genji thinks that Kaoru scarcely resembles Onna
san no miya but his own face in the mirror. Hence, the narrator assumes that as the
months and days go by, Genji is beginning to forget all about ‘that bitter incident.’
But Genji’s unsettled thoughts and feelings are presented in example 25.

25. T (1) ZTOANDODHTHEDLEEFSREITYICT, SO DELHDIZIE
IEHV T, OBINEENRL2DIZENL] T2 ULITELRIEE D, AONDLOMH
S . 2RI EEn, (2) bFEEE~TF~DPILH, ZOEZFIL,

WIZERLBOELHT, ADHBHY EFHHSITHNNL Z AR TEDLIE

55 Ikeda Setsuko 1991, pp.254-365.
5 Genji guards the secrecy, holds the ceremony of her sacred images, manages her property and even selects
gentlewomen to follow her and become nuns.

87 (T: 687) (Chapter 36)
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SxExE PAEFSY LEFICTRETEDSLZ & EETITHOT TR,

(3) WEICLIEP D LA, RIFAK L2V TS, (NKBZ4:339) (SNKBT 4: 52)
Perhaps the inadmissible occurred only because destiny required him be born, he mused, in
which case little could have been done to avoid it. My own karma is disappointing, too, in
many ways. Among all the women I have brought together, her Highness is the one who
should have been the most perfectly satisfactory and whose person should have left the least
to be desired, and yet every time I reflect how extraordinary it is to see her as she is now, I
find that lapse of hers impossible to forgive. His regrets were still fully alive. (T: 699)
(Chapter 37 “Yokobue™)

Interior monologue passages underlined (1) and (2), and free direct discourse
shadowed (3), express his thoughts and feelings. Interior monologue (1) shows that
he accepts the consequence of their relationship as his destiny. He seems to forgive
their relationship because of the inevitability of the birth of beautiful Kaoru. The
narrator also interprets this as one of his destinies which have been unlikely to turn
out as he has wished. However, his interior monologue (2) and his free direct
discourse (3) show that his thoughts and feelings waver; he thinks that he cannot
forgive Onna san no miya as his perfectly legitimate wife for being violated. Thus,
Genji wavers between forgiveness, in other words accepting everything as his destiny,
and a lack of forgiveness.

Meanwhile, Onna san no miya determines to carry out her belief that
becoming a nun is equal to breaking off the man-woman relationship, even though
Genji’s feeling of attachment for her lingers. On the day of the ceremony of her
sacred images, Genji asks her at least to live together in life after death and composes
a poem saying to her: “In our future life we will share one lotus throne, that I promise

9968

you; yet how sad it is today that we part as dewdrops do.””" But she declines his offer

because she does not believe him. She replies with her poem, “Promise as you please
a single throne for us both on one lotus flower, surely you do not at heart wish to be

/ 9569

with me at al Her poem clearly forms a strikingly contrast to his. There is no

indecision for her.

88 (T: 710) (Chapter 38 “Suzumushi”)
59 (T: 710) (Chapter 38)
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6.2.4 Summary

This section has explored the comparative characteristics of the man-woman
relationships in the triangle involving Kashiwagi, Onna san no miya and Genji with
those in the relationship between Genji and Fujitsubo in part 1. Subsection 6.2.4
summarises them from the viewpoints of both form and content.

Concerning the form of representation, three findings are summarised here.
First, conversation assigned to Kashiwagi and Kojiju carries the plot of Kashiwagi’s
endeavour to have an opportunity of meeting with Onna san no miya in a way similar
to that of Suzaku’s selection of his son-in-law in section 6.1. It is noted that
conversation between Kashiwagi and Kojiji is longer and more plausible than that
between Genji and O no mydbu in part 1.”° Secondly, the description of Kashiwagi’s
secret meeting with Onna san no miya is four times as long as that of Genji’s in part 1.
It can be said that their actions are depicted openly as if the spotlight is on them;
moreover, their thoughts and feeling are also presented in their interior monologue.”’
Thirdly, Genji’s state of mind as a cuckold is presented especially in his interior
monologue, although there is no such description for the Kiritsubo emperor in part 1.

Moving on to the characterisation of the three central characters, Kashiwagi in
his action is a second young Genji in part 1, because he boldly falls in love with an
illicit woman. However, he differs from the young Genji in that he desires Onna san
no miya’s confirmation of love by means of her word aware (she loves him), and
destroys himself by accepting the consequences of his action on the basis of his sense
of shame, including awareness of moral sin. Thus, he is characterised as a new type
of male character even though he has partly inherited young Genji’s characterisation
in part 1. Onna san no miya fears Genji, and never says aware to Kashiwagi. Hence
she is characterised as a woman who cannot nurture love for a man in the male-

female relationship. She is contrasted with the central female characters, including

7 The number of lines in Shin Nikon koten bungaku taikei is 61 in the former and 5 in the latter.
" The number of interior monologue passages assigned to Kashiwagi and Onna san no miya is 6 each in

comparison to Genji 2 and Fujitsubo 1.
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Fujitsubo in part 1, who never failed to love Genji. Onna san no miya insists on
renunciation instead of death, and ends her life simply as an immature woman.
Meanwhile, Genji enters the story of the triangle as a cuckold. He wavers in his mind
between jealousy and forgiveness, thinking about his past ardour for Fujitsubo, his
father’s state of mind, and the extraordinary beauty of Kaoru. He sometimes forgives
Kashiwagi, but simultaneously he is in agony and cannot calm himself.

The relationship between Kashiwagi and Onna san no miya is characterised as
one in which he cannot evoke a loving response from her despite his sincere love, but
she sympathises with him in his desire for death. The relationship between Genji and
Onna san no miya is characterised as one in which even though he is still attached to
her and wavers between jealousy and forgiveness, she abandons him by becoming a
nun. Genji recognises the identical adultery that he committed in his youth; however,
it cannot be thought that the incident only expresses an admonition not to commit
adultery. Rather, it shows that no one can stop a man loving when he wholeheartedly
loves a woman, and that the people involved suffer greatly. Thus, desolation or

loneliness emerges from the two relationships in the triangle.

6.3 An Analysis of the Man-Woman Relationship in the Triangle
Involving Ochiba, Yigiri, and Kumoi no kari

The story of the love-triangle relationship involving Ochiba, Yugiri and Kumoi no
kari follows the plot concerning Kashiwagi, discussed in section 6.2, for Yiigiri visits
Ochiba (Kashiwagi’s widow) to take care of her in accordance with the late
Kashiwagi’s will. It also repeats the plot of the love-triangle relationship involving
Onna san no miya, Genji and Murasaki discussed in section 6.1, because Yugiri is
intrigued by having relations with a woman of good lineage despite his love for his
wife. It can be assumed that the plot concerning Yiigiri not only repeats the previous
plot but also contrasts with it.

Fukazawa Michio iR = T %5 remarks that the opening of chapter 39

“Ytgiri” bears a close resemblance to that of chapter 2 “Hahakigi,” in which Genji’s
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love stories begin in real terms.’” Tamagami Takuya states that the opening of
chapter 39 reminds the reader of poems in Kokin shii and Kokin rokujo,” which give
an image of a serious-minded man who flounders through his love.” On the basis of
their remarks, it can be said that the narrator places Yugiri, who is a ‘stalwart
gentleman’,” as the main male character in the beginning of chapter 39 in a way
similar to Genji in chapter 2, and declares that she narrates Yugiri’s awkward love
affair.

Yugiri is the son of Genji and Aoi. His maternal grandmother, because of his
mother’s death, brings him up. He falls in love with a cousin, Kumoi no kari, who has
also been brought up by her grandmother at the same residence. Although her father,
To no Chiijo, who hopes to present her to the Emperor, has separated the two, Yuigiri
successfully marries her in his 18" year. He studies at the university, unlike most sons
of the higher aristocracy, and becomes a competent official. Hence, he is called a
serious-minded man or a stalwart gentleman in both his personal and his official
lives.”®

The aims of this section are to examine Yiugiri’s perception of his desire to
make advances to Ochiba, to explore the characteristics of the man-woman
relationships in the triangle involving Ochiba, Yigiri and Kumoi no kari, and to

examine why this story is placed here. These examinations are conducted in

comparison with both the characterisations and characteristics of the man-woman

72 Fukazawa 1985, pp 177-178.

BEORNEMZIILFL D00 THREL LT bR L (H54%E  1052)

What is the virtue of being faithful like me? Nobody objects to conduct as riotous as stalks of harvested reeds.
(McCullough 1985, p.235.)

FORNELEL DN TIENRONSEN R LEASL EAIL (55 8M) (Tabayashi 1984,
p-317.)

Despite being faithful I have not a reputation. Let me indulge myself in a love affair disorderly as stalks of
harvested reeds.

™ Tamagami 1967, pp.281-282.

5 (T: 719) (Chapter 39 “Yiigiri”)

781t is not a conflict with his reputation that he has the relationship with T no naishi as a mistress and longs for

his father’s wife Murasaki.
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relationships in the previous stories. This contributes to uncovering clues to the theme
of part 2 underlying their relationships. To this end subsection 6.3.1 investigates
Yigiri’s awareness of his desire, and subsections 6.3.2 and 6.3.3 examine the
characteristics of the relationship between Yiigiri and Ochiba and those between

Yugiri and Kumoino kari, respectively. Subsection 6.3.4 summarises this section.

6.3.1 Yugiri’s Awareness of His Desire

This subsection first investigates the origin of Yiugiri’s longing for Ochiba in
comparison with Kashiwagi’s love for Onna san no miya, and next examines how he

perceives his desire to make advances to her, taking account of Ichijo’s thoughts.

The Origin of Yiigiri’s Longing for Ochiba

Yugiri begins to call on Ochiba in compliance with Kashiwagi’s last request to look
in on her at her Ichijo residence. However, he simultaneously has an ulterior motive
for his visit, for he was once a possible bridegroom for Onna san no miya, and regrets
having missed a chance to have a princess as his wife.”” On the matter of a princess’s
marriage, Gotd Shoko affirms that there are two types: One is a marriage of
convenience under the instruction of the emperor, in which the bridegroom wins
honour. The other is a marriage having no connection with the emperor, which is
carried out secretly. The relationship between Yiigiri and Ochiba is a model of the
latter, in which he only regards the blood of the imperial family as important.”® Thus,
it can be seen that the origin of Yugiri’s longing for Ochiba is based on this high
regard for superiority of lineage. This is emphasised by way of describing her lack of

both beauty and Suzaku’s backing.

TEEIE, WETZLOBHKIEELE, DRALOIKTHRAETESY TEL, LOWVERD X2
L %<°, (NKBZ 4: 185) (SNKBT 3: 340)

As for her Highness, he thought, if destiny had favored me just a little, I could easily have had her for myself
instead. I only wish I had had the courage! (T: 641) (Chapter 35)

8 Gotd 1983, p.430.
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Awareness of his Desire
Yugiri first visits the Ichijo residence where Ochiba lives with her mother, Ichijo no
miyasudokoro (Ichijo). Ichijo believes that Ochiba’s marriage to Kashiwagi, a
violation of her own conviction that a princess should not marry, has caused a series
of misfortunes. She was hurt by Suzaku’s decision to marry Ochiba to Kashiwagi, for
Suzaku did not allow him to marry his beloved daughter, Onna san no miya, because
of his low rank. She is worried about Ochiba’s situation after Kashiwagi’s death.
Hence, Yugiri, a high-ranking aristocrat, who makes a call to express his condolence
in a dignified manner, consoles her. They talk and exchange poems. He remembers
her reputation in the reign of the Suzaku emperor and admires her for her courtesy.”
On an autumn evening, Yugiri pays a call at Ichijo. He is shown into a room
where instruments, on which people have performed music, lie elegantly scattered.
He finds its quiet atmosphere in contrast with the clamour of children at his home.
Serious-minded Yiigiri supposes that if a passionate/impetuous man visited a place
like this, he could not calm himself and would make advances to her. Yigiri also
thinks that this would cause gossip.*® Thinking about a passionate man implies that
Yigiri envies him and wants to be different from what he is. It would seem that he
desires to make advances to Ochiba. Yiigiri persuades her to play the koto, which the

late Kashiwagi favoured. In the autumn sadness she plays a few notes, which touch

7 The following interior monologue shows YFEgiri’s thoughts.
WEEE I LICESbRE, WEDALINEHY LIFFIEFNEFOLERRVIFY, FItHedx
FZEOHEZRDY LR F 5, (NKBZ 4:323) (SNKBT 4: 37)

Although not as deep as some, she had been known as an Intimate for her stylishness and wit. It seemed to the
Commander that she indeed deserved her reputation. (T: 690) (Chapter 36)

8These thoughts are shown in his interior monologue, as follows:

PRI DB VIC, BODEERDITELHDHANL, HDHZ LT, SEHLEFIIOE LD
HIFL, SD2FELELEHILODHEMNL (NKBZ 4: 341) (SNKBT 4: 54)

While playing it himself, he dreamed on about how in a place like this a man with a weakness for gallantry might

forget himself and behave unworthily, to his public shame. (T: 700) (Chapter 37 “Yokobue™)
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his heart. He performs the piece ‘I Love Him So’®'

on the biwa and sends a poem to
her,** whereupon she begins to accompany him from behind the blinds on her koto
and replies to his poem.® He is so touched by the exchange of music and poems this
evening that he later tells Genji about this. Hearing of this, Genji praises her elegance,
but simultaneously he criticises her for making a gesture that might arouse a man’s
interest and admonishes Yigiri to keep everything proper. It would seem that Ochiba
treats Yugiri, who is interested in and worried about her situation after her husband’s
death, with favour without being aware of her affection, because the koto, which
diverted her during her husband’s absence, reminds her that her late husband treated
her with indifference. Before returning home, he asks her to leave the tuning of these
instruments unchanged. It can be seen that their love begins to grow in their hearts.
As Ichijo is pleased with the elegant pleasures of this evening without noticing any
sign of their love, she gives him the flute treasured by Kashiwagi as a parting gift.*
Thus it can be seen that Ytugiri’s love for Ochiba originated from his high
regard for the superiority of the imperial family and the elegance of the style of living
at Ichijo, contrasted with the clamour of children at his own residence. During his
visits to her, he becomes aware of his desire to make advances to her. Additionally, it
would seem that Ochiba feels a sense of intimacy with him under the supervision of

her mother, Ichijo.

81 Tyler translates the title of the music Safirren into ‘I Love Him So.” (T: 700)
LZICHTTWERBWVWSICEES LIZACIB-5 7 LE 42 Z /5  (NKBZ 4: 341) (SNKBT 4: 54)
1 see in you now depth of bashful reticence that only confirm

silence to be far more wise than a vain attempt at words. (T: 700) (Chapter 37)
BENEHEOHITNIEDN D IFE DT EZ L LD IENTZRIEET T D (NKBZ 4: 341) (SNKBT 4: 54)
1 hear very well all the sadness of midnight in what you have played,

but I have no words myself, save a music of my own. (T: 701) (Chapter 37)

8 Later, Yagiri gives the flute to Genji, and Genji gives it to Kaoru who was actually born between Onna san no

miya and Kashiwagi.
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6.3.2 Characteristics of the Relationship between Yugiri and Ochiba

As serious-mined Yugiri has given no hint of making advances to Ochiba so far, he is
embarrassed when he wonders whether to openly court her. Hence, he thinks that he
must go on being kind, and she will give her heart to him in time.* In comparison
with Kashiwagi’s passionate and single-minded love for Onna san no miya, Yugiri’s
love for Ochiba can be called a patient/waiting love. This subsection first examines
how their secret meeting is narrated and characterised compared with those
experienced by Genji and Kashiwagi, and second investigates how the judgement and
action by Ochiba’s mother, Ichijo, affects the relationship between Ytigiri and Ochiba.
Thirdly, it explores both Yugiri and Ochiba’s thoughts on their relationship. Finally,

it examines the characteristics of the relationship between Y1giri and Ochiba.

Characteristics of Yugiri’s Secret Meeting with Ochiba

The expression ‘secret meeting’ customarily means not only meeting a woman but
also having relations with her, as in connection with Genji and Fujitsubo, and
Kashiwagi and Onna san no miya, discussed in sections 5.1 and 6.2, respectively.
Yugiri’s secret meeting with Ochiba, however, differs in consequence from previous
ones. It happens as follows.

Ochiba moves with Ichijo to a mountain villa at Ono, north of the capital, to
have prayers said for Ichijo’s illness. Yigiri provides their carriage, gentlemen, an
offering and even vestments for the priests, to show his good faith. He makes the trip
to visit her there, where a gentlewoman who appreciates his kindness persuades
Ochiba to converse with him from behind her blinds without a mediator. Many
gentlewomen depart to take care of Ichijo, as she is suddenly in great pain. When the

evening mist covers the villa, he decides to stay there under the pretext that he cannot

8 This thought is shown in his interior monologue, as follows:

FREHRELSLERZTETESDT, 9B ETEESED L H S U0l (NKBZ 4: 383) (SNKBT 4: 89)
----1 will show her the depth of my devotion, and I know that she will yield in time. (T: 719) (Chapter 39
“Yugiri”)
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set out for home. When he asks her to allow him to remain in front of her blinds, she
hesitates to leave for her mother’s room because she does not want to offend him.

When a gentlewoman enters her room through the blinds, he follows.
Realising this, Ochiba tries to escape, but he catches her garments. This scene is very
similar to that in which Genji catches Fujitsubo in his secret meeting, discussed in
section 5.1.3. Yiigiri confesses to Ochiba his secret longings; however, unlike Genji,
he promises her that he will do nothing further without her permission. His attitude
contrasts apparently with Kashiwagi’s action in the scene where he first had the secret
meeting with Onna san no miya.

Yiigiri assures her that he loves her and that he means no harm, but he also
blames her for pretending in these matters an innocence at variance with her obvious
experience. Apparently he expresses himself too bluntly and tactlessly, and succeeds
only in hurting her.

260 EASDICHZZABEDLNHROT, (1) L2REELERE LDODULIALHSHT,
(2) #Z2FY D HOLRTERHIICEVZVIIODNTEH, OIFELI, FIZ
SOREFD) XD B LSS E ST, BRI BIFATE I T,
(NKBZ 4: 396) (SNKBT 4: 98)
He tried every kind of argument and threat, which left her miserable and at an utter loss how
to respond. Shocked by his repeated intimations that her experience of life should have

prepared her to yield, she reflected that her position was indeed a very great misfortune, and
she wanted to die. (T: 723-724) (Chapter 39 “Ytgiri”)

Interior monologue passages underlined in (1) and (2) in the example express how
she reflects on why she opposes him, and thinks that she is deplorable and shameful
in being courted on the grounds of her experience of having had relations with
Kashiwagi. She expresses her thoughts above through her conversation and a poem.
He apologises to her for his plain words, but on the other hand he insists that she
should yield. He takes her in his arms under the moonlight, but he assures her again
that he will do nothing without her permission.

Comparing the situation with her marriage to Kashiwagi, she fears that having
relations with Yugiri will lead to severe criticism, especially from To no Chiijo (the
father of both her late husband and Yugiri’s wife), her father Suzaku and her mother.
Hence, she suggests Yugiri leave before dawn. Despite accepting her suggestion, he

says that if she thinks the relationship between them is over and forgets him, he will
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not be able to control himself, and threatens that she will not escape rumour. Hearing
of his words, she ponders this well.

27. FICZ DAL DTN H TR & %2, LOMIETIcEIc, OXEIB~ALE
X, WAL D b THEN - FE 5, (NKBZ 4:399) (SNKBT 4: 101)
Yes, she thought, her name would be bandied about shamefully enough, but she meant to
answer her own heart’s question with honor, and she therefore gave him a very distant answer

indeed: (T: 725) (Chapter 39)

Her interior monologue underlined in example 27 seems to show that she has her own
standard to judge her conduct. It can be seen that she tries to confront her fear of
rumour, relying upon her judgement or her conscience.

Yiigiri is characterised here as a man who is honest and gauche in his love
affair; for example, he promises a woman not to have intercourse without her
permission and courts her employing plain words, which call up unpleasant feelings
in her. With respect to Ochiba’s characterisation, there is a firm core to her character
contrasting with Onna san no miya who is just pretty and gentle, and cannot tell
Kashiwagi anything when he courts her, as discussed in section 6.2.1. The way

Yigiri and Ochiba are characterised makes their secret meeting unique.

The Judgement and Action by Ichijo

Their incomplete meeting begins to take on reality through the judgement and action
of Ichijo. The priest who has prayed for Ichijo tells her that he has seen Yaigiri
leaving Ochiba’s room. Astonished, she gathers information from the gentlewoman,
Koshosho, and has Ochiba come to her room. Ichijo misunderstands what has
happened when she sees her daughter ashamed of having exposed herself to Yugiri
and unable to utter a word.*® Without further inquiry Ichijo assumes that her daughter

has already had relations with Yugiri. She believes that her daughter’s meeting with

8 Ochiba’s interior monologue shows her feeling as follows: 22E W IZR Y WD EHEAD, L ETHLTT
HIZAZRDP DR FHH UL EEH S <AL LT, (NKBZ 4: 409) (SNKBT 4: 108)

----she despaired of the detestable fate that had led so great a lady as herself carelessly to expose herself to a
man’s gaze. (T: 729) (Chapter 39)
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Yigiri needs to be understood as the first night in a series of three nights, in other
words a formal marriage."’
When they receive Yigiri’s letter, shown in example 28, Ichijo also misreads

it as a letter of apology for not coming on the second night.

28. HEIELEWLOIFLEE, RETEDVHHITNTIZE, kLT < Os
Db DE D T i,
L DPBICH IS ERZANNND RPN TOLZDOHTTTIL (NKBZ4:
411) (SNKBT 4: 110)
Experiencing the full force of your cruelty has only confirmed me in the conviction that I
shall soon be in no mood to tolerate further delay.
Your damming the stream only betrays your shallows, for the mountain brook
even now runs babbling on, till nothing can hide your name. (T: 729) (Chapter 39)

Yigiri’s letter actually shows that he develops his love for Ochiba despite, or rather,
because of her refusal. His poem in his letter also shows that he asks her not to refuse
his love, partly threatening her with rumour. However, Ichijo understands that he will
not visit her daughter on the second night on the pretext of her daughter’s coldness.
She replies to it on behalf of her daughter, because she cannot bear to see her
daughter neglected. She writes a letter including a poem (example 29) with both an
agitated mind and a trembling hand.

29. LERIE L% % D% D2 L TOLEKIEDND DIEZE DD 17T (NKBZ 4: 412)
(SNKBT 4:111)
What is it to you, this meadow where a forlorn maidenflower weeps,

that you should have wished to spend no more than a single night? (T: 730) (Chapter
39)

In her poem she blames him for staying only the first night. She fears the rumour that
her daughter has been trifled with and neglected by Yugiri. After sending the letter
her illness gets worse.

Meanwhile, Yigiri hesitates to visit Ochiba as if he had married her. As the
letter sent by Ichijo is snatched and hidden by his wife, Kumoi no kari who is jealous,
he cannot even read it. The following evening he finally finds the letter. Reading it,
he realises that Ichijo regards that night as the first night of their marriage. His pity

for Ichijo is presented in his interior monologue passages: ‘How she must have

87 According to Yamanaka, formal marriage in the Heian period was composed of a series of three days, as

discussed in section 5.2.2. (Yamanaka 1966, p.20)
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watched and waited for me yesterday evening! And today again I have not even
managed to get a letter to her!” and ‘She must have written this in terrible anguish,
and now I have failed her for a second night!”®*® When he finds that he has difficulty
in replying to her letter, he decides not to visit her that day on the pretext of it being
an unlucky day for their marriage. It would seem that he avoids urgent involvement
and postpones visiting. His slight hesitation produces Ichijo’s agony. Instead of
paying a call, he sends a letter saying that he is pleased to have her letter but does not
understand her accusation because he had no relations with her daughter that night.
Ichijo cannot read his reply because of her severe illness. When she realises that he
will not visit her daughter for the customary three nights, she dies regretting that she
left him her letter.

Thus, their incomplete secret meeting has the same impact on Ichijo as a
completed one. Ichijo exerts herself to place her daughter’s secret meeting in the
series of the three days of marriage, to protect Ochiba’s prestige, but fails and then
dies. Additionally, it is characteristic that the tragedy of her death is narrated through
the characters’ states of mind as not only her own misunderstanding but also
Ochiba’s embarrassment at her situation, Kumoi no kari’s jealousy of her husband’s

affair and Y1igiri’s hesitation and punctiliousness.

Ochiba and Yiigiri’s Thoughts and Feelings
Ochiba’s thoughts and feelings about her deceased mother, her way of living and her
looks are examined by way of analysing her interior monologue passages.

Ochiba’s feeling about her deceased mother, Ichijo, appears in example 30.

30 TFACHSELEZ L&, BHROEOLHICEORCELLAT, HAIELED
W LHELAB LS5, BOWMOEIEIZZ~RD bie s MmO LT, 20
ANDOEHFZIZIZPT THETLESIL, WEEOLLILEZRDOS JIFLICES S,
(NKBZ 4: 430) (SNKBT 4: 124)

----she remembered how her already weakened mother had died convinced that that
unspeakably wicked moment had ruined her daughter, and she knew with awful certainty that
the thought would harm her mother even in the life to come. The mere mention of the
Commander brought on ever more bitter, anguished tears. (T: 736) (Chapter 39)

88 (T: 732) (Chapter 39)
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Ochiba would have some sort of guilt feeling toward her deceased mother if she has a
relationship with Yigiri, because he clearly caused her mother’s death. Hence, her
mother’s death leads her to keep away from him. She has never written a single letter
to him or met him.

Her thoughts about her way of living appear in her interior monologue in
example 31. After her mother’s death she wants to renounce the world and to stay at
Ono where her mother is buried. Hearing of her desire, her father Suzaku worries
about her notoriety if she should become a nun to avoid the trouble of her relationship
with a man. He sends her a letter saying that she should reconsider hastily renouncing
the world, given that she has no guardian. At the same time, Yugiri orders her
gentlewomen to keep a close watch on her to prevent her from cutting off her hair.

31, T b TENEHTICTEE, AIOELTFHLHC T2 I NEL IFHLLER
T ERF, AME LS TEFTELNAIEDOEI% | LETIE ZOXRED
T b LIoEITT, (NKBZ 4: 449) (SNKBT 4: 138)
---- and anyway, she wondered, what makes my fate so important that I am entitled to act in
secret like a silly child or to shock those to whom I still matter with the news of what I have
done? She therefore never carried out what she had planned. (T: 743) (Chapter 39)

The first half of her interior monologue passage shows that she accepts the
impossibility of becoming a nun with resignation. In the latter half, the subject of
obosumajikanbeki (shadowed) is Suzaku, because of the honorific expression. Hence,
the latter half of her interior monologue can be interpreted as meaning that she
assumes that Suzaku accepts the rumour about her relationship with Yagiri.
Becoming a nun or marrying him is the only choice. It would seem that when Suzaku
forbids her to renounce the world, he accepts her marriage. The editor of Mingonisso
supports this interpretation.® The narrator describes her as not carrying out her plan
to become a nun. She recognises that she has no choice but to accept marriage.

Her feeling about her looks, especially about her hair, appears in interior

monologue to the effect that she does not want her hair to be seen.”® She has suffered

% Nakanoin 1982, pp.727-728.
PNLEDOFE~R, NMCRDREHY SFITHLH BT, (NKBZ 4: 449) (SNKBT 4: 137) (Chapter 39)
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from a sense of inferiority regarding her beauty ever since her late husband neglected
her, and now she feels this inferiority again. She seems to anticipate that her hair will
be seen.

Meanwhile, Yiigiri becomes irritated with his situation, for Ochiba has never
shown the slightest affection for him although he has waited to be given her heart by
being kind to her. His interior monologue passages in example 32 show his thoughts

and feelings.

32. T (1) ARZoWREA4O, fAPEHRPRBIZEOOFEy, LEMSXT, S0
DBODRSRENCZZE] LR LELIZTE, oK OHEORY 2H7n b
Wb OLNOEZATEIFTT, (2) EFEFROBLEES LS, hOo—&KIENY D
BRALE L HA~EZAHINIHT, 2 LT FEFTEIFL, S LT
D, (NKBZ4:433) (SNKBT 4: 126)

Why was he still so intent on upholding the lost cause of her honor? He might as well do as
others did and have his way with her at last. He would no longer argue the matter with his
wife. He would appeal to the authority of the reproachful letter that single night had earned
him, even if Her Highness hated him for it. No she would not succeed in presenting herself as
unblemished. (T: 735) (Chapter 39)

The interior monologue passage (1) shows that he decides to make advances to her
like other men without care for her reputation. Interior monologue (2) shows his new
strategy of employing her mother’s last letter to force her to yield.

Ochiba has neither seen him nor replied to his letter; however, people
including Genji and To no Chiijo know about their relationship, hearing that Yugiri
has sponsored the anniversary of the forty-ninth day after her mother’s death. He

makes use of rumour, in comparison with Kashiwagi’s dire fear of it.

Characteristics of the Relationship between Yugiri and Ochiba

Yigiri plans to carry on his relationship with Ochiba as an established fact.”’ Ytgiri,
like a husband, has taken the south side of the east wing in her Ichijo residence for his
own use and receives Ochiba when she returns home. At night he forces her

gentlewoman, Koshosho, to usher him into Ochiba’s chamber. Realising this, Ochiba

3

°! Interior monologue passages assigned to him show this: ‘----what else can I do? I shall imply a mild lapse on
her part and make sure that no one can tell exactly when it all began. It would be impossibly awkward to go back

to playing her with a lover’s tearful appeals.” (T: 742) (Chapter 39)
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locks herself in the retreat. She tries to put up a final resistance to him. He fails to
prevail on her to accept him and spends the night outside the retreat. This reminds the
reader of the comic scene where Ochikubo locked herself in the retreat to prevent the
amorous old man making advances to her in The Tale of Ochikubo. When dawn
comes, Yugiri reluctantly leaves after composing and sending a poem, but she does
not reply.

On the following night, he also finds her locked in the retreat. She still refuses
to receive him, although her gentlewomen persuade her to see and talk to him.
Koshoshao, who is prevailed on, leads him to the back door through which he can
enter the retreat. Partly threatening her with notoriety, which has already spread, he
persuades her to the inevitable and says: “They say people sometimes drown
themselves in disappointment: well, resign yourself to having leaped into the abyss of
my devotion!”** The following example 33 shows Ochiba’s attitude and Yagiri’s
state of mind at this moment.

33 HROMKRZHEZFLDOE K AT, LI EZLLEFFEZDETESIED, LFE
KWEIFLFIUE, TWweHeT, WhniE, WENSEF BT, WAL H S
Ab, DEPYICRYDNIE, BOOHLWLEK[ELHDZ, A ARED TITRD
ENEF, RBYES T WLARERLRL) HRLHE, SR HTr] LEVLD
12, (NKBZ 4: 464) (SNKBT 4: 149)

She had pulled a shift over her head, and the best she could do was weep. He pitied her from
the bottom of his heart. This is really awful! But why does she feel so strongly? Anyone
would show some sign of yielding by the time things had got this far, no matter how stubborn
she was, but no, a rock or a tree would be more easily moved. I suppose she has hardly any

karmic tie with me----that must be why she dislikes me so. It was just too much. (T: 748)
(Chapter 39)

Although she recognises that she has to accept him, she cannot bring herself to
receive him. She cries because she feels her lack of a protector, the rumour
circulating, guilt toward her deceased mother and a sense of inferiority about her
looks. However, he cannot understand her crying and attributes her stubborn
resistance to her lack of a karmic tie with him as shown in his interior monologue

underlined in example 33. He is at the end of his tether.

°2 (T: 748) (Chapter 39)

267



Chapter 6

Remembering that his marriage to Kumoi no kari has been a remarkably
peaceful one, he spends the night without courting her. Ochiba thinks of him as
impudent. He thinks of her as silly, but on the other hand he feels affection for her.
After they recognise their obstinacy with each other, it would seem that he has
relations with her, because the narrator depicts him as removing her garment,
smoothing her tangled hair and having his first look at her. Her thoughts are
presented in her interior monologue in example 34.

4. MBEDOZ LD LN LEZIZ, LORY B0 LY #AEFREIFICRIET L,

FDOEVIZE~Y LRAEEZBLHSWE, ELT 2OWVALIBNITLLHY S

Fa, LFLICTHRBVRAREBSH WAL HF-530 L, (NKBZ 4: 466)

(SNKBT 4: 150)

She remembered how the late Intendant, whose pride made up for his lack of any particular

looks, had sometimes made it clear that he thought her no beauty, and she wondered in shame

how he could tolerate the sight of her, now that she had lost what little attractiveness she had

once had. One way or another she strove to reconcile herself to her situation. (T: 749)
(Chapter 39)

To have had intercourse with Yuigiri reminds her of her late husband, Kashiwagi, who
always thought of her as plain. Her interior monologue underlined in example 34
shows her new anxiety that Yiigiri might lose interest in her because she is emaciated.
This new anxiety suggests she has now received him as a husband.

Thus, Yigiri gains Ochiba, the second princess of Suzaku, by both showing
his care and guardianship over her and making good use of the rumour about their
relationship. His gauche courtship sometimes produces humorous effects. The
relationship between Yiigiri and Ochiba is characterised as one in which a man finally
wins honour through his marriage to a princess and a woman compromises with him
because of rumour and insecurity. Hence, their relationship is not so much romantic

or passionate as realistic.

6.3.3 Characteristics of the Relationship between Yiigiri and Kumoi no

kari in the Triangle Involving Ochiba

Though Yigiri has a relationship with Ochiba, he also intends not to destroy his

relationship with his first wife, Kumoi no kari. That is to say, he wants Kumoi no kari
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to accept his new relationship with Ochiba just as Murasaki did with Genji’s
women.”” This view is supported by his conversations with Kumoi no kari and his
foster mother.”*

This section first examines Kumoi no kari’s thoughts and feelings about
Yugiri’s relationship with Ochiba by way of comparison with Murasaki’s in the
triangle involving Onna san no miya, discussed in section 6.1, to shed light on Kumoi
no kari’s characterisation. Next, it investigates the characteristics of the relationship
between Yigiri and Kumoi no kari comparing it with that between Genji and

Murasaki.

Kumoi no kari’s Thoughts and Feelings
This section examines how and what Kumoi no kari thinks about Yugiri’s
relationship with Ochiba by way of analysing three scenes: First, the scene where
Kumoi no kari’s state of mind is described by the adjective kokoroyamashi, secondly,
where she snatches the letter sent by Ichijo and finally, where she tries to win his
affection back again but fails.

The adjective kokoroyamashi, which shows Kumoi no kari’s state of mind,
appears in the following scenes. When Yiigiri returns home after playing the koto
with Ochiba, he finds all the lattice shutters down and everyone asleep, and says:

“Why is everything all locked up like this? It is so gloomy! To think that some people

3 Needless to say, Yiigiri cannot know Murasaki’s actual thoughts and feelings, as discussed in sections 6.1.2 and
6.1.3.

* Yiigiri says to Kumoi no kari: “What really sets off a woman is to stand out among a range of others and be
honored above them all. It keeps her young at heart, too, and it prolongs all the pleasures and tender moments of
life.” (T: 731) (Chapter 39)

He also says to Hanachirusato: “----why should I neglect her (Kumoi no kari)? Consider, if  may be so bold, the
case of all of you who live here (Rokujo). People value peace above all. Ill temper and querulous ways may harry
one into temporary retreat, but they cannot b allowed to rule one’s life, and there is certain to be trouble between a
couple when some sort of incident crops up. As far as that goes, the disposition of the lady in the southeast quarter

(Murasaki) is rare in many ways, ----"" (T: 745) (Chapter 39)
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are not even watching the moon!”®> His words suggest that he unconsciously
compares daily life at his home with the elegant atmosphere at the Ichijo residence.
Hearing his words, Kumoi no kari ignores him. The narrator depicts her state of mind
as kokoroyamashi, which the Iwanami Kogo dictionary defines as expressing a sense

% The adjective

of inferiority and displeasure when one admits one’s defeat.
kokoroyamashi also appears in Kumoi no kari’s interior monologue in example 35,

when Yigiri returns home after having his secret meeting with Ochiba.

35. LD IE, DD EHEEOT LEIFZOME T, LRELEMEATE~DIT, D
DRIICTEEL THEWH HILL DD, DRBOMEIZENLTZE~D, (NKBZ4:
413) (SNKBT 4: 111)

His wife had heard a little about his stealthy expedition and did not like the news at all, but

she feigned ignorance and lay down in her day sitting room where she distracted herself by
playing with her children. (T: 730) (Chapter 39)

In the scene in example 35, the narrator places Kumoi no kari in her everyday life and
contrasts the two women. The adjective kokoroyamashi in her interior monologue
also shows her feeling of a sense of inferiority to Ochiba, who is endowed with
elegance and differentiated from her in lineage.

In the second scene, being worried about her daughter’s relationship with
Yigiri, Ichijo sends a letter to him. He has difficulty reading it because of her
illegible hand, causing him to seem overly obsessed with it. Kumoi no kari snatches it
from over his shoulder jealously. In comparison with Murasaki, who decides not to
say an unkind word in protest and not to have people gather that she is sulking when
she is informed about Genji’s marriage to Onna san no miya, Kumoi no no kari does
not conceal her emotions, especially her displeasure and jealousy. After listening to
his explanation that it comes from his foster mother and seeing the handwriting, she
decides without reading it that it is not a love letter. This is because she is ashamed of
her behaviour. Her eccentric behaviour shows her jealousy and simultaneously also

shows her impetuous, open and artless character.

% (T: 702) (Chapter 37)
% Ono 1974, p.483.
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Finally, the scene where she sends a poem to him is investigated. When she
sees her husband in agony after Ichijo’s death, she sends a poem saying: “How am [

to take the sorrow I see you feel, that [ may soothe you. is it the living you love, or is

99 97

it the dead you mourn Her poem shows clearly that if possible she wants to

soothe him and win his affection back again. It is very rare for a woman to send a
poem first, even if they are a married couple. This underlines the seriousness and
urgency of her situation. However, Yiigiri coldly answers that he feels sorrow in
general, and leaves home for Ono where Ochiba lives, in contrast with Genji who
always tells Murasaki of his love for her. Seeing him return home late at night, she is

hurt. Example 36 shows her thoughts and feelings.

36. RIFFEORNITLELS, [T (1) HIDBNLEHRLELRHY, (2) LIV E
LDHEROOCE~DARERDOD AL Z, L b T NEDTEEFUIOEHTOD, O
IO FHVWELRELDOICEVLE~D, DAL, (3) FbH, #LY L
OO0 RE LT, ABBBINTARNRESLTEL, (4) #HOFIZH Lo
SHIEA~E, BUIOLLEVIFLDETEDY, DT EHXBDIZLIZE~D
T, HYHY TIRICHEPE LEHERH LT R E, WEWIZIBENTZEAND,
(NKBZ 4: 438-439) (SNKBT 4: 130)

To put it plainly, his wife was furious. He seems to have lost his mind! I suppose he is
thinking of those paragons at Rokujo, who have long taken this sort of thing for granted, and
making me out to be brash and forward----well, I cannot help it! I would not mind so much
either, if I had been used to it as long as they; in fact, things might have been a lot easier that
way. Everyone, including my family, thought I had the most perfect luck, what with his being
such a model of devotion, but now it looks as though all these years may only end in
humiliation! She was deeply wounded. (T: 739) (Chapter 39)

Her interior monologue passage shows that (1) she sees him as deeply in love with
Ochiba; (2) she expresses dissatisfaction about his admiration for Genji’s women; (3)
she cannot get used to sharing the status of wife; and (4) she feels humiliated by
losing her reputation for having made a fortunate marriage. Thus, she acknowledges

that she can do nothing to force him to abandon his love for Ochiba after all.

9 (T: 737) (Chapter 39)
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Characteristics of the Relationship between Yiigiri and Kumoi no kari in the
Triangle Involving Ochiba

The characteristics of the relationship between Yiigiri and Kumoi no kari in the
triangle are here examined in comparison with those between Genji and Murasaki in
the triangle involving Onna san no miya.

When Yigiri returns home after having spent the night at Ichijo, Kumoi no
kari is resting and does not meet his eyes. When he pulls the bedclothes off,
pretending not to be ashamed of his conduct, she quarrels with him. She does not
conceal her emotion. Open, vivid and somewhat humorous quarrels take place. She is
consumed with jealousy and anger, and says: “----Just oblige me and die! /'m going
to! I can’t stand to see you, and I don’t want to hear about you. Who knows what you
would be up to once I was gone?””® He takes the edge off her requests calmly,
jokingly and soothingly, reminding her about the beginning of their love and the
depth of their marital bond. As he sees that she is soothed, he feels affection for her;
nevertheless he leaves the house to visit Ochiba.

Meanwhile, Kumoi no kari is described as follows.

37. =5RE. (1) R e I (2) SLHREFLE ZEZPOFEHEALON, FHAD

DEDIF2 T el lete, LT UIFTEZ LRV ITY | LERALSDLHL T,
(3) WIASFZLTCIORDFSERL, LERLTFIT, KRE~FE~Tr & THE

DIEEFMNIT 2%, ZHORICBIF T EEREICHELIZES> T, 72 LHDA
WNEATFHCE ST, OO IZHAZIED 72 F1X7, (NKBZ 4: 467-468)
(SNKBT 4: 151)
----the lady at Sanjo decided that this must be the end. Why, he would never! She had once
told herself, but now she felt as though she had personally tested the adage that the
truehearted man who falters is lost for good, and she wanted to see no more of this outrageous
behavior. She therefore went to her father’s on the pretext of a directional taboo. The

company of the Consort, who was then at home, gave her some relief from her cares, and she
did not hurry back as she usually did. (T: 749-750) (Chapter 39)

Her interior monologue passages (1) and (2) show that she understands her happy
marriage, in which her husband values her highly as his wife, will end. The narrator
depicts her as having full knowledge of the husband-wife relationship in a way

similar to the description of Murasaki when she desires to renounce the world,

% (T: 746) (Chapter 39)
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discussed in 6.1.3. Unlike Murasaki, she decides to leave home instead of becoming a
nun. She will avoid seeing his behaviour, as shown in her interior monologue passage
(3). However, the description of her in the following narratised discourse shows that
her decision is absorbed into the ordinary incidents of daily life at her father’s
residence. This description also implies that she is under the strong protection of her
father, the Retired Minister.

Yigiri’s interior monologue in example 38 appears when he spends the night

alone because of Kumoi no kari’s absence.

38. HRLOHZERD ZH0 R EBOSD, BLEHEANICAEIZEOTHL T, £,
WNCELELD BAS RO & Z 4, RThob o < LaliE, Wb A,
MORIBRDZILENPLIBIFPHARE, bOED L) BIFRTZE S,
(NKBZ 4: 469-470) (SNKBT 4: 153)

How strangely these days I am caught betwixt and between! he thought, putting the children
to bed beside him. He wondered what anguish she must be suffering, at Ichijo. Who could
possibly enjoy this sort of thing? He felt miserably that he had learned his lesson. (T: 750)
(Chapter 39)

His interior monologue passages underlined show his thoughts on the results of his
love affair. He feels ill at ease, because his relationship with Ochiba is not stable even
though he at last has had intercourse with her, and simultaneously his old wife,
Kumoi no kari is jealous and leaves home. Moreover, he feels regret that his interest
in Ochiba leads him astray, even though he has longed to have amorous affairs like
other nobles, especially his father, Genji.

It can be seen that the relationship between Ytgiri and Kumoi no kari is a
typical and average one in the polygamous system, in which serious-minded Yugiri
desires to have a princess as his wife without collision with Kumoi no kari, but on the
other hand artless Kumoi no kari, unaccustomed to her husband having love affairs,
expresses her displeasure and jealousy and acts just as she thinks without hesitation.
Thus, their relationship in the triangle is characterised as everyday in comparison
with that between Genji and Murasaki in the triangle involving Onna san no miya.
Genyji’s sharing of his nights equally between Murasaki and Onna san no miya leads
Murasaki to recognise her dire situation, and as a result she falls fatally ill. In contrast,
the narrator reports later (in chapter 42 “Niou”) that Yigiri has moved Ochiba to the

northeast quarter in his Rokujo estate and then punctiliously divides his nights, fifteen
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each every month, between Kumoi no kari and Ochiba. This is done to humorously

show his soberness.

6.3.4 Summary

This section explores the central characters’ thoughts and feelings, the characteristics
of the relationship between Yugiri and Ochiba and those between Ytgiri and Kumoi
no kari by way of analysing conversations, letters and interior monologue passages
and comparing them with those in the previous man-woman relationships. They are
summarised here from the viewpoint of form and content.

The conversation between Yiigiri and Kumoi no kari, when he removes
Kumoi no kari’s bedclothes after returning home from Ochiba’s Ichijo residence, is
striking in its representational vividness. She expresses her anger and jealousy, and he
expresses his thoughts with jokes to soothe her, reminding her about their initial love
and their strong mutual bond. Their conversation realistically presents a typical
quarrel in the husband-wife relationship. Such a conversation never occurs in the
man-woman relationships involving Genji. It can be seen that this contributes to an
aspect of the significant role of conversation in part 2.

Next, characterisations of the central characters in this section are summarised
here. First, Yigiri is characterised as a new type of male character who decides to
wait until Ochiba will give her heart to him while being kind, and swearing to do
nothing further without her permission in their secret meeting. Such a male character
has never appeared before in the tale and seems to be a prototype of Kaoru in part 3.
Secondly, Ochiba is characterised as a woman who tries to confront the fear of
rumour because she believes in her unsullied integrity in following her conscience. In
this respect, she is also regarded as a new type of female character. However, her
decision is nullified when her beloved mother believes the rumour and makes an
effort to place her daughter’s secret meeting with Yugiri within a process of formal
marriage. Finally, Kumoi no kari is characterised as a woman who expresses

displeasure and jealousy and swings into action without exercising self-control. Her
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characterisation is clearly contrasted with that of Murasaki, who decides to conceal
her emotion about Genji’s relationship with Onna san no miya, as discussed in
section 6.1.

Moving on to the characteristics of the relationship between Ochiba and
Ygiri, first, the contradictory secret meeting is a distinguishing characteristic in their
relationship. That is to say, even though a secret meeting customarily means having
intercourse with a woman as a natural consequence, Yigiri does not have relations
with Ochiba owing to his singular personality. The process of the secret meeting,
including his tactless words, creates a humorous atmosphere. Secondly, it is a
characteristic that Ichijo plays a key role in their relationship. Following her
misjudgement she sends a letter to Yiigiri to protect her daughter’s honour and dies.
Her death places Ochiba in a contradictory situation, since she refuses Ytgiri but is
also bound in duty to marry him. In addition, it should be noted that Ichijo’s death is
narrated by way of characters’ misjudgement and hesitation in a way similar to the
description of the revelation discussed in 6.2.2. Finally, it is a characteristic that
Yigiri’s relations with Ochiba are narrated in a humorous scene, accompanying the
sorrow of her unavoidable choice of way of living.

The relationship between Yigiri and Kumoi no kari is firm and secure in
comparison with that between Genji and Murasaki: Kumoi no kari is his legitimate
wife and has borne seven children, and she is under the protection of her husband and
her father. Her circumstances are contrasted with those of the childless Murasaki who
is not Genji’s legitimate wife but under the protection only of Genji. Hence, Kumoi
no kari can regard Ytgiri’s relationship with Ochiba as less serious than Murasaki’s
situation with Genji, although Kumoi no kari, like Murasaki, suffers from it. The
relationship between Yigiri and Kumoi no kari can be characterised as one that has
dragged the type of relationship between Genji and Murasaki down to the position of
everyday life. Thus, the man-woman relationship in the triangle involving Ochiba,
Yugiri and Kumoi no kari is narrated so as to humorously and relatively contrast with
that involving Onna san no miya, Genji and Muraski, in short, it is narrated as a

parody of Genji’s relationship in the triangle.
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6.4 Characteristics of Both Murasaki and Genji’s
Final Thoughts about Their Lives

The story of this section, of which the subject is Murasaki’s death and Genji’s grief,
directly follows the plot concerning the relationship between Genji and Murasaki in
the triangle involving Onna san no miya, discussed in section 6.1. The two stories of
the man-woman relationship in the love triangle, namely that involving Kashiwagi,
Onna san no miya and Genji, discussed in section 6.2, and that involving Ochiba,
Yugiri and Kumoi no kari in section 6.3, were narrated during Murasaki’s illness.
Part 2 of the tale ends with an account of the relationship between Genji and
Murasaki. This section examines both Murasaki and Genji’s final thoughts about their
lives by analysing interior monologue passages and free direct discourse assigned to

them.

Murasaki’s Thoughts

After the ladies’ concert at Rokujo, Murasaki tells Genji of her desire to renounce the
world again, but he does not grant her wish. Seeing him off to Onna san no miya’s
chamber, Murasaki listens to tales read aloud by her gentlewomen. Comparing Genji
with the hero, she recognises that she lives in uncertainty.” Abe Akio suggests that
when Murasaki realises how precarious her life is, she recognises that there is another
kind of life, one grounded in the Buddhist teachings.'™ However, she will not
renounce the world without Genji’s permission. Despite her Buddhist aspiration, she

therefore sacrifices herself for Genji’s sake.

% See her interior monologue passage in example 10 as discussed in section 6.1.3.

190 Abe 1989, p.252.
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Murasaki’s thoughts about her life, or rather a woman’s life, are examined by
way of analysing interior monologue passages assigned to her. The interior
monologue passages underlined in example 39 appear when Genji remarks that he is
worried about what will happen to Murasaki after his death, on hearing the rumour

about the relationship between Ochiba and Yigiri. Maruyama Kiyoko FLILIF 3+

claims that the latter interior monologue passage in example 39 cannot be attributed
to Murasaki but belongs to Genji.'”' The reasons for her attribution are summarised
as follows: (1) It shows that Genji pities Ochiba and Kumoi no kari for their destinies
and then thinks about restrictions on women’s lives in general and the future of his
granddaughter, the First Princess. If it is attributed to Murasaki, there would be a
distance between her and Genji, but she is characterised as a woman who never thinks
apart from his thoughts. (2) As it expresses restrictions on women’s lives objectively
and logically, it is too dry and prosaic to be attributable to Murasaki. (3) It contains a
manly outsider’s tone, for example aware narubeki monowa nashi (shadowed in the
example) equivalent to ‘there is nothing so pitifully----". (4) The phrase mugon taishi
toka kohoshibara no kanashiki koto ni suru (shadowed in the example) equivalent to
‘like that Silent Prince the (low-ranking) monks cite’ is not suited to women’s
vocabulary and the figurative expression.

However, Maruyama’s views (2)-(4) on representation are based solely on her
sense and intuition, and are not demonstratable, even if the expressions are indeed a
dry and prosaic style, and contain a manly outsider’s tone, or are not feminine.
Interior monologue passages in example 39 are analysed from the viewpoint of
content, challenging Maruyama’s claim.

39. D BARO T, [EL, SETEHELMLLEFSEICI) EELED,
F(1) ZiE»Y, 2L TRTEELEIAEY, BT bDIFR L,
(2) LbODOHIFIN, ZVENLEZ LEZLRAOBIFICFEAVEAZRETR
X, AIZoF Ty, HHZRDIZ2IEX LE L, EhxitoohSha blte&Z
%, (3) BENZHLOOLEHLT, SESNORIFICLLO0EZLTH, AIFL
TR, WEOELNERE DTS LT, (4) DIZORFED T, M
EALED, NERMELDELE I LICT L EDL VDRI, HLEFRLEXF
ZEOMY RN L, S50 L, (5) bALAaRLEL, LXFE

1% Maruyama 1983, p.401.
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WIEWN T OREE| LELOSHLTH, A, 2L —DEOHZDRY,
(NKBZ 4: 441-442) (SNKBT 4: 132-133)

----at which she blushed and wondered unhappily just how long he expected to leave her on
her own. Ah, she reflected, there is nothing so pitifully confined and constricted as a woman.
What will reward her passage through the world if she remains sunk in herself, blind to life’s
joys and sorrows and to every delight? What will brighten the monotony of her fleeting days?
And will she not bitterly disappoint the parents who reared her if she turns out hopelessly dull
and insensitive to anything around her? What a waste for her to shut herself up in her thoughts,
like that Silent Prince the monks cite as the patron of their own trials, and when she knows the
good from the bad to say nothing at all! How to strike the proper balance? These questions
absorbed her now only for the sake of the First Princess. (T: 741) (Chapter 39 “Yugiri”)

First of all, it can be seen that the latter long interior monologue passage is related to
the former short one in Murasaki’s stream of consciousness. The former interior
monologue passage can be attributed to Murasaki, because the subject of the
predicate to omoitari (thought) modified by onkao uchiakamete (blushingly) is
Murasaki. It shows that Murasaki accuses Genji of worrying about her life after his
death, that someone will court her, like Ochiba. Hearing of his worry, Murasaki’s
thoughts seem to flow from both Ochiba and her situation into the subject of
women’s restricted life. That is to say, she thinks about women who must be always
placed under the protection of men. It is understandable that Murasaki ruminates on
women’s restricted life, because she has also suffered from a love triangle and the
impossibility of gaining Genji’s permission to renounce the world. Thus, it can be
seen that the two passages are deeply connected by Murasaki’s stream of
consciousness.

Motoori Norinaga regards the latter passage as showing Murasaki’s thoughts
and explains her chain of thoughts, making a connection with the word mono no
aware (touching/moving things in general).'” However, it would seem that mono no
aware in her interior monologue passage means not only deep feeling in general but
also love, which is deeply related to a woman’s life. From this perspective the latter
interior monologue passage is examined according to the above five divisions in the

example.

%2 Motoori 1969, pp.209-211.
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Part (1), translated into ‘there is nothing so pitifully confined and constricted
as a woman’, expresses lamentation over a woman’s restricted life, which seems to
capture the essence of Murasaki’s thoughts. Part (2) can be understood as meaning
that if a woman does not understand love and shuts herself away from the man-
woman relationship, she cannot hope for respect but must resign herself to drab
tedium. Part (3) indicates that parents rear a girl on the premise that they will marry
her to a man; hence, if she does not understand love between man and woman, in
other words if she becomes an unfeeling creature, her parents will be chagrined. It
can be seen that mono no aware in part (2) and mono no kokoro in part (3) clearly
mean love in the sense of a man-woman relationship. In contrast, it would seem that
ashiki koto (the bad) and yoki koto (the good) in part (4) are used in a broad and
general meaning related to mono no aware, namely that of a touching/moving thing.
Part (4) means that if a woman recognises the good and the bad in touching/moving
things but keeps silent to avoid being criticised, she will feel depressed. In part (5)
her thoughts conclude with the realisation that she cannot maintain a balance.

The latter interior monologue passage as a whole shows lamentation over a
woman'’s life: Marriage or her relationship with a man is a prerequisite for a woman.
Only through this can she lead a worthwhile/fulfilling life and acquire honour, but
simultaneously she is required to keep silent in almost all respects. It can be seen that
this lamentation arises from Murasaki’s own experience and the rumour about Ochiba.
Hence, it can be attributed to Murasaki not Genji. Additionally, the narrator describes
Murasaki as thinking, apart from Genji’s thought, about the First Princess who is
going to live a woman’s life. There would seem to be a certain gap between Murasaki
and Genji, though Maruyama argues differently. Murasaki ponders women’s life with
sad resignation, apart from Genji’s thoughts about her. The gap, which shows a

distance in their thoughts, provides the characteristic of the relationship between them.
Genji’s Thoughts

Meanwhile, Genji, who has never allowed Murasaki to renounce the world, tells her

about the reasons for his refusal. These are summarised as follows: (1) He has also
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longed to renounce the world but held back because he has thought about Murasaki’s

loneliness and the loss of her status under his protection. Hence, he requires her not to

103

renounce the world unless he does. ™ (2) As his greatest joy is only to be with her, he

requires her to see his devotion through to the end.'® Moreover, the narrator

presumes that it will be more painful for him to see her in nun’s habit than to part

105

from her at the end of life, "~ and that he thinks that if they take their vows they will

never see each other in this world and he cannot bear this situation.'*® Genji’s refusal
shows his egoistic or rather earthly love for Murasaki. Genji’s love for Murasaki can
be called attachment to love, which needs to be abandoned from the Buddhist
viewpoint. However, he cannot bear to abandon his primitive love. That is to say, he
wants to be with her as long as she lives.

Murasaki’s following interior monologue (underlined) and her poem
(shadowed) (1) in example 40 show her state of mind.

40. NIMVDOREHDE BN EINL EROE A E~LEKEAE RICESBLEL
<L DOIZWIZE LR A L ST, HidnZeiud,
(1) BLEAZEFELFDRE L OTHITRIZAHTED 23D 5 13F&
FIZZ, i~ LEL9 bbb, KE~bNed, 20 S~ FONRTE %,
RH7ELEEOTY,
(2) RRBHIETHERAEHOZSBEOMICB I NELDITERT AR
& T, HIREZHLOH~T=F1X7, (NKBZ 4: 490-491) (SNKBT 4: 170-171)
With a pang she saw how happy her little reprieve had made him, and she grieved to imagine
him soon in despair.
“Alas, not for long will you see what you do now: any breath of wind
may spill from a hagi frond the last trembling drop of dew.”
It was true. Her image fitted all too well: no dew could linger on such tossing fronds. The
thought was unbearable. He answered while he gazed out into the garden,
“When all life is dew and at any touch may go, one drop then the next,

how I pray you and I may leave nearly together!”
He wiped the tears from his eyes. (T: 759) (Chapter 40 “Minori”)

Her interior monologue, underlined in the example, shows that she thinks tenderly of
him, feeling anxious about his grief when she dies. It would seem that she does not

grieve over her own death but turns her love toward him. The word aware in the

193 (NKBZ 4: 195) (SNKBT 3: 320) (T: 632) (Chapter 35)

191 (NKBZ 4: 199) (SNKBT 3: 351) (T: 646) (Chapter 35)

195 (NKBZ 4: 205-206) (SNKBT 3: 356) (T: 648) (Chapter 35)

196 (NKBZ 4: 480) (SNKBT 4: 162-163) (T: 755) (Chapter 40 “Minori”)
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narratised discourse also shows her affections toward him. Her poem, shadowed in
the example, indicates her awareness of her coming death. Genji, who has refused to
allow her to become a nun, will not try to prevent her from leaving the world and
accepts her death. His poem, shadowed (2) in the example, conveys his desire to die
at the same time as her. The following morning Murasaki dies.

Genji’s final thoughts about both his life and the deceased Murasaki appear in
his interior monologue in example 41 and in his free direct discourse in example 42,

respectively.

41 AL THEETH, ROTLHHRL, FV SR THALES LIZE S, WICL
~NEVEFOHY SEFHR LSS5I, T (1) HIZRWLIEEZIFLH T, AIZiT
RV ILHRPE, WiETREFELY, BLIEREMEZBOMD AL E
DIFTHOEECTL2H%, (2) LBBETLT, (3) DNIKRLIFIT LS B
HHLLBEFPLEL S EZROLD 7R, (4) A1, ZOHIZ) LHADEEZ LI
5320, OEBBIATOECBOLERAEY LI 5H5F L&z, Vel
ZIOASGRELEEMNITUL, BIFAEICH A BTLR] ERORELE X,
TZOBROTZ LoDl BEEE~] &, ML Z &L TEDOV 2 F
5, (NKBZ 4: 499) (SNKBT 4: 176-177)

Waking or sleeping, Genji’s tears never dried, and he spent his days and nights swathed in fog.
He reflected, looking back over his life: Everything, beginning with my face in the mirror,
assured me that I resembled no one else, and yet the Buddha encouraged me even in my
childhood to understand the sorrow and treachery of life, and I bore these bravely, until now

at last at last I suffer a grief unknown before or ever again. Nothing in this world need

concern me anymore, and there is nothing to deter me from devoted practice, but this despair
could make my chosen path difficult to follow. In his trouble he prayed to Amida, “ I beg you,
allow me to forget something of my pain!” (T: 762) (Chapter 40)

Genji’s thoughts about his life are here analysed according to the above four divisions
in example 41. Part (1) shows the recognition that his extraordinary looks, gifts,
status and so on seem to single him out for unusual honours but simultaneously the
Buddha means him to know the sadness and transience of human life. A similar
awareness has already appeared when he thinks back over his life and tells Murasaki
about it, as discussed in section 6.1.3.'7 Abe Akio confirms that, although he is

universally recognised as a person who has lived in splendour, Genji realises that he

197 Genji says to Murasaki, “As for me, 1 grew up from my earliest youth amid grandeur that others never know,
and now I enjoy such honor as has seldom been known before. At the same time, though, I have also seen more

tragedy than most.” (T: 645) (Chapter 35)
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has had a great deal of sorrow and gloom.'®®

Abe’s idea comes from his analyses of
Genji’s interior monologue above and his conversations appearing in chapters 35
(“Wakana ge”) and 41 (“Maboroshi”). Moreover, Abe asserts that Genji’s
understanding of his life is similar to those of Fujitsubo and Murasaki; hence these
are derived from thoughts of the author of the tale.'” Although it is not certain
whether their perceptions of their lives are derived from the author’s thoughts, it is
certain that Fujitsubo and Murasaki, in being aware of death, allude to their sorrow
which seems to be related to their relationships with Genji and their glorious life
which people regard as being at the zenith of their prosperity, discussed in sections
5.1.4 and 6.13, respectively.''® However, it would seem that Genji’s sorrow is
differentiated from theirs. Genji’s sorrow is brought on by death, as mentioned by

such scholars as the editor of Mingénisso and Tamagami Takuya.'"!

Hence, it can be
seen that Genji’s sorrow is not brought on by his relationships with women. Part (2)
implies that Genji has lived in the world as a layman, as mentioned by Abe.''* Part
(3) suggests that his experience of Murasaki’s death leads him to desperate grief.

Finally, part (4) indicates the impossibility of his renouncing the world: There is no

1% Abe 1989, pp.176-197.

199 Ibid,, pp.219-220.

19 The following Fujitsubo and Murasaki’s interior monologue passages show their sorrow, respectively.
EEEt, oz WS AR, LOFIZENTESZ LB ANTE XD I 5 (NKBZ 2: 435)
(SNKBT 2: 229)

----she understood on silent, sustained reflection that whereas she had stood above all others in high destiny and

worldly glory, she had also suffered more in her heart. (T: 353) (Chapter 19 “Usugumo”)

FiZ, OEFEO22R091C, ANEV ZLRDBEMLHV T LH2NE, AOBONR- AR &I
T2 b OBOBEN R 2 TORHMRTe T 5 A, (NKBZ 4: 203) (SNKBT 3: 353-354)

Yes, it is true, as he said, that [ have enjoyed better fortune than most, but am I to end my days burdened with
these miseries that other women, too, find hateful and unendurable? (T: 647) (Chapter 35 “Wakana ge”)

"1 In the matter of ‘the sorrow and treachery of life’, the editor of Mingonisso enumerates the deaths of
Genji’s mother, his grandmother, his father, the Kiritsubo emperor, Yiigao, Aoi and Fujitsubo; while
Tamagami cites Genji’s mother, Kiritsubo no kdi and Fujitsubo. (Nakanoin 1982, p.765. and
Tamagami 1967, p. 129)

12 Abe 1989, p.170.
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obstacle to doing so after Murasaki’s death; nonetheless, he cannot enter the path he
has longed to take because of extreme grief. The grief, which becomes a new obstacle
to renouncing the world, can be regarded as attachment from the Buddhist view, but
on the other hand it shows his realisation of his love, that no one was more important
in his life than Murasaki.

Genji’s thought about the deceased Murasaki in example 42 is here analysed.

2. 220 X EEBLOERS 2D @UC2FTH, SLLHVITFSEULNDITFHEICD
Foo, FIALDIROLHIBLIEZLZRADKE 2 RAT-FO LR EZH LTSS,
28T, HIESNICTH, FEFEOOCNTLELEZ LIZOTTH, SR RDHDL
ZRATCEDD T, MZLIZHH 959 USBIFELELIEA~RY L, A
DIEZLHNWE LI R TEORDBE, BUII TSI LE RN LnE, —
D2 321, Wbl H A, EELIED LIC, T2LICTHLEIELY 2F
DT LDV EIELIBLIBIEATZESLSSE, WLV LHEL LM LTZE S,
(NKBZ 4: 509) (SNKBT 4: 187)

Remembering from the depth of his present detachment how affairs he never thought would
last, some amusing and others genuinely painful, had sometimes put her in a temper, he
wondered why he had been so unkind, and he felt his heart burst with sorrow and regret at
ever having upset her. In her wisdom she had seen through him perfectly well, but even so,

she had never turned against him, although she worried each time about what might become
of her. (T: 767-768) (Chapter 41 “Maboroshi”)

The example consists of three parts: The part shadowed in the example can be
regarded as free direct discourse, because it appears after the phrase oboshi izuruni,
equivalent to ‘as/when he remembers’ and is from the viewpoint of the character,
Genji. Since it is inserted in narratised discourse, the example is divided into three
parts. First, the narrator depicts Genji in narratised discourse as developing his
Buddhist practice and remembering that Murasaki was often jealous. Secondly,
Genji’s free direct discourse shows his regret that she was hurt by involvements of his
affairs regardless of whether they were the trivial sort of dalliances or serious matters.
In the latter narratised discourse the narrator describes her disposition and attitude
toward his affairs. The narrator then explains that he feels a pang at what she suffered.
It would seem that he, who realised the truth of his love for her when he had lost her,
is considerate toward her great deal of pain. Overwhelmed by grief of her loss, he

lives only to reminisce about her.'"

'3 The narrator reports Genji’s renunciation of the world and his death as past incidents in the beginning of part 3.
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It can be seen that Genji’s thought on ‘the sadness and transience of human
life’ centres on Murasaki’s death, as if in contrast to Murasaki’s stream of
consciousness from her own experience to women’s restricted life in general. It
would seem that Genji’s devotion to his sorrow at her death, which prevents him
from renouncing the world, is contrasted with Murasaki’s sacrificial love for Genji,

which prevented her from becoming a nun.

6.5 Conclusion

Proposal of the Theme of Part 2 of The Tale of Genji

On the basis of what has been discussed in sections 6.1-6.4, this section first
summarises findings concerning the forms of representation, and findings concerning
the characteristics of the man-woman relationship woven by the central characters in
part 2. It then proposes the theme that underlies these relationships in part 2 of the

tale.

Findings Concerning the Forms of Representation in Part 2

With respect to the forms of representation in part 2, interior monologue is highly
significant in revealing the central characters’ thoughts and feelings in contrast to
what is revealed through conversation and written inserts (letters) in part 2. Interior
monologue acts as a corrective to the misapprehension occasioned by other types of
discourse in revealing true feelings and thoughts of the character; for example,
Murasaki’s interior monologue stands in contradiction to her conversation, to convey
her actual agony and sorrow over her relationship with Genji.''"* An intriguing
phenomenon appears in part 2, in which whatever meaning a conversation or a letter

has, once uttered or written down, it goes out of one’s control as, for example,

1" These interior monologue passages appear in examples 2 and 8 in sections 6.1.1 and 6.1.2, respectively.
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Genji’s words quoted by Sachiiben, and Yiigiri’s letter as misunderstood by Ichijo.'"
This underlines a distinctive feature of interior monologue, which always reveals a
character’s true feelings and thoughts. The interior monologue passages assigned to
the central male characters in part 2 particularly express complicated and subtle
thoughts and feelings in a way similar to those assigned to the central female
characters in part 1.''® The interior monologue passages, which appear when
Kashiwagi, Murasaki and Genji are aware of their approaching death and look back
over the past, not only show their thoughts about their lives but also provide clues to
the theme.'"’

Secondly, the narrator’s attitude in the narratised discourse in part 2 is
different from that in part 1. The narrator fully and openly depicts the secret meetings
----including those between Kashiwagi and Onna san no miya, and between Yugiri
and Ochiba---- like on-the-spot broadcasting, quite different from those between
Genji and his women in part 1. Furthermore, the narrator, who restored the
relationship between Genji and Murasaki whenever their desired relationship was
eroded by Murasaki’s interior monologue in part 1, observes and reports that a certain
distance has come between them in part 2. It would seem that these changes show the
narrator’s new attitude in which she takes things as they are.

Finally, the technique of the repetition of the plot or the circumstance of the
man-woman relationship in part 2 is slightly different from that in part 1. The
repetition in part 1 indicates successive characters and the development of the subject.
The repetition in part 2 mainly shows the contrast between two relationships. This
finding contributes to a better understanding of the central characters’ thoughts and

feelings and the characteristics of the man-woman relationships in part 2.

!> These examples appear in (NKBZ4: 24) (SNKBT 3: 216) (Chapter 34) and (NKBZ4: 411) (SNKBT 4: 110)
(Chapter 39).

1% These examples are Genji’s thoughts and feelings after his discover of the relationship between Onna san no
miya and Kashiwagi, Kashiwagi’s thoughts toward a death wish and Ytgiri’s thoughts after reading Ichijo’s letter.
"7 The interior monologue passages assigned to Kashiwagi, Murasaki and Genji appear as analysed in section

6.2.2, examples 40 and 42 in section 6.4, respectively.
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Characteristics of the Man-Woman Relationships Woven by the Central Characters
in Part 2

This part summarises findings concerning the characteristics of the man-woman
relationships in the three love triangles as discussed in sections 6.1-6.4, focussing on
the repetitions, including the contrasts, to form a solid base to approach the theme of
part 2.

Part 2 begins with an account of the relationship between Genji and Murasaki
in the triangle involving Onna san no miya and ends with Murasaki’s death and
Genji’s grief. Moreover, the story of the triangle between Kashiwagi, Onna san no
miya and Genji and that between Ochiba, Yigiri and Kumoi no kari are inserted in
their accounts and contrasted with the characteristics of the relationship between
Genji and Murasaki, showing their original characteristics. It can be seen that this
structure of the plot implies that the theme of part 2 is carried by the characteristics of
the relationship between Genji and Murasaki. This part summarises findings
concerning the characteristics of the man-woman relationships in part 2.

First, there is recognition that no one can stop a man loving or feeling strongly
interested in a woman even though he himself and people involved in his love suffer
greatly. Genji is intrigued by Onna san no miya because she is another niece of

Fujitsubo. He cannot stop being interested in her.''®

Neither Kashiwagi’s longing for
Onna san no miya nor Yugiri’s attachment to Ochiba can be stopped. Kashiwagi’s
love contrasts with young Genji’s love for Fujitsubo, while Ytgiri’s attachment
contrasts with senescent Genji’s interest in Onna san no miya. Genji’s marriage to
Onna san no miya brings him to the agony of being betrayed by her and to the loss of
his beloved Murasaki. It also leads Onna san no miya to loveless renunciation and
Murasaki to sorrow, resignation and death. Kashiwagi’s love for Onna san no miya

causes her to become a nun, him to fall ill and die, and Genji to be in agony. Yugiri’s

'8 His interior monologue passage as discussed in section 6.1.1 shows his thoughts, as follows.
----why had he let anything persuade him to try setting another beside her? He had imprudently allowed a wanton
weakness to get the better of him: that was why it had happened. (T: 593) (Chapter 34)
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interest in Ochiba also leads him to perplexity, her to the agony of accepting her
circumstances, and Kumoi no kari to jealousy.

Secondly, there are findings concerning new characteristics in the man-
woman relationships, namely those between Kashiwagi and Onna san no miya, and
between Yugiri and Ochiba: There are five new characteristics in the former
relationship: (1) Kashiwagi’s awareness that his love for her depends not upon his
fate but on his own creation and his conduct is to commit a sin from a moral
perspective, (2) his desire to have her confirmation of love by means of her word
aware, (3) his decision to destroy himself for love after Genji’s discovery of their
relationship, (4) Onna san no miya’s absence of expression of love for him and (5)
her insistence on carrying out the renunciation of the world without asking Genji’s
permission. In the latter relationship, Yiigiri’s promise to do nothing further without
her permission at his secret meeting with Ochiba is unique. However, these new
characteristics only show individuality in their relationships. It would seem that they
only indirectly affect the theme, because they are contrasted with characteristics in
the relationship between Genji and Murasaki. Additionally, the circumstances of
Onna san no miya, Ochiba and Kumoi no kari are also contrasted with that of
Murasaki, for example Onna san no miya’s decision to become a nun without Genji’s
permission, and Ochiba’s situation in which she cannot avoid accepting her marriage
to Yugiri and Kumoi no kari’s status as Yugiri’s wife.

Finally, it can be pointed out that the images of Genji and Murasaki in their
final relationship in section 6.4 symbolise an ultimate love in the man-woman
relationship in this world. Genji’s marriage to Onna san no miya produces a serious
crack in his precious relationship with Murasaki. Murasaki thinks about her life as
uncertainty ending with being worried about Genji’s relations with other women, and
furthermore laments the restrictions of a woman’s life.'"” There is a visible abyss

between them. However, she tries to get over her sorrow and grief by dint of both

19 Murasaki’s thoughts appear in her interior monologue passages in examples 10 and 40 in sections 6.1 and 6.4,

respectively.
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accepting the impossibility of becoming a nun as her fate, and thinking of him apart
from a sense of self. It would seem that she decides to live the rest of her life devoting
herself to her love for him. After her death, Genji thinks about his life, that he has
reached the zenith of his prosperity but simultaneously known the sadness and
transience of human life. Despite his desire, he does not renounce the world; he bears
up under the sorrow over the loss of her through both recognising her pain and
reminiscing about her. Neither Murasaki nor Genji renounce the world, but live their
lives devoting themselves to their love in this world. It can be seen that the

relationship between Genji and Murasaki embodies the theme.

Proposal of the Theme of Part 2

On the basis of examination of the characteristics of the relationships between the
central male characters and the central female characters, especially the relationship
between Genji and Murasaki in part 2 of the tale as discussed in sections 6.1-6.4, the
theme underlying these relationships can be proposed as follows: Granted that love
hurts a man who falls in love and people involved in his love, that love cannot be
stopped. Being loved brings happiness and honour but simultaneously sorrow and
agony to a woman. Love means ambiguity and contradiction; even so, people live by
their love in this world. The psychological distance between man and woman in the
male-female relationship is inevitable. The only way to overcome the distance is

selflessly to respect one’s partner in life.
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CHAPTER 7
CONCLUSION

This study concludes with the proposal of the overarching theme of parts 1-2 in The
Tale of Genji. This theme is based on the themes proposed in chapters 5 and 6 by
analysing the characteristics of the male-female relationships woven by the central
characters. Exploration of these themes is grounded in close textual analysis,
especially analysis of interior monologue. To this end, the thesis has proposed both
categorisation of discourse establishing the criterion for and definitions of categories,
critically reviewing previous studies. It has also established the concept of the
narrator and proposed the narrative structure of the tale, which is accompanied by the
concept of the narrator. Additionally, the central characters are identified by
quantitative analysis of interior monologue assigned to each character.

This chapter, first, proposes the theme of parts 1-2 as a whole, that is to say
the theme underlying the male-female relationships in chapters 1 “Kiritsubo”-41
“Maboroshi” where Genji is regarded as the main male character. Next, it discusses
the significance of (1) the establishment of the concept of the narrator, (2) the
proposals of categorisation of discourse and definitions of categories and (3) a new
method of identifying the central characters by way of quantitative analysis of interior

monologue. Finally, it suggests areas for further research.

7.1 The Proposal of the Theme in Chapters 1-41 of Genji

This section proposes the theme underlying chapters 1-41 (parts 1 and 2) on the basis
of the themes of parts 1 and 2 proposed in chapters 5 and 6, respectively. The theme
proposed here sheds a new light on The Tale of Genji, because there have been few
studies on the theme of the tale since the first commentary was written in the 12

century, as discussed in chapter 1 of this thesis.
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Chapter 5 has examined the characteristics of the male-female relationships
woven by Genji and the six central female characters, Fujitsubo, Utsusemi, Rokujo,
Murasaki, Akashi and Tmakazura, and proposed the theme of part 1. The theme has
been proposed as the ideal in the male-female relationship, in other words the pursuit
of Genji’s desired male-female relationships, and the reality of the discrepancies in
thoughts and feelings between man and woman, in particular the reality of women’s
sorrow in their relationships. The theme of part 1 consists of two seemingly
contradictory subjects. The former subject is supported by narratised discourse,
conversation and interior monologue assigned to Genji, while the latter subject is
underpinned by interior monologue assigned to the central female characters. The
narrator in part 1 has a distinctive tendency to depict Genji’s desired male-female
relationships as being beautiful or ideal (what a relationship should be), but
simultaneously quotes the female characters’ interior monologue passages, which
erode these. The latter subject coexists with the former in a way similar to the
technique of kasane no irome (a colour created using a layer of two different colours
of sheer cloth), in which the reality of women’s sorrow apparently appears under
Genyji’s desired relationships.

The attitude of the narrator in part 2 is different from that of the narrator in
part 1 in that she depicts things/facts as they are. The following examples show her
typical attitudes in part 2: she quotes long conversations uttered by characters
concerning the male-female relationship to set up the situation, describes the secret
meetings more fully and openly, and particularly observes and reports a certain
distance between Genji and Murasaki. Hence, discourse from both the viewpoint of
the narrator and from the characters underpins the theme of part 2. The theme
underlying the male-female relationships woven by the central male characters (Genji,
Kashiwagi and Yigiri) and the central female characters (Murasaki, Onna san no
miya, Ochiba and Kumoi no kari) proposed in chapter 6 is as follows: Granted that
love hurts a man who falls in love and people involved in his love, that love cannot be
stopped. Being loved brings happiness and honour but simultaneously sorrow and

agony to a woman. Love means ambiguity and contradiction; even so, people live by
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their love in this world. The psychological distance between man and woman in the
male-female relationship is portrayed as inevitable. The only way to overcome the
distance is to respect one’s partner in life apart from a sense of self.

On the basis of the themes of parts 1 and 2 above, the theme of chapters 1-41
of The Tale of Genj is proposed here. The tale deals with love, which means feelings
and thoughts of desiring (or sometimes refusing) a woman or a man, and without
which people cannot live. However, the overarching theme of the tale is the abyss
between man and woman. This theme flows through all male-female relationships in
parts 1-2 in a way similar to the main melody in a symphony.

The theme proposed here is different from the gist or the purpose of The Tale
of Genji proposed in the old commentaries from the viewpoints of Buddhism and
Confucianism, and it also differs from the subject proposed by Keichii and Norinaga
in the Edo period from the poetry valuation viewpoint, discussed in chapter 1. The
theme which this study has arrived at is based on full demonstration of the
characteristics of the male-female relationships woven by central characters through
comprehensive analysis of the text in parts 1 and 2. In this respect, the thesis moves
beyond previous modern scholars, such as Takeda and Ikeda who propose a theme for
the tale concerning the structure, and Kazamaki and Takahashi who focus
thematically on the story-pattern or the plot, discussed in chapters 1 and 5. Thus, this

attempt to clarify the theme can be regarded as significant in studies of the tale.

7.2 Significance of Establishment of the Text-Analysis

The above theme is based on the analysis of various types of discourse, interior
monologue in particular. The textual analysis is based on the findings of the thesis, as
follows: (1) establishment of the concepts of the narrator and the narrative structure
of the tale; (2) proposals of the categorisation of discourse and definitions of the
seven categories; (3) a new method to identify the central characters using
quantitative analysis of interior monologue. This section provides the findings above,

reconfirming their significance.
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The Establishment of the Concept of the Narrator

The thesis has established a new concept of the narrator of The Tale of Genji
integrating distinctive features of the narrator of the tale with the terms ‘the eye-
witness narrator’ and ‘the histor narrator’ used by Scholes and Kellogg, as seen in
chapter 2.' The thesis adopts the term ‘the eye-witness narrator’ adding another
viewpoint from which the narrator can see the characters’ inner lives.? This concept
consists of three parts: (1) the narrator appears as the first person hidden ‘I’ in the
text; (2) the narrator is not a character actually present in the tale; (3) the narrator has
two different roles as the eye-witness and the histor and, at the same time, has three
different viewpoints, the first being the viewpoint through which she can describe
characters and incidents, the second being that through which she can depict
characters’ inner life, and the third, that from which she constructs and edits the tale,
and expresses her impressions and opinions in the world of narrating. The former two
viewpoints belong to the eye-witness narrator, while the latter belongs to the histor
narrator.

Concept (1) is based on findings that some auxiliary verbs at the end of a
sentence of narratised discourse imply first-person judgement, for example keri
shows that ‘I’ heard that----, mu, beshi, meri and so on show that ‘I’ conjecture that---
-, and nari shows that ‘I’ assert that----, and further the subject of the phrase to miyu
(the direct quotation maker + the verb ‘see/think’) is sometimes the first person,
hidden ‘I’ (the narrator). Thus, the narrator appears in a small part of a sentence
expressing judgement. Concept (2) derives from the idea that the narrator can depict a
character’s unspoken thoughts and inaudible monologue, in other words, the
character’s inner life, regardless of time or space. This concept opposes those

proposed by Yoshioka and Mitani, who regard the narrator as embodied as a

! Scholes and Kellogg 1966.
2 Scolles and Kellogg state that the focus of the eye-witness narrative is outward rather than inward. (Scholes and

Kellogg 1966, p.258)
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gentlewoman/gentlewomen in the tale.” With concept (3) the difference between
earlier studies on the narrator and this one is that this study gives weight to interior
monologue passages, as well as to the role played by the narrator in conveying them
to her audience/reader.

The establishment of the concept of the narrator of the tale is accompanied by
the proposal of the narrative structure, for the narrative structure is indebted to the
two modes of the narrator (the eye-witness narrator and the histor narrator) and the
movement of the narrator’s viewpoints. These concepts, especially the concept of the

narrator’s viewpoints, underpin the categorisation of discourse.

The Proposals of Categorisation of Discourse and Definitions of Categories

The thesis has categorised discourse in the tale according to the three viewpoints
shown in chapter 3: (1) that of the character, (2) that of the narrator and (3) that
shared by both. Under these three viewpoints the discourse has been further
subcategorised into seven categories: Viewpoint (1) interior monologue, written
inserts, conversation, free direct discourse; viewpoint (2) narratised discourse, the
narrator’s interior monologue; and viewpoint (3) discourse from dual viewpoints.

The two distinctive characteristics of categorisation and definitions proposed
in the thesis are as follows. One is the consistency of the criterion (viewpoint) for
categorisation. For example, soshiji, which has been customarily regarded as an
independent category by the editors of old commentaries and modern scholars (for
example Kai and Mitani) is not adopted as a distinctive category in this thesis,
because its viewpoint belongs to the histor narrator. Hence, it comes under narratised
discourse. The other is the strict distinction between direct narration and indirect
narration. The form of direct narration involving the quotation markers fo and nado
distinguishes categories of interior monologue, written inserts and conversation from

other types. This means that the narrator directly quotes the three types of discourse

3 Yoshioka 1996. Mitani 1994.
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in the narratised discourse using fo/nado.® In other words, discourse from the
viewpoint of the character belongs to direct narration. Hence, when the discourse is
integrated into a descriptive part showing indirect narration, it is categorised as
narratised discourse. That is to say, indirect narration indicates the narrator’s
intervention. In this regard, the definition of interior monologue in the thesis is
different from that of Suzuki.’ Further, categories of indirect conversation and
indirect interior monologue proposed by Mitani are discarded in the thesis.®

Kai regards the criterion for categorisation as involving the ratio of activity of
the narrator to that of the character concerned,” and Noguchi as the narrator’s voice.®
This thesis builds on their criteria for categorisation of discourse, but focuses instead
on the viewpoint expressed in a sentence/passage.

The categorisation of discourse and definitions of categories proposed in the
thesis draw on various understandings of the terms customarily used in old
commentaries, and definitions of individual terms proposed by many scholars. For
example, naiwa and shinnaigo by Akita Sadaki and Suzuki Kazuo for interior
monologue, taiken waho by Nishio Mitsuo, shukan chokujo by Shimazu Hisamoto
and free direct discourse by Mitani Kuniaki and Prince for free direct discourse, and
free indirect discourse by Mitani and Prince for discourse from dual viewpoints.’

Thus, to read with attention to the discourse categories proposed in the thesis
means to recognise the viewpoint from the latent first person (‘I”) of both the narrator
and characters in a complicated sentence/passage. This leads to a more precise and

deeper analysis of the text in arriving at the theme.

4 Category (1) 4 (free direct discourse) is exceptional for the character’s viewpoint discourse, because it appears
without fo/nado.

> Suzuki 1978. Suzuki’s definition of shinnaigo (interior monologue) includes interior monologue in indirect
narration.

® Mitani 1994.

7 Kai 1980.

¥ Noguchi 1987.

® Akita 1969. Suzuki 1978. Nishio1991. Shimazu 1983. Mitani 1994 and 2002. Prince 1987.
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A Method of Identifying the Central Characters Using Quantitative Analysis of
Interior Monologue
This thesis has confirmed that the technique of interior monologue in the five tales
(Taketori, Sumiyoshi, Ochikubo, Genji and Sagoromo) increased as the Heian period
advanced.'’ The eye-witness narrator of the tale often quotes characters’ interior
monologue passages using direct quotation markers to/nado in the same way as in
their utterances and their epistolary writings. Interior monologue shows a character’s
thoughts and feelings. Since the tale of course depicts complex states of mind in
male-female relationships, characters with more interior monologue passages play
important roles in the tale. In the thesis, therefore, quantitative analysis of interior
monologue is used to identify the central characters in the chapter/section/part/tale.
The central characters who have more interior monologue passages may or may not
be main characters. For example, not only Genji but also Kashiwagi and Yugiri have
been identified as cental male characters in part 2. Further, Fujitsubo, Utsusemi,
Rokujo, Murasaki, Akashi and Tamakazura have been identified as central female
characters in part 1.

Additionally, analysis of interior monologue has provided the difference
between sections 1-3 (chapters 1-20) and section 4 (chapters 21-33) in part 1,
showing the decrease of Genji’s exclusive high frequency of interior monologue and

Tamakazura’s monopoly of the status of the central female character in section 4.

7.3 Future Directions for Study

The study has proposed that the theme of parts 1-2 in The Tale of Genji is the abyss
between man and woman. The basis of this proposal is detailed analysis of
characters’ complex states of minds in the male-female relationships. The theme may

also apply to part 3 of the tale, if the method of exploration into the characteristics of

10 Ratios of the frequency of interior monologue of the length of the tale are 1/23.7 in Taketori, 1/15.4 in
Sumiyoshi, 1/11.2 in Ochikubo, 1/7.4 in Genji and 1/5.9 in Sagoromo.

295



Chapter 7

the male-female relationships adopted in this thesis were to be applied. This is one
possibility for future research. The thesis has already identified Kaoru and Niou as
the central male characters, and Oi kimi, Naka no kimi, Ukifune and Ukifune’s
mother (Chiijo no kimi) as central female characters in part 3. Further, higher
frequency of interior monologue is assigned to characters in part 3 than parts 1 and 2,
as compared to 1/6.5, 1/7.7 and 1/8.8, respectively. In short, one interior monologue
passage appears on average every 6.5 lines in part 3. Analysing interior monologue
passages assigned to the central characters would also be essential to gain insights
into characters’ states of mind in part 3. Doing this would be indispensable to
uncovering clues to the individual theme of part 3, which would, in turn, clarify
further the overarching theme of parts 1-3.

In the matter of interior monologue, quantitative analysis of interior
monologue in the tales reveals significant insights into the overall character of the
tales. Ochikubo can be characterised as a tale in which the proportion of total
frequency of interior monologue assigned to female characters is highest among the
four tales (Sumiyoshi, Ochikubo, Genji and Sagoromo). Sagoromo can be
characterised as a tale in which the protagonist, Sagoromo, has nearly half of the total
frequency of interior monologue (45.2%), in comparison with Michiyori, the main
male character of Ochikubo (32.9%), Genji (31.8%) and Kaoru (37.1%). This
analysis shows the possibility of further research on characterisation of the male-
female relationships in Ochikubo, the tale before Genji, and in Sagoromo, the tale
following Genji.

Further, the thesis has shown that interior monologue passages appear in
Taketori (mid-10" century), which is regarded as the ancestor of the tale. It would be
necessary to trace the transition of the categories of discourse including interior
monologue in Japanese literature. For example, future study needs to examine what
types of discourse appear in Heike monogatari (1219-1243), which narrates stories
concerning the fighting of the 12" century, or the texts of NG plays, which were
mainly written by Kannami (1333-1384) and Zeami (1363-1443) in the Muromachi

period.
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