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“Applied Knowledge”
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1. Introduction

The arrival of spring is heralded by the aroma of the plum blossom, or perhaps
by the call of the warbler, or the wind that melts the ice. The river Asukagawa
serves as symbol for the transience of things. Thus it is that elements of the nat-
ural world, and when enshrined as stock “poem-pillows” (#tamakunra) also many
place-names, are found to bear particular standardized meanings. In some cases,
such a phenomenon can also be observed with regards to items of human man-
ufacture. Let mention of a certain class of item come to recall associations with
some concrete event in particular—with repetition of the association, over time
it finds itself a fixed feature on mental maps of “knowledge” shared by large
numbers of people. In this paper I will explore the nature of this process
through the example of two kinds of traditional Japanese fan: the accordion-
folding gg7 I fan, and the flat, round-shaped #chiwa 5 fan.

First, I will summarize in brief the general understanding as regards og/ and wohiwa
fans. The g/ is a type of fan original to Japan, one developed during the Heian
period. At the end of the Heian period it spread to China, where in the Song era the
Lhedieshan A ETF (ot tangshan FE ) appeared. There atre two kinds of ¢g fan, the bi-ogi
M (“cypress-fan”) made with slats of wood, and the &dmor-gg S¥ER (“bat-fan”;
also kawahori-og7) made with paper. By the early modern period, it had spread in use
to the population at large, giving rise to travelling peddlers of ¢g/ fans and their
backing paper.

In contrast, the #chiwa fan can be traced back to ancient China, where indeed
the very character for “fan” designated one of the #hiwa type. What today we
would call an wchiwa is also described in the Han-dynasty “Poem on a Bamboo
Fan” (Zhushan-shi Y77%) by Ban Gu ¥t (32-82). The wchiwa type further
spread to the Korean peninsula, where it was known as a “pine-fan” (songseon ¥ ).
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It arrived in Japan, however, from mainland China. In the early modern period,
a variation known as the “Edo whiwa” became popular, and some people even
made their living as #chiwa-peddlers.

Such an account can also be found in Katei kidan #EFER T (pub. Tenpo Kk
5/1834) by Hara Sokei i #4E (1718-1767):

NYBEhroe, BFhan, BEHEZ I b TV SRKB=TH M =T/,
R =TE)IGATE =7, MEZNJCREFRE / F 1), FEANE K
GATARIBIVE) ¥ v r 7. W2 KREUBNRITIVE) > a b, BESY
VHZRI, KRBT EZ TR/ TN, T/ =T HEER ME. ME b
B, MWMBMNEZR, @A77 F=dkaVF) vW=7. £, f#E+E
PR PANIEZ 5i) =1/ B N a

As a rule, when it comes to fans, the word sensu FiT- always refers to the uchiwa
type. What today in Japan we call an dg7 was first made in this country, and did not
originally exist in China. It is said to have first crossed over from Japan to China
during the Song petiod, and from the Yongle 7k#¢ era [1403-24] of the Ming pe-
riod onwards, we certainly see it crossing over from Japan again and again. What
we now call 6g here in Japan, is over thete called ghedieshan FA'ETF ot tieshan Wi
ot sashan 5. Uchiwa, on the other hand, have been present over there since an-
cient times, so that words such as sha & ot bianmian {1 all refer to uchiva.!

Furthermore, in the “Clothing and Other Handheld Items” (firku gangn i3 E:
section found in vol. 26 of the encyclopedic Wakan sansai ne FHIE="F % (preface
pub. date: Shotoku 1EF# 2/1712) the image under the entry for gg shows a kamori-
ogi (Figure 1), with bi-ogi and wchiwa appearing under separate entries (Figure 2).

What both ¢g7 and #chiwa can be said to have in common is the property of ar-
tificially producing a small space of coolness, and thereby manifesting a bit of
the natural world in the midst of daily life. This property moreover shares some-
thing fundamental in common with what I have argued® is a certain “nature-
in-daily life” function, uniquely characteristic of the early modern period, to be
found in items such as insect cages (mushiko 11 5E), firefly baskets (hotarn kago HFE),
flower vases (kabin 1tHK), and goldfish bowls (kingyo-bachi 4 $48K).

What, then, is the difference between these two types of fan? If forced to
compare, the gg/ would likely be found the more elegant, and the #chiwa the more
commonplace of the two. One might also note the dg7 fan’s broader range of us-
age, brandished now to cries of “appare” (“Bravol”), serving now as tray to pass
someone an item, and so on. By folding in various ways, g¢/ can also change their
shape. But this is a matter I will return to in the conclusion.

2. Various Artistic Expansions

Before heading into the main argument, however, let us look at two examples

"Text in Katei kidan, Od hitsugo, Kagai manrokn WEEFRCH - W 2 S5 - ALHRLER, dai 1-ki, vol. 5
of Nibon zuibitsu taisei H ARBEEER B (Tokyo: Yoshikawa Kobunkan, 1975), p. 30.
? Suzuki Ken'ichi 85—, Edo shiika no kikan {LFFFHRO 22/ (Tokyo: Shinwasha, 1998).
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Figure 1. The dg/ Jd. Hllustration from Figure 2. Ibid. Two types of fan, side-by-
Wakan sansai zue FUE=FX%, comp. side: (L) uchiwa T and (R) hi-og F&TH.
Terashima Ry6an 358 R %, vol. 26, pub. https:/doi.org/10.20730/200018257

Shotoku 2/1712. (National Institute of
Japanese Literature, Ukai Bunko).
https://doi.org/10.2 2000182

of literary works that make mention of gg7 and #chiwa both.
First, a seven-character quatrain by Ishikawa Jozan 41131 (1583-1672) on
the topic of “Mt. Fuji” & 111

iz kB ESLGE  Sage guests come to visit on peaks beyond the clouds;
AR H Blue dragons dwell and grow old in pools within the caves;
EINHL IR IE AR Clouds spread a sheet of silk, smoke stands for a handle;
SR SN A white fan hung upside-down, skies of the East Sea.

— Ishikawa Jozan FJ1ISLIL, Fushoshi %% (pub. Kanbun %3 11/1671)°

* Facsimile edition: Shishi Nibon kanshi 7% H 5575, eds. Fujikawa Hideo & -12JII3EHE et al.
(Tokyo: Kyuko Shoin, 1985), vol. 1, p. 9.


https://doi.org/10.20730/200018257
https://doi.org/10.20730/200018257
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Here the first (“opening” £/ i2) and second (“developing” shd K) verses depict
a mystery-laden natural world, while the third (“turning” #r #x) and fourth
(“concluding” kersu #) verses compare that scene to everyday objects like the gg
and uchiwa fans. The “handle” of the “turning” verse indicates the wchiwa, while
the mountain-shape resemblance of the “concluding” verse suggests the ggz.
Some have seen in this a contradiction,” but it is equally possible to view it as
simply a witty way of describing Mt. Fuji that made free use of properties found
in commonplace objects, such as dg7 and #chiwa fans.

I will also quote the haibun HE3C piece “In Praise of the Nara uchiwa” (Nara
uchiwa san 7% BRI ), by Yokoi Yayu #iH-tA (1702-1783), in full:

FIZXL2O0MOME, Wi b80EICHO00 T, HHOREE T2
Ny Ft, g7z sHABDEIZL2SIE, ZEIEIZTEHH5T L,
I LI VAEETEINE, 722 THEEIZLT, —H—2 %2 ToMIZd
HIE S, BIC s INTARICADL BT L L, 72 Ak
BOTTRI2EKROEELZSOL, EHEIMOEOFRE LK, 0D&8THY &
DT S A, BROMIZEE LT, ADOLICKECTIE, F/RLIEEZ-0
GELRAT, WEORBICHREELAHEL T, ROoRICREsEDL,
Wik FLONTHIS LELLIFICIEZTEN e, FRLIL2ZOLT, &
FIZHINT, B HBOELE, DML, NIhzbFH 7.

Nara, glad of verdant earthl—it was in the reign of that Emperor also so
named, it seems, that by some royal wisdom [the #chiwa) became a local spe-
cialty. In this world, know the art of your own trade through and through, and
even a jack of very few trades gets by fine enough. That’s an wchiwa for you—for
the wind that it makes all gratitude duly granted, its lack of talent otherwise is
absolute, yet if not quite suitable for song or dance, it also doesn’t go out folded
up at the waist, with a penchant for public flattery. People despise it as a mere
slip of wood, with all the lifespan of a drifting cloud or water flowing by. But it
never demands a housing case of fine paulownia! It cools you at night by the
gourd-flowers, and stands pillow-vigil for your daytime nap. Yet even when peo-
ple’s interest chills with autumn, it places not a single hope in the summer to
come. It bunks in the back corner of the shelf with the wastebasket, and suffers
the filth of treading rats. Yet for all that, it’s better than the gg7, with its backing
paper all peeled up, so painfully exposed. I open my heart to you, and you grow
close to me, even naked and asleep . . . but no morel—it is not something to tell
others about.

— Yokoi Yayt #H-WH, Uznra-goromo 554<, vol. 1 (pub. Tenmei KH 7/1787)°

Contrasting the dg/-fan’s air of luxury with the down-to-earth Nara wchiwa, he
characterizes the former as waka-like and refined, the latter as haikai-like and
common, expressing for the latter the greater affinity.

* Suzuki Ken’ichi, “Ishikawa J6zan no Fuji-san shi wo yomu” A0 FE L LFE 2 7,
Tokaido 53-tsugi wo yomn KBTI T =R % Fitr (Tokyo: Miyai Shoten, forthcoming).

> Text in Uzmra-goromo 357, ed. Horikiri Minoru S )92, vol. 1 (Tokyo: Iwanami Shoten, 2011),
p. 21
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3. The ogi as Representing Japanese (wa) Literary “Knowledge”: Three
Cases

[A] The Tale of Genyi, “Evening Faces” Chapter: A Maidservant Offers a Perfumed
ogi-Fan

The fantastical love story that develops between Hikaru Genji and Yugao—Iit.
“Evening Faces,” named after the yigao %/ B flower (moonflower)—begins in

the following way:

A pretty little girl in long, unlined yellow trousers of raw silk came out
through a sliding door that seemed too good for the surroundings. Beckoning
to the man [sent by Genji to pluck a moonflower, unknowingly, from her mistress’
gate], she handed him a heavily scented white fan.

“Put it on this. It isn’t much of a fan, but then it isn’t much of a flower either.”

Koremitsu, coming out of the gate [next doort], passed it on [from the other
man]| to Genji.

—The Tale of Genji, “Evening Faces” (Yuigao 4 BH)°

The appearance in this scene of the gg-fan is a literary fact of quite considerable fame.

For widespread recognition of the gg--fan as a token signifying Hikaru Genji
and Yugao’s love affair, however, the literary “knowledge” necessary to that rec-
ognition had to first widely circulate. Towards this end of broader circulation—
and creative application—there was need for a variety of channels beyond read-
ing the above original text alone. There was need also for commentaries and
digests, for manuals of haikai poetic associations—r#sukeaisho 11573 after the
technical term for such associations, #sukeai {1} F—and other written genres, as
well as for treatments in painting and other forms of art. With repetition of this
circulation and application, moreover, such literary “knowledge” gained in ge-
neric breadth, spanning a range of registers from the popular to the refined, a
phenomenon particularly noticeable in poetry and #&syo-e. Nor was this a one-way
movement, going first from circulation to application later, for creative application
of literary “knowledge” was itself an aid to the latter’s circulation, leading to a
bi-directional dynamic in which both efforts mutually would reinforce each other.

To name a number of such circulation channels concretely, outside all printing
and hand-copying of the original text, for commentaries, it goes without saying
that Kitamura Kigin’s AbF§3=1 (1624-1705) Kogetsusha i A (pub. Enpo MEE
1/1673) circulated particulatly extensively. Among digests there was the Osana
Genji 1 S 72K (pub. Kanbun 6/1666) of Hinaya Ryaho /2 Z[# (1595-1669),
wherein the above scene, for example, is succinctly explained: “[Genji] was pre-
sented with a white, perfumed fan with a flower resting on it.””

S The Tale of Genyi, tr. Edward G. Seidensticker New York: Knopf, 1976), p. 58.

THEHAZEDOINL125146% % & T2 5872 1) . Facsimile edition: Osana Genji, Genji monggatari
taii B SRR - FIRMWEERE, vol. 10 of Genji monggatari shirye eiin shiisei IR FEE AN IS I,
ed. Nakano Kéichi H1#5%— (Tokyo: Waseda Daigaku Shuppanbu, 1990), p. 29.
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As for tsukeaisho, we find in the collection Haikai ruisenshi HEs& AR (preface
pub. date: Enpo 5/1677)° record of an association between “ggi-fan” and
“plucked yzigao”—in this case referring to the “evening faces” flower, and not
Hikaru Genji’s lady whose name is taken from it. Among the educational genre
of teikinmono VEINY) texts, the Onna teikin Go-sho bunko WIEINHFT L (pub.
Meiwa BHF1 4/1767) contains a diagram titled “Chart of Genji Petfumes” (Genji-ko
no zu IR 5 4), within which an gg-fan is pictured with a yzgao flower upon it.
One can also find the same visual composition in any of the series of illustrated
Genji texts (introduced by Prof. Komachiya Teruhiko /NMIT4HZ?) whose pic-
tures are said to be by Keisai Eisen #7755 4% (1790-1848): Genji monogatari 54-jo
exnfkenshi IFEEE LA DUMGAE R (pub. Bunka XA 9/1812), Gunka hyakunin isshu
waka-en FEALE N—EHIHE (pub. Tenpd 7/18306), Shigyokn hyakunin isshu Ogura
shiori 75 E A N—HE/NEHE (pub. Tenpo 7/1836), ot Genji monogatari exnkushi taiishi
IR aEA= RO TS (pub. Tenpo 8/1837; Figure 3). By contrast, in the section
on “Lady Yugao” (Yigao no ue 7 L) in Kurosawa Okinamaro’s mEIUii
(1795-1859) work Genji hyakunin isshu J5IKEH N—1H (pub. Tenpd 10/1839), her
pose is instead that of using an gg-fan to hide her face (Figure 4). Through all
these various conduits, the close relationship between Yugao’ love story and the
ogi-fan came to be one that more and more people recognized.

Yet how was this link put to use in application? In poetry (Japanese and Chinese)
we see the following:

4 B
(1) BD )N L AR TR L SFFICOE L@ 5SDIIDIE%R
Topic: Evening Faces

Out of the wind it almost seems to blossom—Ah, the coolness
Served up in the fan-borne face of an evening flower!
—Matsunaga Teitoku #A7k Hf# (1571-1653),
Shayishi 8% (pub. Enpo 5/1677)

BERMFEOIPED S T2 & 12512
Q) IPEIDOEPTTCOLIEDIZTOMIHSLEDODT LR DD
Topic: Writing on the Tale of Genji’s “Evening Faces” Chapter

The evening flower’s words, that once did drop like dew-stains catching on the leat—
At last alighting, married, be it but to the edge of a fan.

—Motoorti Notinaga A& EH & (1730-1801), Suzunoya-shi $ilE 4%

(pub. Kansei %8 10/1798)

8 Facsimile edition: Haikai ruisenshi HEFESHARSE, vol. 1 of Kinsei Bungei Sikan ¥ttt SLEEFET)
(Osaka: Han’an Noma Koshin-Sensei Kako Kinenkai, 1969), p. 400.

? Komachiya Teruhiko /NTGHEE, E 10 arasuji de yonn Genji monogatari: Keisai Eisen Genji monogatari
ezuknshi taiisho %5 & @ 53 U TRt GRS « Smdn [RRWFRAERORESD] (Tokyo: Shintensha,
2007).
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Figure 3. Yigao ##H, depicted holding an
ogi-fan bearing the eponymous “evening faces”
(yigao) flower. lustration from Genji monogatari
exuknshi taiisho IRERP)FEARIRRIESD, illus. attr.
Keisai Eisen {#57347, pub. Tenpo 8/1837. (Na-
tional Institute of Japanese Literature, Hatsukari
Bunko). https:/doi.org/10.20730/200003499

(3) IMEEERIEIE  Through a gourd-flower deep in the alleys I met a
maiden fair;
— AR A single fan, love mutual, the bond between two lives.

TR 2R Smoked with perfume, though scent be vain, the root
itself breaks not;

XA =l But putting forth another vine soft, tighter it winds
ever still.
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Figure 4. Lady Yugao # A I, here portrayed
using a fan to hide her face. Illustration from
Genji - hyakunin isshn 1A N—H, Kurosawa
Okinamaro FHREii, pub. Tenpo 10/1839. (Nara
Women’s University Academic Information
Center). https: i.org/10.2 100241

— Ema Saiko LRI (1787-1861), “On Reading the Geri”
(Gengo wo yomu FElFRE)"°

@) HEPHEDOT LI A

The hour of dusk—when the fan is the one borne, by a white peony.
—Sonome F 7 (1664-1726), Soga monogatari ‘& Tk
(pub. Kyoho %k 15/1730)

' Composed in Bunsei SCEL 12/1829. Text in Shomu iko E #A, vol. 2 (pub. Meiji 4/1871).
Facsimile edition: Shishi Nihon kanshi (op. cit.), vol. 15, p. 162. Annotated edition: Ema Saiko shishu:
Shomn ik’ (ge) ILIMEFE [WIE#EE] T, ed. Kado Reiko M%T (Kyiko Shoin, 1992),
pp. 257-258. Sce also Breege through Bamboo: Kanshi of Ema Saike, tr. Hiroaki Sato (New York:
Columbia University Press, 1998), pp. 117, 215-216.


https://doi.org/10.20730/100241606
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45
(5) I HNIDIEIZH % 8 T B X772 Z D NIEDIHD Z Z 7z
Topic: Evening Faces

Why did Yugao have her fan there exactly where the flowers were?
Could it be that at twilight, she was having a hedge-peek herself?
—Ishida Mitoku £ KA (15877-1669), Gogin wagashi 15 F 5
(pub. c. Keian BE% 2/1649?)

HE T2 E DU FRET 5
6) LOVTHZENLERLAZZILDHSEEINESLDLEWENIIDOTE
Topic: Written on a White Fan

Furtive as you please, obvious as daylight a white fan held out like that;
How could Koremitsu—of course he would see her “evening flower.”
—Nakarai Bokuyo 9 M3 (1607-1678), Bokuyi kyika shii b 3 HAR
(pub. Kanbun 9/1669)

And these are but a sample of the various works produced."

The examples begin with two pieces of waka, the second of which contains a
play on words around the homonyms “wife” (tsuma 3£) and “edge” (fsuma ) for
a double-entendre difficult to translate (reproduced here in part with “married,
be it but to the edge of a fan”). The third example, a poem in Chinese, draws
more broadly upon the story of the Tal of Genji. The “single fan” is a sign of
the marital bond, and even if that “perfume” proves to “be vain,” still “the root
itself breaks not,” and yet “another vine” will be “put[] forth,” all of which is to
convey that though Yugao herself quickly dies, Hikaru Genji will later care for
her orphaned child Tamakazura % (partially homophonous with &azura
“vine”)—and in time feel romantically for her as well. The shorter fourth poem,
in contrast, is a haikai-sequence hokkn FEH) (“starting verse” of a linked-verse
sequence), in which the yzgao flower has become a white peony. The fifth and
sixth poems are both &yika £k, the latter of which contains an additional pun
relevant to the story, playing on the phrase &ore mitsurame, which means both lit-
erally “he [=Hikaru Genjis servant Koremitsu| must have seen it [=Yugao’s
flower],” while also containing concealed that servant’s own name: &ore mitsu(rame).
To summarize in more generic terms, the “refined” (gz ) register of the first
three examples—traditional waka and a poem in Chinese—is thus matched by
the more “common” (zo0ku ) register of the latter three—~haikai and kyika, sig-
naling the literary breadth of the link’s reception.

' Suzuki Ken’ichi, “Edo shiika ni okeru ‘Yigao’ no maki sesshu” VLA #KIZ 81T 5 [ 4]
BRI, in Genji monogatari to sono kydju kenkyi to shiryo TR & & DZEZWISE & %8}, ed. Murasaki
Shikibu Gakkai #6Xi“74% (Tokyo: Musashino Shoin, 2005).
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This breadth extends even beyond the written word. In the field of painting,
Suzuki Harunobu’s 8§ REAE (17257-1770) ukiyo-¢ rendering of the scene is
well-known, and in the collections of Tokyo National Museum there survives
an Edo-period kimono treating the motif: an ornate karaori I robe beating
the images of Lady Yugao and her fan."” Even in the fictional Hyakka-cho mitate
honzo: fudetsu mushikoe no toridori FAUBEHEFATL + BN HFE (pub. Kansei
10/1798), a kibyishi wotk by Santo Kyoden IIHHUZ (1761-1816) with illustra-
tions by Kitao Shigemasa JtEHE I (1739-1820), one can find a phrase like the
following: “Hi-gg/ fans go with the yzgao flowers over on Fifth Avenue.”" As
such examples make clear, reception of the original association, as found in
other forms of art and different styles of writing, was as varied as it was broad.

[B] The Tale of the Heike, “The Death of Atsumori”: Kumagai Naozane Taunts

Atsumori with an gg/

Found in volume 9 of The Tale of the Heike (Heike monogatari “V-Z<W)5E), the mo-
ment in the “The Death of Atsumorti” episode where Kumagai Naozane RE4HH 5
taunts his enemy, Taira no Atsumori *F-EU#, to halt his seaward flight and instead
turn and fight him—“[Naozane| beckoned to [Atsumori] with his fan. ... The
warrior came back”*—is a justly famous literary scene of gg/ usage.

Alongside readings of the passage itself, through visual arts like painting and
various other such channels, the single action of Naozane taunting Atsumori
with an ggi-fan came to be accepted as symbolizing the “Death of Atsumori”
scene as a whole. Based on that common understanding it was taken up as
material, as much in poetic allusions as in the playful punning of humor collec-
tions.

In painting, among the oldest treatments of the scene, as introduced by Prof.
Kitamura Masayuki JbAT &3 are (1) the late-Muromachi illustrated scroll
Ko-Atsumori emaki /NEREAZ in the Waseda University Library,'® and (2) the
catly modern-period Tosa-school KR folding screen Ichinotani kassen-zu
byobu — DG A at the Tokyo Fuji Art Museum.!” Both works are agreed

"> Known under the title: 7Rk B 75 IR &7 BRI . See Genji no isho RO T, eds.
Akiyama Ken FKILEE et al. (Tokyo: Shogakukan, 1998), p. 116.

BiERIETgH ) OFEOIITHL.

“The Tale of the Heike, tr. Helen McCullough (Stanford: Stanford University Press, 1988),
p. 316.

15 Kitamura Masayuki A 232, “Feike monagatari no teisho”  [SEZRWEE] DT, in Hamabe no
bungakushi B DILHFEH, ed. Suzuki Ken’ichi (Miyai Shoten, 2017).

1 Ko-Atsumori emaki /W8U#E#%, 2 rolls (Waseda University Library). Images made publically
available: https:/wwwwul.waseda.ac.jp/kotenseki/html/chi04/chi04_02084/index.html. Also.
360°, 3D images available: https: /www.waseda.jp/library/news/2016/08/31/1890/.

' Ichinotani kassen-zu byobn — DG EANFIE, pair of screens, 6 panels each (Tokyo Fuji Art
Museum). Images made publically available: https:/www.fujibi.or.jp/our-collection/profile-of-
works.htmlPwork_id=3559.



https://www.wul.waseda.ac.jp/kotenseki/html/chi04/chi04_02084/index.html
https://www.waseda.jp/library/news/2016/08/31/1890/
https://www.fujibi.or.jp/our-collection/profile-of-works.html?work_id=3559
https://www.fujibi.or.jp/our-collection/profile-of-works.html?work_id=3559
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ENTOAN

Figure 5. Right, background: Kumagai Naozane fEAFIE S raises an ggi-fan
in challenge. llustration from Genpei seisuiki e 5-VFREHEFLA %, Akisato Ritd
FRELEE 5, pub. Kansei 6/1794, vol. 5, “Kumagai Atsumori wo utsu narabi ni
Heike no kindachi uchi-jini” A&&FTHUEIFT- 2 2% JE. (National Institute
of Japanese Literature). https:/doi.org/10.20730/200016986

in depicting Naozane on the shore, a fan in one hand, and Atsumori on horse-
back in the midst of the surf. The same is the case with the corresponding sec-
tion in volume 5 (“Kumagai Atsumori wo utsu narabi ni Heike no kindachi
uchi-jini” REEFT BRI FR RNEFIIE) of the Genpei seisuiki zue J5-FREFERLIA &
(pub. Kansei 6/1794), by Akisato Rito £k L& &, with illustrations by Nishimura
Chtawa Pt Hfl and Oku Sadaakira B EHE (?-1813) (Figure 5). In wkiyo-e,
there exist at least three treatments of the scene, in works by Suzuki Harunobu,
Utagawa Sadahide #JIIH75 (1807-1879), and Tsukioka Yoshitoshi F il J5 4
(1839-1892), among which Yoshitoshi’s stands out in particular, for its boldness in
visual composition. From an early-modern standpoint, works such as Ko-Atsumwri
emaki and Ichinotani kassen-zu byobu are examples of literary “knowledge” as cir-
culated, while the Genpei seisuiki ue, or paintings in the #kzyo-¢ genre, constitute
examples of knowledge applied. Yet as discussed above, applications of “knowl-
edge” also themselves circulate, and ultimately feed back into the new wave of
applications to follow.


https://doi.org/10.20730/200016986
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Let us look now at a late eatly-modern humor collection, the Fukukitaru &N\
4% (preface pub. date: Bunka 11/1814) by Tachikawa Ginba 3ZJIIEE,
where under a section on puns (iguchi #il'T), he recounts a case of word-play
involving the Genpei War being used to hawk soba noodles. Here I quote only
the first half, underlining the puns:

BEREOE—O/IE, WIZLA, TTEOE, FPESOH & T, SFRORE,
EORNKEHBEDOZEL T, MADPETITA, AHOAMENLY . 413F DR
WARDOHIZ, HBOHE REES L7241, HEE2BSED D T, EkolA
FHONDBIZTHEDT 2T, [ZIE0H2ob 0, HD5 AN, HAILVFERE]
EWVs, HIOHEOIL T D, IheMETEY., [zl ] Ln
X, TH2L ) FAF O] &vs,

In Ichinotani in Settsu one finds a five-step stone pagoda, built by who knows
who, some say in memory of the ancient battlefield there from the Genpei War
in the Genryaku JU& era [1184-85], some say as a grave for the fallen lords of
the Taira clan, or for the Rankless Official Atsumori. Nowadays, by the line of
trees fronting that marker, at a spot with a good view on the sea, there is a man
who sells soba noodles. As people pass by, this fellow beckons them with a
rising-sun fan, shouting, “Atsumori sobal Come and get it! Specially cooked
Yoshitsune-style!” People from Edo—great lovers of such puns—are just de-
lighted to hear this, and when they ask how much it costs, the man replies,

“When Atsumori was only sixteen . ..”

As we can see from this, the gg7 was itself a token used to recall the scene, even
when that purpose was as fodder for humor.

For examples in poetry, from the collection Haifii yanagidarn FEMZE we
have the senrya )11 “With the very fan that taunted, Kumagai now catches his
falling hait” (maneida ogi Kumagai wa ke-ufe ni shi)."® And from a Bakumatsu-period
kanshi collection we have the following by Arai Gyomin FiHZER, in his Honchi
Jinbutsu hyakunei KE NP E WK (preface pub. date: Ansei ZE 2/1855):

PAEAT TR Lightly made-up, a lord’s son, he was of the Taira clan;
HESISESHEE A lone rider, wielding the whip, he galloped into the surf.
FilMaE5i 5 1 The fan opened, calling him back, that of the brave wartior;
TR ECESE . Mourn, have pity, when tempest’s might scatters the flow-
ers of spring!
—Arai Gyomin FeHZER, “Taira no Atsumori” “F-HUE

Here the warrior Naozane is represented by “tempest’s might,” and Atsumori
himself by “flowers of spring” By putting the fan at its expressive center, how-
ever, the poem acts nonetheless to further that token’s development in reception
of the Naozane/Atsumori episode as literary “knowledge.”

S RIHRERITERE L. Hadfii yanagidarn SKBEMIZH, vol. 97 (preface pub. date: Bunsei
10/1827). Text in Haifi yanagidarn zenshi AL 4%, ed. Okada Hajime [fHH
(Tokyo: Sanseido, 1976-1984), vol. 7, p. 282.
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[C] The Tale of the Heike, “Nasu no Yoichi”: Wherein Yoichi Shoots the Target
on an gg-Fan
There is one more scene in The Tale of the Heike for which a fan serves as an
important token. The episode in question:

. . . there emerged from the cabin an elegant beautiful lady eighteen or nineteen
years old, attired in a red divided skirt and five willow-combination white robes
with green linings. She produced a pole surmounted by a red fan with a golden
sun design, wedged it between the prow and the planking, and beckoned, facing
the land. . . .
... [Yoichi] closed his eyes in silent prayer. “Hail, Great Bodhisattva Hachiman
and ye gods of my province of Nikko, Utsu-no-miya and Nasu Yuzen! Vouch-
safe that I may hit the center of that fan....” When he opened his eyes, the
wind seemed somewhat gentler, and the fan looked easier to hit.

—The Tale of the Heike, vol. 11, “Nasu no Yoichi” (JFH5-—)"

This is the scene where (the Minamoto warrior) Nasu no Yoichi shoots and hits
the target on an gg/-fan.

Beyond reading the original text, recognition of the fan as a token signifying
the “Nasu no Yoichi” episode was spread through a variety of channels, in-
cluding commentaries and haikai tsukeaisho, as well as other forms of art like
painting. Based on this shared understanding, it became material for writing
poetry, in Chinese and in Japanese.

For commentaties, Nonomiya Sadamoto #F5H7E# (1669-1711) in his Heike
monogatari kishi “FFEYFEHTE (vol. 11) had this to say on the scene: “A ‘bat-fan’
with vermillion coloring added. This corresponds to the red of the rising sun.
Nonetheless, depicting an image of the sun rising was doubtless not their pur-
pose.”? Haikai ruisenshi also draws a connection between the “ggi-fan” and the
“boats of the Taira clan” (Heike no fune *V-Z& DHit).*

There are many visual representations of the scene as well. In addition to an
illustration from the Hezke monggatari text published in Meireki BHIE 2/1656
(Figure 6), there is another in the Ehon kojidan #=AMEFE (pub. Shotoku
4/1714) illustrated by Tachibana Morikuni #%5F [l (1679-1748), and also a picture
in the Genpei seisuiki zue. Among ukiyo-e paintings there exists a mitate presentation
of the scene by Suzuki Harunobu.

How does the scene fare in poetry? The Bakumatsu-period collection Yamato
nishiki X F £ 12 L & by Takahashi Zanmu @1&¥% (1775-1851) contains the
following verse:

20T OFOT LT LHONTOFIE® EEIZL 07k

'The Tale of the Heike (op. cit.), pp. 366, 368.

X Text in Heike monggatari hyichi, Heike monggatari kashd “V-ZRYFEEEE - *FRMFEETE, Nibon
bungaku kochiishakn taisei, Heike monogatari kochishaku taisei B AL FERKRIL - “FRWFE L FER
K (Tokyo: Nihon Tosho Senta, 1978), p. 680.

' Haikai ruisenshi (op. cit.), p. 400.
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Figure 6. After (L) Nasu no Yoichi’s shot, (R) the fan tumbles into the waves.
lustration from Heike monggatari 73, vol. 11, “Nasu no Yoichi no koto”
%% D5-—D%, pub. Meireki 2/1656. (National Institute of Japanese Litera-
ture). https://doi.org/10.11501/2567341

The truly-shot fan-target marked by the sun—how blinding-bright
The shadow that was cast by the glory of that deed!
—Takahashi Zanmu Et&FEE, Yamato nishiki R % L 12 L &
(preface pub. date: Kaei 57k 2/1849)

The poem secks to commemorate Yoichi’s feat, praising his skill as something
that shines, indeed with the light of that very sun painted to be the fan’s target.
Likewise in his Honcho jinbutsu hyaknei, Arai Gyomin writes:

FAEEINEE  On the war-boat, court maidservant, far off a blossom she
seemed.

EHGHEEAZE Enemy mocking, their plans and ploys turned now them-
selves to hinder,

— Wi IE Y A single shot the bowstring shrieked, and the fan’s target
tumbled;

BZRHBLHRALL  Minamoto in clan the hero, flower among men of war.

—Arai Gyomin, “Nasu no Munetaka” #2575


https://doi.org/10.11501/2567341
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I end this section in quoting a famous passage from the Nibon gaishi H A5+
(otig. preface date: Bunsei 3CE 10/1827) of Rai Sanyo LG (1781-1832),
which can be said to have contributed to the episode’s circulation as a work of
history, and to its literary application by expressing that same history in such ex-
quisite language:

MO — PRI, 3 T R, ERRLLAR EMRES.  (hmg) =8
— SR HHRImE,

The enemy bore a comely maiden midships and she, setting atop a rod a fan
full-splayed, planted this now in the bow, and with the ship fifty paces offshore,
issued a challenge to shoot it. . . . Munetaka rent the fan’s very hub with a single
shot, and the fan tumbled and fell.”

[D] Other Representations Connected to ¢g7

Above, examining one case from the Tl of Genji, and two cases from The Tale
of the Heike, we saw the ggi-fan functioning as token within Japanese literary
works of the highest rank, observing many examples also of it being circulated
and creatively put to use as an item of Japanese (wa) literary “knowledge.”
From these, it can be concluded that the gg/-fan has in general a character of
elevated refinement. As an aside, I briefly note below two further examples of
ogi thus functioning as a literary token.

First, in the work Shingaku hayazomegusa 055G (pub. Kansei 2/1790), by
Santd Kyoden with illustrations by Kitao Masayoshi JLJBEEE, there is a scene por-
traying a battle between the proverbial “good side” (zendama #7) and “bad side”
(akndama FE), wherein it is figures on the “bad side” who ate seen brandishing the
ogi-fan, with the purpose of rousing evil thoughts. This iconography of the “bad
side” wielding the gg/ was moreover passed down afterwards as something of a
stock portrayal.”

Another example is a pictorial representation featuring Taira no Kiyomori
P using the gg-fan to beckon the very sunset to stop, for construction put-
poses related to Itsukushima Shrine it & fifi#L—an image which begins to appear
more frequently from the later early-modern period onward.

[E] The gg-Fan in Early-Modern Life

As discussed above, the basis upon which all representations of literary
“knowledge” linked to the dg/-fan rested was the universal quotidian use of that
object in early-modern domestic environments.

Already early on in the early modern period, with this haikai—

2 Text in Rai Sanyo ¥AILF, Kikokn Nibon gaishi FZVHAHVE (preface pub. date: Tenpo
15/1844), vol. 3.

» Sekihara Aya BJR¥Z2, “Shingaku hayazomegnsa zendama/akudama no eikyo: Kansei kara
Bunka/Bunsei made” [OFFIE] BEEEOKLE  SH» O XL - XBE T, Gakushiin
daigakn Kokugo kokubun gakkaishi 8 b K7 EFRE L2258 58 (2015).
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HLILKROAITH DR

Coolness—another thing that unfolds round and outwards, just like its fan.
—Matsunaga Teitoku, Enoko shi K15 (pub. Kan’ei #7k 10/1633)

being the earliest example, the gg/-fan begins to feature as a very frequent subject
of early-modern poetry, both in Japanese and in Chinese. Combining eclectically
as it did the more vulgar aspects of a presence always close to hand, together
with its own more refined and elegant aspects, the fan was thus not merely a simple
class of object, but a cultural entity unto itself.

4. The uchiwa as Representing Chinese (kan) Literary “Knowledge”: Two
Cases

Next, I want to expand this examination to consider also the uchiwa-fan. I have
not been able to discover for the #chiwa any examples of associated Japanese lit-
erary “knowledge” like those found with the dg/-fan. What stands out instead are
Chinese literary associations, of which the story of Lady Ban’s autumn fan can
serve as a paradigmatic case. We begin by reviewing its details.

[A] Lady Ban’s Autumn Fan
In the Former Han period, during the reign of Emperor Cheng Bf (51-7

B.C.), a female poet known as Ban Jieyu JE5EAF (c. 48—c. 6 B.C.) (Jp. Han Shoyo)
composed the poem “Yuange xing” Z&#1T (Song of Regret), later collected in
volume 27 of the Wen xuan 3Ci%:

WEFTHE  EERINES
Bl e aos  FEEHA
HAH R BhfRhlE %
HIKETE A B
FEHpES T BEEE

If newly sheared, silk from the land of Qi
Is purest fresh, no less than frost or the snow.
Cut it to fit the pair-matched sides of a fan,
And round as round, it mirrors the full-bright moon.
Always in and out of my lord’s own garments’ arms,
It moves and sways to send up the slightest breeze.
Yet ever it fears, when days of autumn arrive,
Should the chill gales steal off all its heat and warmth,
Abandonment, in some box to lie away,
With tender love’s cord at midpoint for all time snapped.
Above all, she expresses here her fear of losing the emperor’s favor, comparing
it to a fan being cast away into some box with the arrival of autumn. This truly

# Text in Mongen L% (pub. Kan’ei 2/1625), vol. 27. Annotated edition: Monzen shiben SEFER,
eds. Kawai K626 JI[GHE= et al. (Iwanami Shoten, 2018), vol. 4, pp. 370-373.
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famous story came to be widely recognized, not only through readings of the
original text, but also through various other channels such as haikai tsukeaisho.
Based on this shared understanding, it became material for writing poetry in
Chinese and Japanese, or even prose gesakn BIE.

Already in this poem from the £anshi collection Chiika jakubokn shisho "R AR
P —

TR RRET  Expert cut, the silk of Qi renews the palace prospect;

il
ch

maE AN HFEEA Tall towers in the Sixth Month, my lord’s kindnesses fre-

quent.

—HIFKEFEEWKT  Then one morning autumn comes, and his favor stops
cold;

IRTERATEN  Still my anger is with the west wind, and not with the man
himself.

—Saiin PiJil (1358—1422), “Autumn Fan” (Shisen BH)%

we see reception of the trope, here moreover with a new interpretation, attrib-
uting the lady’s loss of the emperor’s love to the appearance of a new beauty.

Entering the early modern period, the association between “gg/-fan” and
“Lady Ban” (Hanjo) is recorded in the Haikai ruisenshi. To take a specific exam-
ple in haikai poetry:

e 6 ARFIRE DRI L
ZAH5EOLIELBR ST

In autumn things fade, yesterday’s fresh-cut promise today’s Uji tea: Seasorns Past—
As of a fan cast aside, kindness, just for a while!

—Soin 5RH (1605-1682), Soin dokngin koi haikai hyakuin 57 KRG 2R HE35 1 #8,

“Hana de s6r6” fE T2

Here the connection is used to convey: “Being like a fan cast aside in autumn
myself, give me at least a little while’s kindness!””” There ate also poems such as—

2L oK gk RAKDOREBL

How much more closely one looks over the painting of an autumn fan!
— Shoshun /IN&, Arano FI5EE (preface pub. date: Genroku To#k 2/1689)

among many others, attesting to the frequency with which cases of this autumn
fan concept are encountered.

% Textin RIS NFTEY Chitka jakuboku shisho (pub. Kan’ei 10/1633), vol. 1. Annotated edition:
Chitkea jaknbokn shishi, Yunoyama renfensho PIHELARZEY - Wl AIEL, vol. 53 of Shin Nibon koten
bungaku taike: ¥t H AT W ILF KR (Iwanami Shoten, 1995), pp. 4-5.

% For text see: Fukasawa Shinji #IUE . and Fukasawa Notiko %R T, “Soin dokugin koi
haikai hyakuin ‘Hana de s6r6’ no maki chiishaku” 57 ARG 28 PERE B R [ 6T SR, Kamigata
bungei kenfeysi 75 SCEERFSE 15 (2018).

7 This interpretation follows the commentary in Fukasawa and Fukasawa 2018 (v. s.).
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A picture under the title “Lady Ban’s Fan” (Hanjo no 6gi (A D) is in-
cluded in Kydbun takara-awase no ki 32 3L E G 7L (pub. Tenmei 3/1783). The fan as
depicted there, however, is clearly an gg7, betraying an interpretation in Japanese
terms. Indeed, quite likely in the story’s haikai reception as well, it was not the
uchiwa being envisioned, but again the dgi—a reflection, in a sense, of just how
far the story itself had been “Japanified.”

[B] “Little Fan Swats Firefly”

To better understand such representations of uchiwa-borne Chinese literary
“knowledge,” let us look at one more example, this time one considerably less
famous than Lady Ban’s fan in autumn. We will consider the development of the
poetic tag “Little Fan Swats Firefly” (Ch. xiaoshan pu ying /Ne#EH). (Having
already discussed this case in depth elsewhere,”® here I will limit myself to the
argument’s main points).

We begin with a quatrain-stanza “Palace Poem” (Ch. gongei & 5) by Wang Jian
2 (847-918), anthologized in Santishi =175 (Jp. Santaishi or Santeishi):

HUBBPOLIWMmBE  Silver candle, autumn light, cold against the painted screens;

B/ NREEE.  Lightly silk-paned, her little fan swats a passing firefly.

TR MK Stairs of cut jade, night’s tableau, like the watet’s touch icy-

chill;
PAE#/HCE  Lying she looks at Cowherd above, and at Weaver, always
waiting.29

The explanation here for the little fan’s firefly-swatting would seem to lie in the
palace maiden taking out on the firefly her own anger at failing to gain the
emperor’s favor (the interpretation of the commentary Santaishi Soin sho =17
FIEAP). As a poetic tag, recognition of “Little Fan Swats Firefly” gradually
expanded, not only through readings of this original text, but also thus
through vernacular commentaries (shomono ¥54¥)), or though collections of
verse in Chinese such as Lianghu shige WiBkaits and Shiren yuxie 7 NEJH,
among a number of other channels. By the middle of the early modern period, in
non-court-style waka the tag saw itself reframed to fit a type of scene far closer to
actual life in Japan: the popular pastime of “firefly hunting.” Such reframing is
an excellent example of what this article means by “application” of literary
“knowledge.”

% Suzuki Ken'ichi, Kinsei toshi kadan no kenkyi Fitts FHIEOWIFE (Kytiko Shoin, 1996),
pp. 211-215.

? Text in Zachi Token ekkn santaishibo Y§FEE ZAEA =7 (pub. Meireki 3/1657), part 1
(j0) of vol. 1.

3 Facsimile edition: Santaishi Soin sho =K7Y, 2 vols., ed. Nakada Norio HTHHLE (Tokyo:
Benseisha, 1977).
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To illustrate I quote below mwaka by the poets Ozawa Roan /NFUEE (1723-1801),
Ban Kokei & (1733-1806), and Kamo no Suetaka B XFE (1754-1841):

N
VBRIV ELEF RO TCHN LI %ML ETHD
Topic: Little Fan Swats Firefly

All the children, trying to outswat each other, stopped and held their fans—
Watching now with bitterness as the firefly escaped.
—Ozawa Roan /NRERE, Rokuji eiso ~MEFKE (pub. Bunka 8/1811)%

Ay

H
VBTN ERCRICEIPH5NTZE CHEHMIZE TR
Topic: Fireflies

The child had him—persuaded down with her fan—so thoroughly tricked,
The sky-going firefly parked himself right on her sleeve.
—Ban Kokei B, Kanden eiso FIHFKE (pub. Bunsei 1/1818)

72 RO b TH % B ST
PRTHROBIBES D> eh ) N @& ATUI72 B D7
Topic: Maiden Chasing Firefly with an ¢g-Fan

The little maiden with her fan sends up a wind that quite entices,
Yet how remarkably high the firefly steers his coursel
—Kamo no Suetaka B RFIE Unkin's kashi ESHHHRE
(pub. Tenpo 2/1831)

Here we have examined two cases of Chinese literary “knowledge,” this time
revolving instead around the wchiwa-fan. To put the matter differently, as regards
Japanese literary “knowledge” the #chiwa seems not to possess any function. In
such a light, compared to the gg/-fan, the #chiwa can be characterized more clearly
as low and “vulgar.”

By artistic practices of the medieval period, stereotype painting-topics of Chi-
nese (kan) association were to be painted on wechiwa-shaped fan-paper. In this
sense too, the uehiwa is, culturally-speaking, “Chinese.” This Chinese character in
turn connects the wchiwa to the sphere of £yo (i.e. as of kyoka, or “mad” poetry).
This then leads back again to the “vulgar” realm, the world to which it seems,
ultimately, the #chiwa firmly belongs.

[C] The Acceptance of Chinese Flements within Flements Japanese

The everyday familiarity providing the necessary basis for such a reception of

' Poem 477. Annotated edition: Rokwjg eiss 73k, ed. Suzuki Jun 7R, in vol. 70 of
Waka bungaku taikei FURICFE R (Tokyo: Meiji Shoin, 2013), p. 99.
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the uchiwa along Chinese lines was derived, without doubt, from the place of the
uchiwa fan in quotidian usage. In summertime scenes of enjoying a moment’s
cool, the figures depicted are shown holding #chiwa in their hands. The image of
the fan-seller in Suzuki Harunobu’s “Kasamori O-sen to uchiwa-uri” #3511l &
HIR5E 1), for instance, is particulatly well-known. Poems such as the following—

HLSZELEHTH5EEIhR

Ah, for the fan, so humbly does it offer up the gift of coolness!
—Ryuho L[, Sora-tsubute 222 5T (pub. Keian 2/1649)

FETHTOEREDH < Hb

Sleeping or awake, the fan never fails to move—a parent’s love.
—Haifii yanagidarn #FRMIZ 4

DRCY P
ENDENDIZHACHED ) LIIDL L FIRLAL SR 727212
Topic: uchiwa-fan

From time to time, looking up the fan finds me in dreamland again—
Its breeze hitting the body like a sudden gust of nap.
—Okuma Kotomichi KBEE# (1798-1868),
Sikeishi HAEE (pub. Bunkya SCA 4/1864)

also give evidence of this.

This is not to say, however, that cases of #chiwa alluding to “knowledge” of a
“Japanese” pedigree are entirely lacking. Let us note a few such examples.

First, there is the case of the battle-uhiva used in the wars of medieval Japan.
One particularly famous episode involving such a fan took place at the Battle of
Kawanakajima JIIH1 5, where Takeda Shingen HH/E% (1521-1573) used his
battle-fan to stop the blade of Uesugi Kenshin FAZH#AE (1530-1578). This scene
was among those included in the collection Ehon kgjidan, illustrated by Tachibana
Morikuni. As Nihon gaishi records it, “|Kenshin| raised his sword and struck.
Shingen, with no time to draw his own sword, blocked this using the signal fan
(kisen FEFR) he had been holding, The fan broke.” Nonetheless, such battle-use
uchiwa should probably be distinguished from the #chiwa used in everyday life.

Also, in novels of the early modern period, the uchiwa was famously what the
God of Poverty (Binbogami 2 4) held in his hand. Being a god of the winds,
perhaps the wchiwa was for stirring up the air. Figure 7 is an illustration from
Thara Saikaku’s FIEVIEE (1642-1693) Nippon eitaignra H A AU (pub. Jokyo H
£ 5/1688), chapter 1 of volume 4, captioned “Tray from the Gods as a Sign of
Prayet” (inoru shirushi no kami no oshiki 91 % FIO M DY),

%2 Haifit yanagidarn, vol. 1 (pub. Meiwa 2/1765). Text in Haifit yanagidarn zenshi (op. cit.), vol. 1, p. 18.
3 BT NG LANRIT) LR EE R .2 =i AT, Kokokn Nihon gaishi (op. cit.), vol. 11.
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Figure 7. Upper Left: The God of Poverty holds an #chiwa in the right hand.

Mlustration from Thara Saikaku HIEPUES, Nippon citajgnra H AT, pub.

Jokyd 5/1688, ch. 1 of vol. 4, “Inoru shirushi no kami no oshiki” #7 % El 1

D9, (National Institute of Japanese Literature, K6jo Isao Bunko). https:
doi.org/10.20730/200015843

All the same, such connections between the uchiwa-fan and the God of Poverty
or Tengu Demons are admittedly somewhat insubstantial as story-frames when
compared to other examples like Yugao’s ggz, or the dg7 used by Naozane to taunt
Atsumori, or the gg/ bullseye of Nasu no Yoichi, or Lady Ban seeing herself in
the discarded fan of autumn.

5. Conclusion

As I explained at the beginning, not limited to an aesthetics of nature and
named landscapes alone, unique literary resonances could also attach themselves
to specific categories of object. Through the structure inherent to such literary
“knowledge,” moreover, as these resonances circulated and spread in society,
they became available for creative application.

By the early modern period, the conduits for such a process had attained a daz-
zling variety. Through the triumph of print culture, for example, not only could
such “knowledge” be circulated more easily and widely than ever before, it was


https://doi.org/10.20730/200015843
https://doi.org/10.20730/200015843
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also simply encountered more frequently. And with the rise also of a mass culture,
one can observe a broadening in the traditional dyad-values of “refinement” (gz)
and “vulgarity” (z0k#). In contrast, ages up through the medieval period knew
only a limited circulation based on manuscripts, and conduits for knowledge
were far less dazzling in their variety. The refined and the vulgar, too, were as
concepts more narrowly defined.

In this article, I have explored such phenomena through a concrete focus on
specific objects: ggz and #chiwa fans. Here at the end, I want to consider the issue
more broadly from the standpoint of Sino-Japanese comparison.

As we have seen, despite the 9g7s Japanese origins, and the contrastingly greater au-
thority we expect the whiwa to derive from its origins in China, we find that while
resonances with Japanese literary “knowledge” exist for the 4g/, for the uchiwa such
associations are rare. As a result, within Japan it is the ¢g/ that enjoys the greater air of
refinement and luxury. The #ohiwa, in contrast, is the more vulgar and commonplace.
Yet what is responsible for causing this inversion of the usual hierarchy?

To begin with, the gg/is found actually used in works like the Ta/e of Genyi, acquit-
ing thus a connection of historical depth to courtly aesthetics. And indeed, some
reason for the inversion may lie merely in this: that before the #chiwa had a chance
to make inroads aesthetically, the beauty of the gg/ had already taken root as a fixed
idea.

It is also the case that as a matter of sheer functionality, the gg7 outdid the #chiwa.
Not limited to mere unfolding and fanning, the dg7 also had a number of potential
uses when folded up. The impression of freedom this gave, it is not unreasonable
to imagine, might well have contributed to its association with the beautiful.**

One might also see it this way: Alongside the traditional Japanese habit of im-
puting greater value to productions of Chinese origin, there has also existed
among Japanese people a contrary impulse, attaching as much value to things
from Japan as from China—if not indeed greater value—precisely because of
their Japanese origin, attempting thereby to feel their own country supetior.”
Perhaps it is for this that people came to say that, compared to the wchiwa, the og/
had the greater grace.

The reasons are in any case surely multiple, with no single one standing out.
Because it is more than possible, moreover, to discover ample grace in the uehiwa
as well, no clear-cut decisive difference between the two exists to be found. In-
deed, especially as the people of early modern Japan steadily incorporated both
types of fans into their everyday lives, the border between the two itself lost clarity.

As something, then, that characterizes the gg7 and the uchiwa both, one might
say that the sense of an item for creating coolness in summer has ultimately pre-
vailed all around.

1 am indebted to Prof. Matthias Hayek for this suggestion.
% Suzuki Ken’ichi, Edo shitka-shi no kizo 117 778K OMEAE (Iwanami Shoten, 2004), pp. 9-29.



