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UVODEM

Toto ¢islo Ddlného vychodu bylo sestaveno u prileZitosti vyznamného Zivotniho
jubilea prof. Zdenky Svarcové, predni éeské japanolozky, oblibené a respektované
pedagozky a uznavané prekladatelky japonské poezie a literatury. Pfispévky otis-
téné v tomto Cisle spojuje pravé osobnost pani profesorky. Jejich autory jsou cesti
i zahraniéni kolegové a zci prof. Svarcové a témata, jimiz se v jednotlivych studiich
zabyvaji, jsou pani profesorce velmi blizka — sama se jimi zabyvé nebo se ji néjakym
zptisobem dotykaji.

V prvnim ¢lanku pojednava Joshua S. Mostow z Katedry asijskych studii na Uni-
verzité Britské Kolumbie ve Vancouveru o vzniku, vyznamu a pozdéj$im vyuziti
sbirky ¢inskych a japonskych basni Wakan réeisii, kterou sestavil FudZziwara no
Kinto, soucasnik Murasaki Sikibu. Prof. Svarcova se touto sbirkou rovnéz zabyvala,
napriklad ve studii “Fujiwara Kinto’s Dual Poetical Taste in Wakanroeisht”, ktera
byla oti§téna v roce 2001 v Archivu orientdlnim.

Za téma nasledujiciho ptispévku si Martin Tirala z Ustavu Délného vychodu
Univerzity Karlovy zvolil motiv smutku a osaméni v poezii vyznamného stfedovéké-
ho basnika, mnicha Saigjéa, pfi¢emz pracuje mimo jiné i s basnémi, které prelozila
prof. Svarcové ve spolupréci s basnikem Zdetikem Gerychem a predstavila ceskym
¢tendftim ve sbirce Odstiny smutku (Vy$ehrad, 2013).

Antonin Liman, emeritni profesor univerzit v kanadském Torontu a japonském
Otemae, ptipomina dalsi velkou lasku pani profesorky, a sice japonské divadlo né.
V kontextu vlastnich zku$enosti a zazitkd s timto specifickym druhem japonského
tradi¢niho uméni se ve svém prispévku zamysli nad libretem Kan'amiho hry Sotoba
Komaci, které profesorka Svarcova mistrné prelozila do estiny pod nazvem Stipa
a pani Komaci.

Tematikou her 16 se ve své studii zabyva i Ivan Rumanek ze Seminéie japonskych
studii Masarykovy univerzity, konkrétné jejich specifickym rytmem, tzv. hiranori,
a jeho ptivodem, jenz podle autorovy teorie mtze sahat az k indické a fecké ¢aso-
meérné tradici.

V nasledujici eseji Sharalyn Orbaugh, kterd rovnéZ ptisobi na Katedfe asijskych
studii Univerzity Britské Kolumbie, objasniuje vyuzivani japonského papirového
divadla kamisibai jakozto ndstroje narodni propagandy béhem druhé svétové vélky.
Zabyva se predevsim zptisobem, jakym byl vyuzivan ky¢ (v Kunderové slova smyslu)
k zesileni emo¢niho dopadu téchto her. Jak autorka zmiriuje v ivodu, pochopit éesky
koncept kyce ji pomohla pravé profesorka Svarcova.

David Uher, mladsi kolega pani profesorky z jejiho domovského pracovisté
na Univerzité Palackého v Olomouci, ptipojil komparativni studii, kterd se zaby-
va knihou Cinské busidé tradi¢niho vzdélance a literdta, novinéfe a filozofa Liang
Cchi-¢échaoa (1873-1929). Na biografiich historickych postav predevsim z Vychod-
nich Cou si autor viimal Sestice pojmit definujicich japonské bugidé, aby je pak
aplikoval na ¢inské prostiedi.
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Na zavér tohoto ¢isla pfipravily Sylva Martindskova a Tereza Nakaya z Katedry
asijskych studii Univerzity Palackého medailének prof. Svarcové, ve kterém se
jednoduché zadani se zahy ukazalo jako nelehky tkol a vysledny vycet jen umociiuje
to, co vichni jiz davno vime — prof. Zdenka Svarcové je japanolozka s velkym J.

Mild pani profesorko,
dovolte mi, abych Viam za vSechny, ktefi se podileli na pfipravé tohoto Cisla, popfila
k Vasemu krasnému Zivotnimu jubileu pevné zdravi a spoustu radosti a energie do dal-
Sich let. Jménem svych kolegy#i a kolegii z Katedry asijskych studii UP Vim chci z celého
srdce podékovat za Vasi laskavost a podporu - profesni i lidskou -, za vSechno, co pro
nds déldte, za to, Ze jste s ndmi.
Ivona Baresova
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Otdzka nad otdzky

Je tento svét doopravdy,

anebo se ndm jenom zdd?
Nedozvi se, kdo se ptd,

zda skutecny je, ¢i pouhy sen,
kdy? je, a pritom neni zdrovern!*

' Ono no Komadi. Do slov md ldska odivd se. Ptel. Z. Svarcova, spolu se Zdeitkem Gerychem.

Praha, Vys$ehrad, 2011, s. 73.



THE WAKAN ROEISHU THROUGH TIME

Joshua S. Mostow

Abstract: The Wakan roeishit (WKRS) is a unique anthology of Chinese and Japanese
verse, classified by topics, assembled by Fujiwara no Kinto (966-1041). The conditions
of its creation are obscure, and at least two theories have been offered. The verses were
chanted by male courtiers from the Heian period in a “Japanized” fashion (kundoku).
It has also been a favored text for calligraphers from its inception to our own day.
It is an important sub-text in Noh as well as literary court romances (monogatari).
Finally, it early on became an important textbook for the teaching of classical Chinese.
The article considers a number of manuscript versions of the WKRS as well as printed
editions dating from the Edo period (1600-1868).

Key words: Chinese verse (kanshi), Japanese poetry (waka), chanting, calligraphy, Noh
theatre, manuscripts, early modern printed books (hanpon).

The Wakan roeishii (hereafter, WKRS), variously translated in English as Japanese
and Chinese Poems to Sing,' the Japanese and Chinese-style Chanting Collection,?
Collection of Han and Yamato Cantillations,® and Collection of Wa and Kan Chants,*
is a Heian-period collection of 803 verses, comprised, largely, of Chinese couplets
by Chinese and Japanese poets, and Japanese poetry (waka) by male and female
Japanese poets. The aim of the short article is to reflect on the amazing longevity of
this text, especially in its variety of physical formats.

Itis a “classified” collection in two books, where verses are categorized: seasonally
in Book One, and by somewhat random topics (“Wind,” “Bamboo,” “Mountain
Residences,” “Neighbors”) in the second. As Jennifer Guest has noted: “the first,
seasonal part of the anthology owes more to the world of waka topicality, while the

second, miscellaneous part is oriented more toward kanbun-based topics.”

! Rimer 1997.
2 Guest 2013.
3 LaMarre 2000.
Svarcova 2001.
°  Guest 2013: 56.
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Fig. 1. WKRS, vol. 1 Late Edo printed edition.

So, for example, on the first page of an Edo-period printed edition (fig. 1), we
see “Haru” (Spring), followed by a number of vernal topics, such as “risshun” (the
establishment, or start, of spring), “soshun” (early spring) and “shunky6” (spring
inspiration), and then at the bottom of the last line on the left “Natsu,” or Summer,

.

followed by the autumnal topic “kéi,” or the seasonal change of garments.

Origins

The verses in the WKRS were selected by Fujiwara no Kinto (966-1041), the most
famous poet and poetic arbiter of his day and a contemporary of Murasaki Shikibu,
the author of The Tale of Genji (Genji monogatari, ca. 1008). Curiously, there are two
traditions about the origins of this collection. The first is that it was put together by
Kint6 and calligraphed by Fujiwara no Yukinari (972-1027) as a wedding present for
Kint's son-in-law;, Nijo Kanpaku Fujiwara no Moromichi, around 1011 or 1012. This
is recorded in the GoShitisho chii (Notes on the GoShuiisho) by Kensho (ca. 1130-ca.
1210). While it is true that Moromichi took Kintd’s daughter as a secondary wife,
there is no evidence of such a wedding present.®

¢ Sugano 1999: 422.
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According to the second tradition, found in the Kokon chomonji (Things Heard
Then and Now, Tachibana no Narisue, ed., 1254), Fujiwara no Yoshimichi had
the artist Yoshichika paint two hundred screens (byobu), and among them were
some with kara-e (“China-pictures”) above and yamato-e (“Japan-pictures”) below,
separated by water representing the ocean. Kinto selected poems and had them
written on cartouches and attached to the screens. Yoshimichi then gave the screens
to Fujiwara no Norimichi, Kintd’s son-in-law, for the presentation of the latters’
daughter to court, presumably Kanshi (£5-7-, or Yoshiko) as a consort to Go-Reizei
in 1047.” Kawaguchi Hisao, the author of this theory, also notes the high percentage
of poems in the WKRS that were originally designed to be affixed to screens, so-
called byobu-uta and byobu-shi—the number required for 200 screens would be
roughly equivalent to the total number of poems in WKRS.® However, scholars have
accepted that we will never really know the circumstances under which Kinto put
together this collection.

Early copies

Although the earliest extant copies of many of the works contemporaneous with
the WKRS, such as The Tale of Genji and Makura no soshi, are from centuries later
than their originals, we actually do have late eleventh century copies of the WKRS.
In fact, the Kansu-bon owned by the Imperial Household Agency is traditionally
attributed to Kint6 himself, though it is now thought to date from the early twelfth
century. Earlier still is the Detcho-bon (fig. 2), also owned by the Imperial Household
Agency, and the Sekido-bon, owned by the MOA Museum of Art, both dated to the
mid-eleventh century. All these texts give evidence of the heights of refinement
Japanese kana calligraphy had achieved by this point, and all show the great stylistic
ingenuity used to integrate kana and kanji into a beautiful and harmonious whole. It
is no surprise that the WKRS became a favored text for virtuoso calligraphy.

7 Smits 2000: 419.
& Ibid. 421; citing Kawaguchi 1965: 13-19; and Kawaguchi 1982: 624-626.

-10-
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Fig. 2. Detcho-bon, Imperial Household Agency.

The Texts, verses 1-11

Prof. Svarcova in her 2001 article provides a table of all the poems in each category,
with the poets identified in the following way:

A Bai Juyi (H%£X)

b a Chinese poet

c a Japanese poet (J#5+F)

d a Japanese poet (Fl1HK)

e a Japanese woman poet (F1#K)

She gives the distribution of the first two categories as follows:

Si# ccdaacdd

I baacceddd’
This allows us to appreciate the interweaving of voices, in both Chinese and Japanese,
by both women and men.

Roei—Chanting
The question of course arises as to how the Chinese poems were actually chanted.
They were performed in their kundoku readings, that is, with the words transposed

into Japanese sentence structure. Thus, Verse 11, “Togan,” or “Eastern Shore,” while
written in Chinese:

HUF 7200 EEHEANE]
PR AL D PR EL 5

®  Svarcova 2001: 491.

-11-
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was actually recited as:
togan seigan no yanagi  chisoku onajikarazu
nanshi hokushi no ume  kairaku sude ni kotonari."®
Interestingly, Guest has shown that it was through such chanting performances
that ladies of the Heian court derived much of their knowledge of Chinese verse.'!
And male characters in women'’s monogatari also chant verses from the WKRS
to themselves and others, like Genji in exile in Suma:

A splendid moon had risen, and Genji realized that on this night of the full moon
there would be concerts at the Imperial Palace. Perhaps his previous companions,
gathered for a midnight party with beautiful court ladies, might be thinking of him.

Two thousand miles away,
the heart of my friend.
So he sang and could not hold back the tears.'

The quote is a verse by Bai Juyi, contained in the WKRS.

Noh

Yet the most frequent appearance of Chinese verses from WKRS are in Noh, where
they weave in and out with quotations from waka usually not from the WKRS itself.
Let us take a passage from the play Yamamba:
CHORUS Before, the ocean rolls its boundless waters,
The moon aloft lifting high the light of truth;
Behind, huge pines tower from beetling crags,
Their wind’s song shivering dreams of eternal bliss.
CRONE Bulrush whips rot away till fireflies rise free;
CHORUS alarm drums gather moss till birds take fright no more:
lines like these speak of this place, too.
The lines in italics are quoting a Chinese verse by Fujiwara no Kokuft (no. 663)
TR 7 ek 22 25
W E RIS
keibengama kuchite, hotaru munashiku sannu
kanko koke fukoushite, tori odorokazu.
The punishment whips of reed have rotted:
fireflies fly off to the sky.
On the drum of petition, the moss grows deep:
the birds are never startled.

1 SNKBZS, p. 23. A musical notation for this piece is provided by Stephen Addiss, in
Rimer 1997: 256-257. A performance can be found on Youtube: https://www.youtube.com/
watch?v=nwyM3AGwd_w.

1 Guest 2013: 105.

2 The prose translation is by Addiss; the translation of Bai is by Chaves, both contained
Rimer1997: 248.

13 Tyler 1992: 325.

-12-
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WKRS as Textbook

The mid-eleventh century Detchd-bon presents both kana and kanji unadorned, but
early in its history the WKRS became a textbook for learning how to read classical
Chinese. For this, annotations of the kundoku system were added.

Even after the rise of woodblock printing, hand-calligraphed copies of WKRS
continued to be used. Fig. 3 shows the first page of a Bunka-era (1804-1818) text:

Fig. 3. WKRS manuscript. Bunka era.

We can see that kunten marks and okuri-gana have been added in red. The reading
of the Chinese characters has been supplied in black ink. Curiously, there is some
redundancy, so that the very first character has the rubi “otte” (4> 7°) but also
the “te” in red.

-13-
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This is explained in the colophon (fig. 4):

Fig. 4. WKRS ms., colophon

This tells us that the text was originally callligraphed by Shimizu Koshitami (I 7K &
E, my reading of his given name is conjectural) in the middle yashiki of a daimyo
in the Third Month of Bunka 10 (1813). But a note added on the extreme left of the
pages indicates that in Bunka 15 (1818) Shimizu also added the kana readings to
the characters.

If we look at a subsequent two-page spread (fig. 5)

Fig. 5. WKRS ms., from “risshun”to “sdshun,” Bunka era

~14-
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we see that Shimizu quickly eliminates the redundancy. But we notice two other
factors: first, the inscription of the waka now include kanji, albeit as kuzushiji (the
kanji for Spring, “haru,” in the first line is particularly noticeable), and some of the
kanshi verses have been run together, so that the “Togan” verse starts in the middle
of the third line.

Later Edo editions start adding an upper register for supplementary material,
such as “Kanshi and Waka on the Eight Views of Xiao and Xiang” (Shosho hakkei
shiika), pictures of Chinese immortals and well as the Six and Thirty-Six Poetic
Immortals of waka.

Most of these texts appeared to have been aimed at a male readership, as women
were even more generally excluded from the Sinosphere than during the Heian
period. Nonetheless, in 1803 we find a commentary of the WKRS specifically
designed (according to its preface) for both male and female children (527z). This
is the Wakan roeshii-sho of Takai Ranzan (1762-1839). Ranzan was characteristic of
the explosion in education for commoners that print capitalism enabled, especially
in the latter half of the Edo period, and was personally responsible for writing as
many as 123 titles, many of them 6rai-mono or purveying practical knowledge.'*

The text (fig. 6) displays what Rebekah Clements has recently called “kundoku
transcription”® where, rather than leaving it to the reader to transform the Chinese
into
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Fig. 6. Takai Ranzan, Wakan roeisha-sho (1803).

4 Kinski, Michael: “Admonitions Regarding Food Consumption, Takai Ranzan’s Shokuji
kai, Introduction, Transcription and Translation. Part One,” Japonica Humboldtiana 7, 2003,
pp. 123-178.
> Clements, Rebekah: A Cultural History of Translation in Early Modern Japan. Cambridge
2015, p. 104.
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Japanese by following the kunten marks and readings, authors write the whole thing
out, as we see in the upper register. For “Togan” this reads:
& ");ﬁ/;ﬁn,ﬁg DRBE BT BRL ¥+
BRI REZ B, B [ 2251,
Zkiey

There is also a prose paraphrase of the verse in the main-body of the text:

BT & 0 Wk & M RO RS £ 1F) L ROSIT & 0T 519~

VAL L ¥ [e3ed izl BELIRI b s (i) Z1E ax

R ORERD M AR DS IENE B BB 722~ OO & < B
By EistedBXL

&<HAb R B

This is a text made on the coming of Spring, which follows the land from that

place to this place. Since the energy of Spring comes from the East, the wil-

lows on the eastern shore bud early, while the west is slow. Since the south is

warm, the branches of the southern plums quickly blossom and quickly fall,

while the North is cold and late.

Interestingly, Ranzan also gives commentary for the waka, which is unusual: the
WKRS was always valued more for its kanshi than for its waka.

The Wakan roeishii-sho was reprinted as late as Bunka 4 (1807) and the copy
in my possession has an owner’s signature dated to the Meji teens, that is, the late
1870s, so we can see that it remained popular even after the Meiji Restoration. In fact,
a movable-type edition was published in Meiji 43 (1910). While the work remained
marketable, the necessity of a moveable-type edition also means that the Bunka
edition was inaccessible—due to being printed with variant-form kana (hentai-gana)
—not only to most of us, but also to most Japanese only 100 years after its last reprint,
or less than 50 years (about 2 generations) after the foundation of the modern nation-
state. That is to say that in c. 1879, someone could still read this Edo-period text,
but in 1910 new readers could not. Of course, this was at the popular, rather than
scholarly, level. But it was to the popular reader than Kanzan was addressing himself
and it is at that level that the ability to read hentai-gana must have disappeared first.

The WKRS continued to be popular in the Meiji period, when a card game like
the Hyakunin isshu uta-garuta was also created. And even today, it remains a popular
text with calligraphers, such as Kataoka Shiko /1 [if]457T (1928-2014).' Embedded
in Noh, monogatari, and the calligraphic tradition, this curious collection remains
a fundamental element of pre-modern Japanese culture.

' An example, with explanatory text and video, can be accessed at:
http://collections.museums.ualberta.ca/uaac/uaac/details.aspx?key=22693&r=7&t=2.

-16-
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ESTETIKA SMUTKU A OSAMENI V SAIGJOOVE POEZII

Martin Tirala

Abstrakt: Tématem p¥ispévku je motiv smutku a osaméni v poezii viznamného stie-
dovékého bésnika, mnicha Saigjéa (1118-1190). Zasazuje tohoto bdsnika do kontex-
tu doby a zvazuje mozné priciny jeho odchodu do tstrani. Sousttedi se vSak hlavné
na jednotlivé typy smutku a osamént, které lze v prekladech jeho poezie zaznamenat.
K tomuto iicelu si autor vytvofil databdzi bdsni s touto tematikou. Vyclenil celkem osm
kategorii smutku, kterym odpovidaji riizné ndlady, lexikum a estetické idedly. Saigjo
je zcela nepochybné béasnikem, u néhoz Ize pozorovat prechod od klasické heianské
ke stredovéké estetice.

Kli¢ova slova: Mnich Saigjé, Saté Norikijo, stfedovékd poezie, tradicni japonskd es-
tetika, mappd, sabi, jiigen, wabi, odchod do tstrani, motiv smutku, motiv osaméni

Mnich Saigjé v dobé ,konce Buddhova zakona”

Sttedovéka japonskd poezie se v déjinach literatury standardné oznacuje jako po-
ezie obdobi Kamakura (1185-1333) a Muromaci (1336-1573), jeji pocatky vsak
1ze hledat jiZz na konci obdobi Heian (794-1185), ve druhé poloviné 12. stoleti.
Za sttedovékého bésnika tak lze povazovat i mnicha Saigjéa PE1T (1118-1190),
prestoZe po vétsinu svého Zivota neptisobil ve stfedovéku. Jeho poezie byla v mno-
ha ohledech jind neZ poezie jeho soucasnika, ktefi nadéle opévovali jen to, co se
objevovalo v prvni cisafské antologii Kokinwakasu 154 Fn#k4E (Sbirka starych
a soucasnych japonskych bésni) z roku 905. Samoziejmé dochdzelo k pozvolnym
proménam stylu a volenych motivi, ovSem vyraznych zmén bylo dosazeno az
na zacatku 13. stoleti, kdy byla vyddna osmd cisatska antologie, pfizna¢né nazva-
né Sinkokinwakasu 4 FEk4E (Nova sbirka starych a sou¢asnych basni). Jeji
kompilatofi prisli s novym stylem japonské poezie, autory pozdéjsich komentaia
oznacovanym jako ,,styl Sinkokinwakasu,” & »styl Nové Kokinwakasii®, ktery se mimo
jiné vyznacoval syntaktickymi predély po prvnim nebo tfetim versi, ,,spoléhanim
na poeticky uéinek podstatnych jmen (obzvlasté na samotném konci dané basné)“!
a mnohem vétsi intenzitou a emocidlnim prozitkem nez v ptipadé Kokinwakasii.
Navic celkové Ize prohlasit, Ze basné Sinkokinwakasii jsou mnohem temnéjsi nez
v predchozich sbirkach. To je samoztfejmé dano dobou, kdy tyto basné vznikaly.
Dvorané museli sledovat, jak se k moci postupné dostava samurajska vrstva v cele
s rody Taira a pozdéji rodem Minamoto. Ztrata vysadniho postaveni starych dvor-
skych rodu vSak byla jen jednim z aspekt $ir§iho fenoménu nazyvaného mappé
K%, ,konec Buddhova zakona® Jednalo se o prevazujici buddhistickou predstavu

1 Keene, Donald 1993: 643.
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konce svéta, jenz mél zapoc¢it rokem 1152 a trvat 10 000 let az do uplné zkazy.>
Vnimavi dvorané pozorovali, Ze v jejich okoli dochézi k jeviim a udélostem, které
je mohou jen utvrzovat v presvédcent, ze konec Buddhova zdkona skute¢né nastal.
Hlavni mésto Heiankj6 (dnesni Kjoto) bylo v druhé poloviné 12. stoleti stizeno
nékolika pfirodnimi pohromami, obyvatelé mésta byli z pokynu Taira no Kijomo-
riho na prechodnou dobu nuceni prestéhovat se do neobydlené Fukuhary, pobliz
dne$niho Kdbe, a tiplnou zkazu v jejich o¢ich prinesly boje mezi samurajskymi rody
Taira a Minamoto. Saigjétv mladsi sou¢asnik Kamo no Cémei 5&H (1155-1216)
popsal mappé v hlavnim mésté v prvni poloviné proslulého dila HédZoki (Zaznamy
z poustevny). Pod vlivem uceni mappé se k okolnimu svétu stavi negativné a jeho
reakce je pesimisticka. Oproti nému Saigjo, ktery se stejné jako Cémei stal mnichem,
je schopen vychutnévat krasy tohoto svéta. Nicméné jisty pesimismus, nebo presnéji
smutek z nastalého stavu véci jej provazi ve zna¢né ¢asti jeho poezie.

Iy

Saigjotv odchod do ustrani a osamélost na cestach

Profesorka Zdenka Svarcova nazvala pieklad vybéru ze Saigjéovy poezie trefné jako
Odstiny smutku.> To mé inspirovalo k zamysleni se nad povahou a podstatou motivu
smutku v jeho basnich. Japonsti literdrni kritici se ve svych pracich vétsinou soustredi
na Saigjouv Zivot, nebo jen na jeho basné. To je odrazem véeobecnéjsi tendence
zabyvat se bud biografii spisovatelfi a basnikd, tzv. sakkaron {EZZ 5, nebo jen jejich
dilem, tzv. sakuhinron YE&h&. O klasické a sttedovéké poezii v§ak nelze uvazo-
vat oddélené bez kontextu, v jakém basnik tvoril, bez znalosti situace a okolnosti,
za nichZ basen napsal. OvSem Zzivotni osudy basnika a jejich vliv na jeho poezii by
nemély byt precenovany, protoze ne vzdy se jednd o niterny prozitek inspirovany
tim, co autor basné v realném zivoté zakusil. Je nutné si uvédomit, zZe i sttedovéky
basnik pracuje do jisté miry s fikci, Ze stejné jako moderni autor vytvari fikéni svét.*
Sakkaron je tedy aplikovatelny jen do urcité miry. Nicméné nékteré dulezité zivotni
udalosti tvorbu autora ovlivnit mohly, obzvlasté v dobé viry v ,konec Buddhova
zakona®.

V Saigjoové Zivoté 1ze takovych udalosti vymezit hned nékolik. Tou nejsilnéjsi
udalosti vSak byl zcela nepochybné jeho odchod do ustrani v roce 1140. Saigjo,
svym ptivodnim svétskym jménem Saté Norikijo {2 /#3¢1%, pochazel z viznamného
samurajského rodu, jehoz prislusnici slouzili jako ¢lenové cisatské, presnéji fe¢eno,
excisaiské gardy, hokumen busi AL L=, Norikijo mél v této funkci moznost pfi-
mého pristupu hned ke dvéma excisaitim za sebou, Tobovi (1103-1156) a Sutokuovi
(1119-1164). Obzvlasté ale byva zduraznovan jeho blizky vztah k Tobové hlavni
manZelce, cisatovné S68i (1101-1141), ktera byla matkou Sutokua a dal$tho excisare
v potadi, Gosirakawy (1127-1192). Cisafovna S6si méla pravdépodobné na mladého

Avsak po naprosté zkaze mélo cyklicky dojit k opétovnému vzniku svéta. Podrobnéji viz
Marra 1991: 70-75.

3 Saigj6. Odstiny smutku: Sto japonskych bdsni. Jednd se o pieklady prof. Svarcové, které pak

jesté piebasnil Zdenék Gerych.

4 O fikénich svétech, obzvlasté v poezii, viz Cervenka 2003.
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Norikija velky vliv v oblasti japonské poezie. Sama pochazela z rodu Tokudaidzi,
vlivné fudziwarské vétve, spojené s jednou z péti vyznamnych $kol poezie, jez nesla
rovnéz nazev Tokudaidzi. Podle jedné z legend byl Norikijo do této damy zamilovany
a mnichem se stal z ne$tastné lasky k ni. Uvadi se i jiné varianty, podle nichz v§ak
byla pri¢inou jeho odchodu do ustrani vZdy nestastna laska k néjaké vysoce posta-
vené, a tedy nedosazitelné damé. Jedna se pravdépodobné o pozdéjsi snahy ucinit
Saigjouv zivot mnohem romanti¢téj$im, nez asi byl, nicméné zadna z téchto variant
se neda zcela vyloucit. Stejné tak nelze vyvratit teorii, podle které se Norikijo stal
mnichem v dasledku smrti blizkého pritele.> Avsak bez ohledu na to, co bylo sku-
te¢nou pri¢inou, je zfejmé, Ze jeho rozhodnuti mélo vliv na cely zbytek jeho Zivota.
Mnichem se stal v pouhych 23 letech a opustil kvtili tomu svou mladou Zenu a malou
dcerku. Podle legendy obsazené v dile Saigjé monogatari Vi1 TH)7E (Saigjotv ptibéh)
svou dcerku pti poslednim lou¢eni dokonce odkopl nohou.® Toto pfehnané sym-
bolické gesto znamenajici zpfetrhani veskerych vazeb se svétskou sférou je ovsem
v ptimém rozporu s tim, co Ize vysledovat v pozdéjsi Saigjoové poezii. Prestoze se stal
mnichem, na diikaz ¢ehoz ptijal mnisské jméno En’i (Uroven dokonalosti) a pozdéji
Saigjo (Kracejici na Zapad), ¢asto se vracel zpét do hlavniho mésta za svymi vysoce
postavenymi prateli. Jednoduse osaméni se mu navzdory zteknuti se pozemskych
tuzeb stavalo nesnesitelnym a svét lidi jej opakované pritahoval.

Smutek a osaméni Ize pozorovat rovnéz v Saigjdové poezii, kterou napsal béhem
cest za prirodnimi krasami, pfesnéji fe¢eno, za mistnimi jmény, utamakura HREL
(poduskami basni), které v basnich asociuji ur¢ité nalady a specifickou slovni zaso-
bu. Jedna se o basnické figury vazané na konkrétni mista v Japonsku, které vétsina
dvoranu znala jen z poezie, avSak Saigjo, stejné jako o nékolik stoleti pfed nim
bésnik Ariwara no Narihira 7EJi3£ - (825-880)7, se na tato mista opakované vy-
daval. Nékolik let po odchodu do ustrani Saigjo nejspis pobyval v blizkosti hlavniho
mésta Heiankjd, na svazich Vychodnich hor. Pozdéji se uchylil na horu Kéja a dalsi
hory pohoii Josino a delsi dobu Zil také v Ise. V Japonsku jej ale proslavily obzvlasté
jeho vypravy na vzdalend mista, nejvice pak do Vychodnich provincii (Azuma).
Do mist, kam se za utamakurami vypravil i zminény Ariwara no Narihira, tedy az
do oblasti dnesniho Sendai a do dnesni oblasti Fukusima, které, jak je znamo, byly
v roce 2011 stizeny katastrofickymi zéplavami a zemétifesenim. Béhem téchto cest
napsal Saigjo spousty dojemnych basni, nicméné nejptisobivéjsi jsou ty, které slozil
v dobéch nejvétsiho osaméni, v mistech, kde jeho jedinym spole¢nikem byl pouze
mésic na no¢ni obloze.

> William R. Lafleur se dokonce zmitiuje o homosexudlnich praktikdch na excisaiském dvore,

k nimz mohl mit mlady Saigjé odpor, in Lafleur 2003. Podrobnéji se touto problematikou
zabyvé Stoneman 2009.

¢ Hagiografické dilo Saigjé monogatariz 13. stoleti je pHstupné v anglickém prekladu Gustava

Heldta v Saigyos Traveling Tale: A Transaltion of Saigyo monogatari.

7 Ariwara no Narihira, jeden z $esti basnickych génit rokkasen 7SHi{lll, a predpoklédany

hrdina jednoho z prvnich dél Zanru monogatari, Ise monogatari 3455 (Ptibéhy z Ise)
z ptelomu 9. a 10. stoleti.
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Databaze Saigjoovych basni

Pokusil jsem se vyextrahovat bdsné z piekladu profesorky Svarcové, basné z pie-
kladu pani Véry Linhartové®, verse z knihy Bledy mésic k ranu® a preklady dal$ich
Saigjéovych basni z knih', v nichz 1ze pozorovat motiv smutku a osaméni. Pfestoze
se nejedna o databazi vzniklou na zakladé veskeré Saigjoovy poezie, jedna se o vzo-
rek reprezentativni (vice nez 200 bésni), takze niZe uvedené subkategorie zhruba
odpovidaji motiviim vysledovatelnym v celé jeho tvorbé. Lze pozorovat bohatou
$kalu nuanci od osameélosti a smutku milostného, pres smutek z louceni, osamélost
hranicici s bolesti, touhu nebyt sdm, pfiznani si toho, Ze navzdory odchodu do tstra-
ni mé basnik nadale city, smutek doslova existenciondlni, rozjimani nad smrti az
po zamérnou osamélost. Tyto nélady a pocity vyjadiuje Saigjé pomoci riznych slov
a jazykovych prostredki, doplnil jsem proto jednotlivé ukazky i pfepisem originélu
do latinky s pfislusnym zdrojem. Navzdory rozdilnosti pouzitych vyrazi vykazuji
vSechny basné shodné rysy, které svéd¢i o komplexnosti a jednoté stylu Saigjdovy
poezie.

Osm typl motivu smutku a osaméni

Milostnou poezii od mnicha, ktery se zfekl tohoto svéta, by asi nikdo neocekéval,
ale mnisi psali milostné vere uz v prvni cisai'ské antologii Kokinwakasi. Casto se
jednalo o stylizaci, pfedstavovani si sama sebe v roli milence, ba i milenky. Ov§em
v ptipadé¢ byvalého aktivniho dvorana, jakym byl Saigjo, 1ze u nékterych verst pred-
pokladat, Ze se jednd o basné z doby, nez se stal mnichem. Saigjéovy milostné basné
1ze rozdélit do tfech subkategorii: basné vyjadfuji 1. osamélost, 2. touhu setkat se,
3. smutek. Do prvni subkategorie spad4 tato basen:

Hito wa kode Neptichazi,

kaze no kesiki mo na néhoz ¢ekala jsem,

Sfukenuru ni v tu pozdni hodinu i vitr uz se zdvih.
aware ni kari no Jak teskné jej doprovazi

otozurete juku'! prelétajicich husi kiik!"?

Jedna se o basen, ve které se Saigjo stylizuje do osamélé Zeny, za niz se nedostavil
jeji mily. Je podzimni vecer a marné ¢ekdni je umocnéno ktikem divokych husi.

8 Jedné se o basné z knihy Diim v hordch: Sto bdsni na zdvér, které Véra Linhartové prelozila

ze Saigjéovy soukromé sbirky Sankasii 1115¢4E.

®  Kniha Bledy mésic k rdnu obsahuje véech pét milostnych knih ze sbirky Sinkokinwakasi.

Basné prelozili Karel Fiala, Petr Geisler, Helena Honcoopova, Lucie Lucka, Zdenka Svarcova
a Martin Vackar.

10" Jedna bésen se objevuje ve sbirce Sto bdsni v prekladu Heleny Honcoopové a nékolik dalsich
v knize Japonskd literatura 712-1868 od Zdenky Svarcové.

" Minemura, Fumito (ed.): Sinkokinwakasi, s. 351. Déle jen Sinkokinwakasi.

12 Odstiny smutku 2013: 45. Trochu jiny preklad je obsazen v knize Bledy mésic k rdnu 1994:
103: Neptichdzis / a vitr, zdd se, bésni / ¢im ddl vic / Mou dusi rozteskiiuje / kiik divokych husi.
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K vyjadreni pocitu osamélosti zde basnik vyuzil slova aware, estetického idedlu
citového pohnuti, ktery prof. Svarcova pielozila velmi vystizné jako ,tesknotu®. Dru-
hé subkategorie popisujici milostnou touhu se znovu setkat se vétsinou odehrava
v horizontu redlnych zkusenosti basnika. V nasledujici basni se Saigjo na sklonku
zZivota touzi opétovné vidét se svou milou, s niZ se kdysi ddvno musel rozloudit:

Au made no Upénlivé

ino¢i mo gana to s bolesti v srdci

omoisi wa hy¢kam nadéji,
kujasikari keru Ze uvidim té dfiv,

waga kokoro kana® nez vyprchd muj zivot'*

Pfesné tento typ poezie stal u zrodu legend o Saigjéové odchodu do ustrani
z nestastné lasky. K tomu prispélo mimo jiné i to, Ze tato baseri byla v Sinkokinwakasti
zafazena mezi basné milostné. I v tomto pripadé se v§ak muze jednat o stylizaci
a v jiném kontextu by to ani nemusela byt milostnd poezie. Kazdopadné nadéje
na setkani je zde doprovazena tryznivym pocitem v srdci, kujasiki keru waga kokoro,
v basni prelozeno jako ,,upénlivé s bolesti v srdci Poezie z tieti milostné subkate-
gorie popisuje pouhy smutek pramenici z absence lasky. Vzpominku na milostné
city vyvolava vétsinou néjaky ptirodni jev, hlas ptaka ¢i zvifete. V nasledujici basni
to je nafek kulika, japonsky cidori:

Kawakaze ni Zimni noc

Cidori nakikemu vitr od feky

fuju no jo wa prinasi hlas kulika
waga omoi nite Zistavam sam

arikeru mono wo' v myslenkdch na lasku'®

Velice blizko k milostné poezii maji basné vyjadtujici bolest louceni. V nékte-
rych ptipadech se skute¢né mohlo jednat o louceni se Zenou blizkou Saigjéové
srdci. Vétsinou se vSak lou¢i se sakurami. Ostatné sakury, v dobé Saigjdova piisobeni
jiz symbol krasy a pomijivosti, patfi mezi jeho nejcastéji zminované pfirodniny.
Tvorily jeho staly repertodr, jeho vé¢né pouto s pozemskym svétem. V nasledujici
basni popisuje obtiznost louceni se sakurovymi kvéty, které celou dobu, s laskou,
pozoroval. Smutek z toho, Ze tyto kvéty opadaji, vyjadtil pomoci pfidavného jména

2%

kanasi, ,,byt smutny*.

B Sinkokinwakasi 1995: 339.

" Bledy mésic k rdnu 1994: 83. K nepoznéni jiny je pieklad v Odstinech smutku 2013: 43:
Myslival jsem v srdci svém: / ,Kdybych Zil jen do chvile, nez setkdme se, / byl bych spokojen!*/
Pozdé ted litovat, / Ze vice mohl jsem si pidt!

5 Tt Josio (ed.): Sankasi, s. 226. Dale jen Sankasii.
16 Ditm v hordch 2013: 30.
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Nagamu tote Ptirostla mi k srdci -

hana ni mo itaku sakura,

narenureba na niz tak dlouho jsem se dival.
Ciru wakare koso Smutné se mi sbohem dava,
kanasikari kere' za kvétem kvét kdyz opadava.'®

Kdyz osamélost hranici s bolesti, uchyluje se basnik az k sebelitosti. V nasledu-
jici basni se Saigjo pta sam sebe, pro¢ jej nikdo nenavstivi, pro¢ se po ném nikdo
nepta. Je si samoziejmé védom, Ze by jej nikdo navitévovat nemél, protoze se oddal
cesté Buddhové ve své chysi. AvSak vitr, ktery nad chysi fouka, jen umociiuje jeho
osamélost, zde vyjadfenou opét pomoci slova aware, v prekladu jako ,,v dusi bolavé®.

Aware tote V dusi bolavé

tou hito no nado sebe se ptam, pro¢ nikdo
nakaru ran o mé nedba

mono omou jado no Vitr Selesti v rakosi

ogi no uwakaze" u chy$e rozjimani®

Rekurzivnim motivem v Saigjoové poezii je motiv smutku a touhy nebyt sam.
I kdyz si je védom, Ze odchod do ustrani je pfedné Zivotem mimo civilizaci, stranou
ostatnich lidi, touZi tuto samotu sdilet s nékym, kdo usiluje o stejny cil. Je to samo-
zfejmé paradox, ktery nemad reseni, avak Saigjotv pocit osaméni je natolik silny, Ze
se podobnym zpusobem vyjadfuje hned v nékolika basnich. V nésledujicich versich
dokonce uziva terminu sabisisa, ,,osamélost®, ,samota“, v ptivodnim negativnim
vyznamu. Nejednd se je$té o sabi, esteticky idedl ve stfedovéku nabyvajicim pozitivni
konotace, i kdyz, jak uvidime, pozitivniho ptistupu k samoté se Saigjé také dopra-
coval. Zde je nutné zdudraznit, Ze samota je v tomto piipadé doprovazena chladem,
protoZe se jednd o basen zasazenou do zimniho obdobi. Je proto zcela pochopitelné,
Ze basnik samotu vnima negativné.

Sabisisa ni Ké7 by tu se mnou nékdo byl!

taetaru hito no Hned vedle mé

mata mo are na si svoji chatr¢ postavil

iori naraben a moji samotu sdilel

uju no jamazato® za dlouhych zimnich chvil.
ju no j Yy

7 Sinkokinwakasii 1995: 56.

8 Odstiny smutku 2013: 11.

19 Sinkokinwakasii 1995: 380.
20 Bledy mésic k rdnu 1994: 148.
2 Sinkokinwakasii 1995: 186.
22 Odstiny smutku 2013: 24.
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Dal$im paradoxem, s nimz se Saigjo potyka, je jeho neschopnost vyporadat se
s pozemskymi tuzbami, s lidskymi city. Opakované si stéZuje, Ze i pfes pokro¢ily vék
ulpiva na zalezitostech tohoto svéta. Tedy na véem, ¢eho se mél jako mnich davno
zteknout a k ¢emu mél byt lhostejny. V nasledujici basni se ptd sim sebe, kdy se ko-
necné zbavi lasky, spalujici milostné touhy, japonsky omoi. Toto slovo, v ptivodnim
zapisu, jako omohi, obsahuje slovo hi, ,ohen, odtud trefny preklad ,,spalujici touha®.

Samazama no Stéle vice mé trapi
nageki wo mi ni wa bolest a zal

cumi okite Kdy uz vyhasne
icu Simeru beki ta spalujici mé
omoi naru ramu® touha?*

Zvlastnim motivem, ktery se objevuje v Saigjoové poezii, je existencialni, by-
tostny smutek, ktery byv4 v tradiéni japonské estetice popisovén jako jigen i X%,
doslova ,,hluboka nepoznatelnd temnota“ Stav, ktery vyborné popsal Kamo no
Cémei ve svém spise Mum;josé &4 ¥ (Pojednani beze jména). Jiigen podle néj
zazivame, kdyz ,za podzimniho vecera, kdy na obloze nelze pozorovat zadné zbar-
veni nebe a neni ani zndmky po zadném zvuku, citime byt dojati k slzam, pfestoze
pro to nedokazeme uvést zadny konkrétni divod.“* V klasické poezii byva jiigen
doprovazen pocitem osamélosti (sabi, sabisisa) a nejinak tomu je i v pfipadé basni
mnicha Saigjéa. Ve vét$iné ptipadu je tento bytostny smutek popsan na pozadi né-
jakého piirodniho jevu, jako tomu bylo v popisu Kamo no Cémeie. V Saigjéovych
basnich se vyskytuji opusténa pole, moktiny, sluky, kukacky, holubi, ale nejéastéji se
jednd o scény, v nichZ figuruje mésic na podzimni obloze. Takto je tomu i v basni,
ktera dala jméno celé sbirce Odstiny smutku.

Mono omoite Kolika odstiny smutku
nagamuru koro no mésice jas

cuki no iro ni dnesni noci hraje,

ika bakari naru kdyZ na néj hledim
aware sou ran* tesklivé rozjimaje!?”

v

Bésen obsahuje opét slovo aware, zde prelozeno jako ,,tesklivé®. Basnik se dojima pri
pohledu na mésic, jeho osamélost se odrazi v jeho roztesknénosti. Avsak daleko blize
k idedlu jiigen ma spiSe nasledujici basen obsahujici slova ,,staré pole“ (furuhata),
»holub® (hato) a ,,soumrak® (jiigure):

B Sankasi 1947: 225.

2 Dim v hordch 2013: 28.

25 Ritchie 2007: 56.

% Sinkokinwakasi 1995: 370.
¥ Odstiny smutku 2013: 48.
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Furuhata no Strom osamély

soba no tacu ki ni nad starym polem stoji,

iru hato no z né&j holub na svou druzku zavolal.
tomo jobu koe no Ja za soumraku sly$im jeho hlas,
sugoki jugure® a po zadech prechdzi mi mraz.”

V Ceském prekladu tato basenl svou atmosférou pfipomina poezii Edgara Allana
Poea. Nejde v$ak o nic fantaskniho, ani morbidniho. Stejné tak nejsou morbidni
Saigjéovy tGvahy o smrti. JakoZto buddhisticky mnich by mél byt ptipraven na svou
posledni cestu, av$ak ani v basnich smute¢nich a ve ver$ich rozvazujicich nad otéz-
kami smrti nenf smifen s lidskym idélem. Stejné jako Kamo no Cémei si je védom
pomijivosti tohoto svéta, ale na rozdil od néj se nehodla s timto stavem plné smitit,
¢i na tento svét zcela zaneviit:

Hakanasi na Vse pomiji

Citose omoisi Pral jsem si prozit
mukasi wo mo léta bez konce
jume no uci nite a zivot uplynul
sugi ni keru jo wa*® kratsi nez sen®

Slovo hakanasi ,,byt pomijivy“ tedy u néj nabyva témér negativniho vyznamu. Svym
uvazovanim je v tomto ohledu blize basniktim klasického obdobi neZ autortim stte-
dovékym. Tato basen konkrétné je svym obsahem velmi podobnd predsmrtné basni
Ariwara no Narihiry v posledni epizodé Pfibéhii z Ise:

Cui ni juku O posledni cesté

mici to wa kanete jiz davno

kiki Sikado slychal jsem

kind kjé to wa Le¢ necekal bych,
omowazarisi wo* 7e nadejde zitra ¢i dnes®

Saigjéovo balancovani mezi svétskym a duchovnim, mezi klasickym a stfedo-
vékym, lze pozorovat ve vét§iné zminénych motivi. Jak je jiz asi zfejmé, smutek
a osaméni pro Saigjoa predstavovaly ve vétsiné pripadi néco negativniho. Uréitou
vyjimkou byl pfipad basni vyjadfujicich bytostny, existenciondlni smutek spatfovany
v estetickém idedlu jiigen. Podobnou vyjimkou, zatazujici Saigjoa spise do stredoveé-
ku, jsou basné, ve kterych se do samoty uchyluje zamérné. Samota, ¢i lépe jista mira

% Sinkokinwakasi 1995: 485.
¥ Odstiny smutku 2013: 62.
30 Sankasti 1947: 227.

3L Dim v hordch 2013: 37.

32 ‘Watanabe 1976: 136.

3 Pteklad Martin Tirala.
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samoty, mu ¢ini potéSeni. Jedna tak v duchu nové vznikajiciho estetického idedlu
wabi, ktery se za Saigjdova zivota postupné ménil z pocitu ,,skli¢enosti®, na pozitivni
ocenéni samoty. Nésledujici basent sice byla v Sinkokinwakasii zatazena mezi basné
milostné, ale ma v sobé uz atributy pozdéjsiho idealu wabi:

Haruka naru TouzZim byt pry¢

iwa no hazama ni nékde hluboko v horach
hitori ite daleko od lidi

hitome omowade a jejich vSete¢nych o¢i
mono omowabaja* na tebe tiSe myslet®

Na cesté ke stfedovéké estetice

Poezie mnicha Saigjéa je do zna¢né miry jedine¢na. Jak jsem jiz zminil v avodu,
v mnoha ohledech pfedznamenava poezii sttedovékou, soucasné si ponechava rysy
klasické heianské literatury. Promény pocitu smutku a osaméni se zrcadli i v jazyko-
vych prostredcich, které ukazuji na stejnou tendenci. Nékteré jsou jesté v klasickém,
véts§inou negativnim vyznamu, jako slova sabisisa (osaméni), kanasi (byt smutny).
Nékteré vyrazy, jako napt. aware (prozivani citu), spadajici do japonské estetiky,
které mély v klasické obdobi, podle situace, jak kladnou, tak zapornou hodnotu,
se ve shodé s pozdéj$im vyvojem presouvaji k negativnimu hodnoceni. Jisté na-
znaky stfedovéké estetiky lze pozorovat v situacich, kdy Saigjo ve shodé s idedlem
wabi projevuje radost ze samoty, zatimco jeho soucasnici samotu doposud vnimali
jako bolestny pocit bezradnosti.* Zcela sttedovéky ptistup lze vysledovat v bés-
nich, které odpovidaly estetickému idedlu jiigen. Saigjé dokaze pomoci konkrétnich
slov vystihnout néladu a pocit, ktery vétsina jeho soucasniku zatim nebyla schopna
v poezii, ani v proze zachytit. Jedna se o jeho nejlepsi basné, které pozdéjsi gene-
race napodobovaly v fazené poezii renga a haikai, napt. slavny basnik Macuo Basé
FA I (1644-1694) se inspiroval hned nékolika jeho basnémi. A v neposledni
fadé stoji za pozornost Saigjouv pristup k svétskému zivotu, kterého se navzdory
vynalozenému Usili nedokaze vzdat. Dodnes je obdivovan pravé pro tuto svou lid-
skou stranku zahalenou riiznymi odstiny smutku.

Literatura
Bledy mésic k rdnu, Praha: Mlada fronta, 1994.
Cervenka, Miroslav: Fikéni svéty lyriky. Praha-Litomysl 2003.

Heldt, Gustav: Saigyd's Traveling Tale: A Transaltion of Saigyo monogatari.
Monumenta Nipponica 1997, 52, 4, ss. 467-521.

3 Sinkokinwakasi 1995: 323.
3 Bledy mésic k rdnu 1994: 55.

% Podobné jako v klasickém dile P#ibéhy z Ise, kdy se hlavni hrdina s nékolika svymi spo-
le¢niky vydal do Vychodnich provincii (zndma 9. epizoda) a kde bylo pouzito slovesa wabu
v pivodnim vyznamu ,,byt skli¢eny*. Viz Watanabe 1976: 23.
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The Aesthetics of Sorrow and Loneliness in Saigyo’s Poetry

This article deals with the theme of sorrow and loneliness in the poetry of the monk
Saigyo (1118-1190). It traces this poet in the context of the mappé, “the end of Buddha's
Law”, and considers various reasons of his reclusion. The author created a database of
Saigyd’s poems in Czech translation, and analyses eight types of sorrow and loneliness
in his poetry. The article comes to conclusion that Saigyé was a poet whose poetry was
on the way of transformation from Heain to medieval aesthetics.
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NO HRY ZDENKY SVARCOVE

Antonin Liman

Abstrakt: Text vyzdvihuje jedinené preklady divadelnich libret Zdnru né v poddni
Zdenky Svarcové s diirazem na hru Stiipa a pani Komadi. Stru¢né je také naznadena
hlavni podstata divadla né a jeho specifickd pozice ve svétovém divadelnim kontextu.

Kli¢ova slova: né, Stipa a pani Komaci, preklad, Zeami Motokijo, Zdenka Svarcovd

Buddha uz ddvno odesel z naseho svéta
Cas ale dosud nedozrdl
pro ptichod Majtréji - spasitele

Waki, waki-cure Zrodili jsme se z ndruce snu
co mdme miti za skutecné?
Vzali jsme na sebe nevdécné clovélenstvi,
bléhové hyckdme nadéji, Ze osviceni zde na zemi
priblizime se k setkdni s tim, s nimz je pfetézké
setkat se na nebi, se spdsnym buddhou Maitréjou.
To pro néj oblékli jsme cerné kutny.!

Pred velkymi texty #n6 stali v némém obdivu nejvétsi védci — japanisté jako Ernest
Fenollosa a basnici kalibru Williama Butlera Yeatse ¢i Ezry Pounda.

A Yeats obéma svym préateliim dékuje za to, Ze ho do estetiky #n6 zasvétili. Tento
velky basnik si vypujcil stylové stavebni principy z japonského divadla né a zabu-
doval jeho estetiku do svych her. Mezi nimi se proslavily U jestidbi studné a Smrt
Kukulina.

Ezra Pound napsal o jedné hte ve své poznamce:

»Nase uméni je natolik uménim emféze, dokonce nadbyte¢né emfaze, ze
je tézké zvazit moznosti absolutné neemfatického uméni, uméni, kde se
autor mize dokonale spolehnout na divakovu znalost toho, co je dulezité
a hluboké..”

To je pfesné. N6 nepracuje s nadsazkou, ale naopak dislednym understatemen-
tem, jemnym basnickym ndznakem, pfesnym lyrickym obrazem. Jedna z nejvétsich
no her se jmenuje Stipa a pani Komaci (Sotoba Komaci) a pojednavé o disputaci
stafeny Komaci s dvéma buddhistickymi mnichy ze svaté hory Kéja. Komaci byvala

! Kanami 2004: 108.
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slavnou dvorskou krasavici a basnitkou, ted je z ni uboha stara zebracka. Tato legen-
darni Zena je oblibenou protagonistkou mnoha #n6 her, naptiklad Komaci papouskuje
(Omu Komaci), Komacdi z chrdmu Sekidera, Cesty za pani Komaci, (Kajoi Komaci)
Zatimco konven¢ni divadlo je mozno v dobrém prekladu prezentovat na mnoha
svétovych jevistich, n6 je téméf kulturné nepfenosné vzhledem k tomu, Ze se ode-
hravé na jedine¢né scéné, je doprovazeno hudbou na pavodni japonské nastroje,
jeho nedilnou soucasti jsou staré stylizované masky — samy o sobé kulturni poklady
néaroda -, bubinky, flétny a zcela specificky zpév choru i jednotlivych herca.

Dfiv byvala jsem hrdd a nejhez¢i
Vlasy lesklejsi lednidckova peii
splyvaly ladné, piivabné

jako se v jarnim vdnku vini
vétve vrb sklonénych nad fekou
Hlas liby hodny pénice

a slovo - skvostny kvét

jen vzdcné ze rtii splyne

jak kripéj rosy kdyz ukdpne

z kalichu kamélie

Ted ale z chudych nejchudsi
Spinava Zebracka...?

V nékolika nadhernych hutnych obrazech je predstaven Zivot slavné basnirky,

jeji slavna minulost i stra§na pritomnost:
Kdysi tak nadychané lokny
splihlé jak rozpatland tus
na ochablych licich
I ladné ktivky oboci -
obrysy vzddlenych hor -
zmizely beze stopy
Sedindm uz je bezmdla sto let
a pomysleni na né - tot stin
vrZeny za rozbresku
na hanebnou bytost
(kloboukem si zakryje tvar)?

Prekladatelka zvolila pro svij text nosnou, poetickou ¢estinu, kterd rozehrava
celou $kalu vyraza od mluvnych a zemitych (Kdysi tak nadychané lokny splihlé jak
rozpatland tus...) az po oslnivé basnické metafory (Viasy lesklejsi ledridckova peii
splyvaly ladné, piivabné...) Kaleidoskop basnickych obrazt ve vrcholné né hte, jako

2 Tamtéz,s. 109.
3 Tamtéz,s. 113.
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je Stipa a pani Komaci, je nékdy zdanlivé nelogicky, protoze se nefidi povrchovou
»raciondlni“ logikou, ale logikou hluboce citovou.

Nejvétsi duraz se v nd klade na déleni do péti zakladnich typt her podle hlavni
postavy, tedy s bozstvem, duchem vale¢nika, krasnou Zenou, $ilenou Zenou a nad-
prirozenymi bytostmi. Dramaticka vystavba her nd se déli na sekce dzo, ha, kjii, které
zhruba odpovidaji nasemu déleni na tGvod, zapletku a zavér v jinych narativech.
Neopomiji ani skute¢nost, Ze ve skute¢nosti je ¢ast ha délena do dal$ich ti{ ¢asti, a tak
se vlastné jedna o Sest stupnu, kterymi se kazda hra vyviji. Ze stejného dramatického
hlediska bylo pak vytvoteno ¢lenéni na pét typt her podle postav, které se rovnéz
lisi celkovym tempem.

Kdyz jsem pobyval prvni rok v Tokiu, za$el jsem ob¢as i na predstaveni nd, i kdyz
vstupenky byly hodné drahé. Musim se pfiznat, Ze ze za¢atku mi to moc neftikalo.
Jazyk 16 je dost vzdaleny moderni japonsting, je hodné stylizovany, a tedy mnohem
téz8i nez jazyk divadla kabuki, takze mu zacate¢nik tézko rozumi. Bohatd symbolika
je jemné naznakovd, napiiklad kdyz jevistni instrukce fika ,,skryje si kloboukem
tvar, podrzi si herec na chvilicku pred tvaii roztazeny véjit. Nemluvé o zcela odlis-
né tradici hereckého projevu. Jak fikaval muj ptitel Ken Curuta, evropska kultura
neustdle aspiruje k vy$indm, k nebi ¢ni véZe katedral a evropska balerina se snazi
prekonat zakony tiZe. Zcela opaény je zakladni sméfovani kultury japonské: drevéné
$intoistické svatyné se jak kvo¢na ktidly svych nizkych stfech upinaji k zemi a nesna-
Zi se vznaset vzhiru, japonsky herec 6 1pi nohama pevné na zemi, jeho chodidla ji
hladi a nikdy ji neopoustéji. Ob¢as dupne do podlahy, jako by se chtél proslapnout
do podzemi, do fise kofentl.

Jednou jsem byl na ptedstaveni slavné Zeamiho hry Vitr v piniich. Sestnactiletou
divenku hral sedmdesatilety kmet, ktery pres obrovsky vékovy rozdil dokdzal navodit
pocit kiehkého mladi. Byl jsem ten vecer hodné unaveny a tak jsem na chvili usnul,
a kdyz jsem se probudil a vnimal vla¢ny, snovy pohyb hercii na jevisti o¢ima, které
jesté hledély v rytmu spanku a byly ocistény od tlaku kazdodenni reality a jejiho
hektického tempa, najednou mé oslnila krésa tohoto zpomaleného tance, pohybu,
ktery jako by probihal ve snu ¢i pod vodou. Od tohoto zazitku jsem si 76 zamiloval
a snazil se navstivit co nejvice predstaveni jeho repertodru. Proto také obdivuji vy-
nalézavé preklady Zdenky Svarcové, kterd v nich tu snovost repertoaru né dokazala
tak brilantné vyjadrit ve velice odli$ném jazyce.

Vrcholnym momentem hry Stiipa a pani Komaci je scéna, kde Komaci zesmé$ni
oba ctihodné mnichy a jejich slepou tctu ke stipé slovy: ,Vzdyt je to jenom kus
nahnilého dfeva...“

Waki: Cos to provedla, nebohd osobo?
Neni ti hanba usadit se
na pamdtniku vtéleni buddhii?
Vstari a sedni si nékam o kus ddl!
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Site: Nestra$ mé, jakypak tohle je
pamdtnik vtéleni buddhii?
Nevidim Zddny ndpis,
ani Zddné stopy fezbdrova dldta.
VZdyt je to jenom kus nahnilého dreva!

Waki (zpivd): V hordch najdes vzdy
ztrouchnivély strom,
jenz neskryje, Ze kdysi rozkvétal,
jak potom miiZe ziistat nepozndn
strom, jenz byl tvarovin
jako vtéleni buddhii!

Site (zpiva): Cozpak ja sama nejsem
jen stary shnily strom?
Chovdam-li v nitru stdle svéZi kvét,
pro¢ neklades k m y m nohdm obétinu,
pro¢ mi tu kdZes o dievé, jez
vtélenim je buddhii...*

V mé generaci znal kazdy jen trochu se¢tély Japonec tahle nesmrtelna slova
zpaméti. Na predstaveni si lidé nosili ti$ténou verzi her a potichu si ji recitovali
spolu s herci na jevisti.

Zbyvi si jen prat, aby Zdenciny pieklady vysly co nejdfive v souborném svazku,
aby se z nich mohl tésit i éesky ¢tenat. Malokomu se postésti, aby navstivil autentické
predstaveni nd, takze Zdenciny preklady jsou the next best thing.

Literatura:

Kanami Kijocugu: Stupa a pani Komaci. Disk, casopis pro studium dramatického
uméni 2004, 9, ss. 107-117.

N6 plays by Zdenka Svarcova

The text points out the unique translations of drama librettos of no genre by Zdenka
Svarcovd, with a focus on the play Sotoba Komachi. The main essence of no theatre
and its specific position in world drama context are also briefly presented.

Key Words: n6, Sotoba Komachi, translation, Zeami Motokiyo, Zdenka Svarcovd

Contact: Prof. Antonin V. Liman, avliman@shaw.ca

4 Tamtéz, s. 110.
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QUANTITATIVE METRE IN NO

Ivan R. V. Rumanek

Abstract: The hiranori rhythm, unique for the no drama, combines the asymetrical
(7-5) syllabic metre of the Japanese poetry with a symetrical 8-beat rhythm of the no
melodic singing (fushi). The study discloses its resemblance with the Greek quantitative
metre of hexameter and seeks to explain the presence of quantitative prosody, otherwise
atypical for Japan, through tracing back the origin of the hiranori rhythm on the
Japanese soil and in the Buddhist chanting practice which, the study hypothesizes,
might show a historical link with the Hellenistic cultures of Central Asia and their
Greek heritage.

Key Words: n6, kabuki, joruri, hiranori, nori, chiinori, syllabic prosody, quantitative
prosody, tanka, waka, shirabyoshi, kusemai, kuse, Shinran, wasan, Iroha uta, Homer,
hexametre, spondee, dactyl, Tocharoi, Yuezhi, Kushan Empire, Alexander the Great,
Hellenistic culture, Greek influence on Buddhist sculpture, Gandhara.

I would like to dedicate this paper to my dear colleague Professor Zdenka Svarcové
with whom I have spent many an enjoyable hour discsussing n6 and all its enigmas,
including the one treated below.

Among the elements which link all the classical Japanese dramaturgical creation
- nogaku, joruri and kabuki - there is one which is relatively inconspicuous yet all the
more enduring. It is also one of the few elements of né that remained unaffected by
great transformations in its structure after its adoption as the “official performance”
(shikigaku) of the Tokugawa shogunate. This element is the rhythm, including the
syllabic metre underlying the poetic passages of dramatic texts consisting of “seven-
and-five” syllables.

7-5 syllabic “ku”

In Naniwa Miyage, a 1738 record of Chikamatsu Monzaemon’s thoughts taken down
by Hozumi Ikan, Chikamatsu is recorded as saying: “Thus, while verse is generally
written by arranging long and short lines in order, the joruri is basically a musical
form, and the length of the lines recited is therefore determined by the melody. If
an author adheres implicitly to the rules of metrics, his lines may prove awkward to
recite. For this reason I am not concerned with metrics in my writings”" In spite of
Chikamatsu’s approach, Edo-period drama does contain passages which are marked
by these metrics and Kawatake Toshio points out that “this meter is invariably used

! Keene 1955: 387.
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in climactic, highly emotional scenes and forms thus a musical and lyrical character-
istic of Tokugawa period drama”? It is the 7-5 syllabism typical of n6 and inherited
by the new early modern dramatic genres with “this agreeable effect of the rhythms
of lines which is found in almost all the pieces [in kabuki]”® Its place in the Edo-
period drama was in the rhythmical chanting. A sung part of the fourth act, scene 3
of Chikamatsu’s joruri Futago Sumidagawa is as follows: haru ni sakidatsu, / fuyu
ume wa, / yuki wo ugachite / kanbashiku, / tsuma ni okururu / adashi mi wa, /
goke tote tatsuru / ie mo nashi, /[...].* The syllabic rhythm of alternating 7-syllable
and 5-syllable lines seen here represents a direct heritage from no. In n6 theory,
the syllabic line combination 7+5 is termed as “ku” (= a specific line combination,
“a stanza”). This n6 ku is the fundamental building block for all syllabically bound
passages and has a long history of close connection with the unique musical rhythm
in no, hiranori.

Hiranori rhythmical pattern in no

The hiranori rhythm is designated as specific for no. Out of the three rhythmical
patterns used in no - onori, chiinori and hiranori - the last is the most common.
It is often stated that the specificity of hiranori consists in the fact that seemingly
incongruous elements are put in harmony by it - that of odd syllabic rhythm (seven,
five) and even musical rhythm: this latter because the basic no time is generally
described in terms of an eight-beat bar (yatsubyoshi). It comes from the Buddhist
chanting based on the 8-beat rhythm to which the length of the verse was freely set,
prolonging the syllables as necessary. However, it is often more useful to conceive
of the 8 beats as 16 halfbeats, as will be shown below. The three kinds of rhythm in
no are characterised by how many syllables of the text fall on one beat. In énori, it
is one syllable per one beat (8 syllables per bar). In chiinori, it is two syllables per
beat (i. e. one syllable per halfbeat — 16 syllables per bar). In hiranori, the rhythm
is, unlike the previous two, assymetrical, consisting of a unique combination of al-
terating two-halfbeat syllables with halfbeat syllables in a pattern designed to match
the no stanza to the 8beat bar.

Hiranori, with its fundamental odd-numbered assymetry, effectively contrasts
with the other two rhythms, the strictly regular even-numbered onori and chiinori
passages. These latter two have a special role in the play; they are endowed with
a semantic function. Onori is relatively rare and signals awe-inspiring passages when
anon-human being is going to appear on the stage. It can also stand at either side of
a dance scene. Chiinori is very rare indeed; its aim is to evoke a hectic atmosphere
accompanying lines depicting the suffering of characters who were originally hu-

2 Kawatake Toshio 1971: 35.
3 Ibid. p. 71.

4 (sung) In late winter, the plum (ume) is the harbinger of spring, with its sweet blossoms

peeking through the melting snow. Left alone in this fickle world after the death of her husband,
(cadence) Karaito is a lonely widow, without even a home to take care of” (transl. Gerstle 2001:
105).
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mans and are now spiritual beings. It is also used for lines expressing the emotion of
urami — spite, anger or hatred - that during their life remained unresolved, urging
the character to reappear in this world in the form of a spectre or ghost. Chiinori is
additionally used in fighting scenes of living human beings. These characteristics are
relevant to the topic of this thesis because these rhythm patterns represent further
continuities between nd and Edo-period drama, where they are used in similar
scenes and situations.

The rhythm I am going to deal with, however, is hiranori because of its unique
characteristics. Let us take a concrete ku of hiranori as an example. The following
is my own research based on my recording of the performance (shimai) of the kuse
section of the no Yamamba at the Hosho No Theatre, Tokyo, in autumn 2008. This
is a typical regular ku from the kuse (narrative dance song) of Yamamba:

sato made okuru

ori mo ari

(“she may even accompany them down to their village at times”)
It is sung:

sa-Ato ma-aDE oKUru-U oRI mo ari x

The syllables that are worth two halfbeats (i. e. the actual drum beat falls on
just one of its halves) are underlined and their vowels united by a hyphen to show
they are one syllable (sa-A, ma-a). The times on which the beats of the drums fall,
are indicated by bold type: BOLD CAPITALS for the “larger handdrum” otsuzumi,
bold small for the “smaller handdrum” and BOLD ITALICS for both. The last beat
(x) falls on the time right after the last syllable. The ku can be rhythmically analysed
and the times numbered in this way:

sa-A toma-a DEo KU ru-Uo RI moarix
bl 20-030-0 4.5 060507 -8

Although in this particular ku, the 8-beat structure comes out very clear and
evident, in most cases it is not so. There might be lack of some of the concrete beats,
like in the ku immediately preceding the above-mentioned. It sounds like this:

tsu ki mo-o ro to MO ni-I ja MA oidex
~d-n200-.30-040-05.-06...-..7 -8

Regularities can be observed for both these ku — what the both illustrations share
is that the beats 2, 7 and 8 are on the smaller handdrum while the 4, 5 and 6 on the
larger handdrum; yet beats 1 and 3 differ as to whether actually being beaten (on
larger drum in the first-mentioned ku) or remaining silent (in the second mentioned
ku). This six-beat-per-stanza variant is termed kataji in Japanese musical theory
(Hirano 1989 p. 463).
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The ku immediately ensuing after the above-mentioned two has still more
irregularities:

ma ta a ru TO ki wa o ri hi me mo X
-1.-2.-....3.-.4..-5.-..6..-..7....-....8

The common points with the preceding two ones is the smaller drum beating on
beats 7 and 8. The four-beat-per-stanza variant is termed tori (ibid.).

Despite these actual dissimilarities in the correlation between syllables and drum
beats in these three ku in the Hosho performance that served for the above research,
the usual way of characterizing hiranori in Japanese musicology looks very neat and
is termed jibyoshi (ibid.), and indeed Bethe states the three above-mentioned ku
stanzas as appearing in this regular pattern (Bethe 1977 p51):

===" indicates the continuation of the syllable through more than one
halfbeat)

v L 20m 3 -5 -6 L7 L8
57.tsu==ki..mo..ro===to..mo..ni===ya..ma..o....i.....de...*
58.sa===to..ma.de===o0...ku...ru===o...ri....mo..a....ri....*
59.ma==ta...a....ru===to..ki....wa===o0..ri....hi...me..mo..*

We can simply think that this is no more than just a regular alternation of long and
short syllables and that it is the simplest and most basic way how to prevent mono-
tony of a passage being declaimed - four beats are distributed among the prolonged
and short syllables in such a way that the first two beats will be taken by a long syl-
lable and the second two beats will be two short syllables. Nevertheless, the rhythm
does not remain as monotonous as this: the second part of a ku stanza does not use
this rhythm of alternating one long and two shorts, but unlike the first half of the
stanza, the second consists of three shorts following one another.

Quantitative element in n6 chanting

Alhough neither Old Japanese nor, most probably, medieval Japanese had a distinctive
phonological feature of vowel quantity, this rhythm clearly counts with syllabic
length and reminds of the quantitative metre as extant in ancient Indoeuropean
poetries. If we tentatively use the terminology of this metre, each hiranori stanza in
the regular jibyoshi rhythm is interpretable as composed of three successive dactyls
followed by three light (short) syllables. These dactyls are, of course, purely musical,
not phonological, since the syllables would be equally long in natural speech, the
initial strong beats only made so by musical rhythmical prolongation.

If compared with how the stanzas were performed in the Hosho performance,
the discrepancy comes out clearly:
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tsu ki mo== ro to mo ni==yamaoidex
sa==toma==deokuru==orimoarix
ma ta a ru to ki wa o ri hi me mo x

The first two lines preserve (at least some of) the prolongations (though not
always in the same place, e.g. “ma== de” in the stead of “ma de=="), but the last one
does not show any prolongation at all. The discrepancy may be due to differences of
performative practice in the 5 schools of n6 chanting, the rhythm shown in Bethe
being based on a school different from Hosho, but it may well be the discrepancy
between the theoretical pattern and the actual modern noé practice. There were,
indeed, even in the Hosho performance some stanzas in which the basic jibyoshi
rhythm was acoustically very distinct, yet they were rather scarce. The Japanese
musical theory has terminology for these variants; the first two stanzas can classify
as the “mochi o kakusu” variant and the third as the “mitsu jiutai” variant®.

According to a revealing project carried out in 2002 at Yokohama N6 Theatre
under the guidance of professors Takemoto and Takakuwa, called “Hideyoshi ga
mita no” (N6 as Toyotomi Hideyoshi might have seen it) and trying to recreate the
form a no6 performance could have had at the end of the 16" century, this shift
probably occurred during the 17th century®. Even today, one often experiences at
ano performance that due to the volume level of the accompaniment, the speech of
the actor, especially if he wears the mask, is hard to perceive, often utterly inaudible.
The presentday system of hiranori (gendai no hiranori’) is believed to have come
about in an attempt to avoid to some extent the coincidence of the beating of the
drum and the start of the syllable: in it, three out of the seven drum beats fall on the
second half of a prolonged syllable, so only the five short syllables remain coinciding
with the drumbeats:

sa-a..to.ma..de-e..o.ku..ru-u..o..ri.mo..a..ri..x

The original, pre-1600 pattern (Edo jidai made no hiranori®) is considered to have
all the seven drumbeats falling on the beginning of the syllables:

sa..to-o..ma..de..0-o0..ku..ru..0-o..ri..mo..a..ri..x

Despite this rhythmical halfbeat shift, the basic quantitative characteristics
remained unchanged, because the new long syllables arose from original short ones
which preceded the long ones, at the expense of the latter’s length. By means of this
new prolongation the following drumbeat fell on the second half of the prolonged
preceding (originally short) syllable, while the start of the following (originally long)

°  Hirano 1989: 463.
¢ Takakuwa 2003.

7 Hirano 1989: 463.
8 Ibid.
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syllable avoided this beet by being shifted right after it, so to be more audible, and
thus the original long syllable was only left with a half of its original time, its length
superseded by the length of the previous syllable.

As can be seen, despite the shift, the three-dactyl structure was clearly present in
the old system of hiranori rhythm too, only with something which in the quantitative
metre could be defined as an iambic start to the verse: “sa..to-0".

Besides these practical perfomative concerns, there might have been another
reason to the shift, connected with a kowakamai piece called Yuriwaka daijin studied
by Tsubouchi Shoyo. James Araki® thinks that the Greek epic Odyssey could have
been introduced to Japan in 1550 by Jodo Fernandez, a skillful linguist fluent in
Japanese who worked as guide to Francisco Xavier, the first Christian missionary
in Japan. Araki writes that Francisco stayed in Yamaguchi in 1550, hypothesizing
that Fernandez could have recited Odyssey there, which could have inspired some
kowakamai performer to compose a new piece — Yurikusawaka. The thing is that the
first part of the name would correspond to the Latin name of the epic — Ulyxes, which
would be perceived as Urikuses by the Japanese people, being thus transformed into
a euphonic Yurikusa, to which the name ending —~waka was added. This was later
shortened to Yuriwaka, which is the name of the piece as is best known to later
generations. This occasion, Araki points out, might also have been the time when
the Japanese had the direct acoustic experience with classical European quantitative
metre in its hexameter form. Its similarity to the no recitation rhythm might have
caused the shift from pre-Hideyoshi recitation rhythm to post-Hideyoshi recitation
rhythm which consists of, so to say, classical Greek dactyls.

The introduction of quantitative metre terminology might seem incongruous
when talking about Japanese performing arts and Japanese poetry for which this
way of producing acoustic rhythm is not typical. It is even contradictory to it, what
with the characteristics of the pre-modern Japanese vocalism consisting of short
vowels. The Japanese poetry had always been syllabic and when recited aloud, it was
traditionally chanted in a distinct pitch modulation characterizable as melody but
without a specific rhythmical pattern in terms of regular beats. Where did, then, the
unique combination of syllabic ku stanza with quantitative metre come from? The
answer to this question must, most probably, be sought in other sources, musical
rather than literary.

Sources of the combination of syllabic and quantitative metre

The sources are generally looked for in the kusemai dance, a song and dance per-
formance of which very little information is known except references by contem-
porary observers who were outsiders not belonging to the kusemai tradition. One
of the earliest references date back to 1349. It is known that Kannami, founder of
the classical no, had around 1370 studied kusemai with Otozuru, representative of
the female line of kusemai in the Nara region. He himself composed kusemai, and
gradually, this form found its way into the structure of his no plays as the shodan

®  Araki 1978.
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called today by the abbreviation of its predecessor — kuse. Except for often being an
epic (narrative) dance piece, the kuse of nd seems to have only little in common with
the scanty yet distinct characteristics of what kusemai is known to have been like.

There are various references suggesting that it was the rhythm that was kusemai’s
most conspicuous feature, along with a specific kind of music: “the beat in the
dance defies description, being strange in the extreme”'* and “the retired emperor
Go-Komatsu [(r. 1392-1412) said, IR] that it was the music of an age of turmoil”*'.
Zeami was strongly preoccupied with kusemai’s connection to no because his father
Kannami was the one who had adopted it and started the process of its appropriation
to the needs of their family art. Zeami wrote that “kusemai are sung with the beat as
the main consideration, the words are carried along by the beat”'?, and “as they have
been sung in more recent times in a softened form, with a mixture of Ko-uta style,
they have a very great appeal”®. Kouta was the melodic song form on which the no
melody was based, and this latter note of Zeami’s is valuable as proof that kusemai
had been undergoing a change of style, adopting the kouta singing style too. This
means that previously, kusemai had been more rhythm-based than melody-based.
“Now, when the Kusemai style of singing is softened and approaches that of the
Ko-uta (...)”**. About the appropriation of kusemai in “sarugaku” (=n0), Zeami said:

“Sarugaku was wholly in the Ko-uta style, with Kusemai quite distinct. But ever
since Kan-a sang the Kusemai Shirahige® in Sarugaku, both styles have been sung.
Since it consists only of a rising and falling [of the voice, ours] is not a thorough-
going Kusemai style, for it has been softened down™"°.

Zeami’s words seem to implicate that kusemai used to be of a coarser nature, less
melodic and more distinctly rhythmical. The “softening down” of this notorious
kusemai coarseness might be exactly the process that eventually led to the scarcity of
distinctly audible hiranori rhythm the present-day no performance is characteristic
of, because it is exactly the kusemai rhythm that is generally believed as the
predecessor to the specific n6 rhythm of hiranori.

Kusemai is, in turn, mentioned in close connection with older song-dance forms
shirabyoshi and soga, with which its rhythm had probably a lot in common, thus the
origins of hiranori can be further traced back along this line.

Shirabyoshi, dating back to the Heian period, was in Japanese Middle Ages one of
the most universally accepted forms of musical entertainment, and because this and
kusemai are often mentioned together in works of the Muromachi period, it is fairly

1 Go-hokoin-ki. In O’Neill 1958: 43.

' Toyashu kikigaki. In O’Neill 1958: 43.

2 Ongyoku kuwadashi kuden. In O’Neill 1958: 49, underlined by IR.
* Ongyoku kuwadashi kuden. In O’Neill 1958: 49, underlined by IR.
4 Ongyoku kuwadashi kuden. In O’Neill 1958: 55.

Shirahige was the first kusemai that Kannami had composed as an independent dance-
-song. It seems it was only later that he started incorporating a kusemai into his new plays as
an innovative element.

' Sarugaku-dangi. In O’Neill 1958: 55; the note in brackets O’'Neill’s.

—-38-



Roc¢nik VII / ¢islo 1/2017

certain that kusemai stemmed directly from shirabyoshi. The latter performance
would consist of several numbers, starting with an introductory song, followed by
other songs, and the second half was characterized by being in a quick tempo marked
by stamping. Similarly to kusemai, shirabyoshi dance was also criticized, by the
music theoretician Fujiwara no Moronaga in the 12 century when the art must
have been relatively new, for its music and the turning movements of the dancer.
Later years, however, brought respectability to shirabyoshi and their songs in the
7-5 metre, even at the imperial court, and came to be popularly known as imayo
(“modern songs”).

O’Neill mentions that the shirabyoshi rhythm might have been similar to the
like-named rhythm in shomyo Buddhist chanting and the tadabyoshi rhythm of
bugaku. As Moronaga was shomyo theoretician and musician, the usage of Buddhist
rhythm in such secular performance might have stood behind his critical opinion.

A little later than shirabydshi, soga (fast songs, also called geniya-saba or
ririura) songs are known to have been popular in the Kamakura period as banquet
entertainment for both courtiers and warriors. Among their topics were mono
tsukushi (list of items joined by common theme) and michiyuki (a travel song).

What is important is that both these forms had their verses in the basic 7-5
syllabic structure — the later n6 ku we have seen above. The irregularity seen in no
was known here too, with the common practice of having occasionally one or two
syllables more (ji amari) or less (ji tarazu), similarly to the classical poetry. Soga
singing was probably accompanied by beats with the folding fan and sometimes by
the shakuhachi flute. Its rhythm ressembled the hiranori rhythm in many features
and that is why it is supposed that some kind of connection must have existed
between soga and kusemai.

Although the syllabic metre was common to the various genres of poetry and
songs, the 7-5 ku differed distinctly from the metre of the classical poetry which
always started with the shorter verse of five: tanka (waka) consisted of two stanzas
(ku), both of which can be interpreted as originally having this ascending rhythm -
the upper ku of 5-7 and the lower ku of 5-7-7 (a later, classical division of the waka
was 5-7-5 : 7-7, in which only the upper ku was ascending); the more ancient forms
which had nearly got extinct by the 10th century, included sedoka, equally with
the ascending rhythm of 5-7-7 : 5-7-7, and the long epic choka which was virtually
a prolongation of tanka by an unlimited number of upper stanzas of 5-7 ended by
one lower stanza 5-7-7).

Buddhist practice of the 7-5 ku

On the other hand, the descending syllabic metre starting with the longer verse
of seven was the domain of Buddhist poetry. The 7-5 ku form is known from the
Heian period, appearing after Japanese had established itself as a literary language
which started to be used also in Buddhist poetry (wasan “hymns in Japanese”), thus
emulating Chinese and sinicized Sanskrit which were until then the exclusive media
for Buddhist poetry. One of the earliest examples of this Buddhist syllabic metre is
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the well-known Iroha uta, an encapsulation of Buddhist doctrine into four Buddhist
ku stanzas. It is traditionally ascribed to Kikai (774-835), the prominent monk of the
early Heian period. The connection with Kukai, the venerated founder of hiragana,
is chiefly seen in its being the alphabetical poem comprising all the syllables of the
Japanese syllabary, but there is no evidence of the poem existing at such an early
period, that is why more realistic estimations put its composition to a date a century
or two later. What is known positively, is that this Buddhist syllabism of 7-5 was
used at the latest by the prominent Buddhist novator Shinran (1173-1262), founder
of the True Pure Land sect (Jodo Shinshii) of Amidism. He established the double
stanza form (7-5-7-5) of Buddhist verse identical with the rhythm of the Iroha uta.
It was this ku form that got adopted by secular singers including shirabyoshi-imayo
and through them, over a century later, became the standard n6 stanza.

Shinran's 7-5 rhythm could originate from the Amidist nenbutsu mantra: in
various sources, like Izumo no Okuni’s nenbutsu chant (after 1600) as well as in no
Sumidagawa (after 1400), it is found in the form Namu Amidabutsu - Namu Amida,
with the syllable count seven-five. If this was the formula in which the nenbutsu was
actually sung in some branches of Buddhism in repetition like mantra chanting,
the rhythm (and melody) provided a pattern for further textual alterations which,
however, matched the syllabic count, and this could have given the Amidist poetry
the basic 7-5 model. Nevertheless, it can be regarded also in the opposite way - that
the nenbutsu formula was only additionally fitted into a previously existing pattern.

Could it be assumed that the Buddhist syllabic metre of Shinran (or even Kukai)
had also anything in common with what would in the future become known as
hiranori rhythm? The fact is that the Buddhist stanza, including the ancient Iroha
uta, can be easily chanted in the regular hiranori rhythm, and what is more, it also
fits perfectly when recited in a full quantitative dactyl metre (dactylic tetrametre). If
recited to a rhythmical music based on the eight-beat rhythm it leaves no space for
in-breath, yet for a Buddhist chanting it can be imagined that several monks would
chant the successive stanzas in turn, so no breathing break was necessary. Indeed,
Zeami’s mentions about breath shortages at the end of the ku might refer to the
full-fledged dactyl declammation of the ku, and the adjustment of the final syllables
might be a later development, or one in the female kusemai line of Otozuru with
whom Kannami had learned this art. The quantitative rhythm might have shocked
the period arbiters of taste when used to the traditional syllabic declammation of
poetry, yet adopting acoustic elements of Buddhist art might have been fashionable
in late Heian and early Kamakura periods - the biwa hoshi singing in the Buddhist
shomyo tones the epizodes of the Genpei war and shirabyoshi singing in the Buddhist
stanzas: the rhythm of their later offspring, the no ku, suggests that the original
rhythm might have been straight quantitative dactyl and it might come from the
Buddhist practice too, as the quantitative dactyl and the Buddhist stanza fit perfectly.
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Central Asian connection

In the Japanese culture, rarely a completely new thing comes about without some
particular connection with the existing status quo. That is why close connection
with the preceding context should be sought for the appearance of hiranori, too.
If the secular female singers indeed builded on the preceding Buddhist tradition,
they needed a pause for inbreath in the rhythm of their songs, and this is exactly
what might have led to the contrivance of turning the fourth dactyl into three short
beats - the fourth beat would be left free and provide a moment for inbreath. This
adjustment of the final part of the stanza would also have provided the desired henka
- variation: for the solemn Buddhist chanting, the dignified succession of unceasing
dactyls would be the ideal rhythm, but an entertainer needed something more lively,
allowing a shout or inflexion at the end of the stanza. Some of the shirabyoshi singers
might thus have adjusted the final syllables of their stanzas, mostly sung in the quan-
titative dactylic manner, and formed what was, by some conservatist contemporaries
and connoisseurs of Buddhist chanting, judged as the wild and disruptive music.
The alternative iambic start, that eventually prevailed, might have been another
innovation, nourished from both iambic and dactylic traditions, which it combined
together. These traditions might have been of continental origin and would have
been brought over by Buddhist monks along with other Buddhist traditions. In the
light of the legends about Kukai and his two year stay in China (804-806) during
which he is reputed to have acquired an immense amount of what was going on in
the amazingly rich cultural life of Chang’an, it is not inconceivable that he brought
this singing rhythm to Japan himself.

The establishing of an untypical syllabic descending metre in the Buddhist
tradition might be connected with the fact that it fits perfectly with quantitative
dactylic metre. What can be the explanation for the presence of a typically Greek
rhythm in Japanese drama, except a sheer coincidence? If we put aside (for lack
of evidence of any connection) other conspicuous similarities of n6 with Greek
counterparts (like the presence of the chorus both in no and the Attic tragedy),
one of the possible explanations could be a hypothetical link connecting the roots
of hiranori with Hellenistic cultures of Central Asia. The thing is that quantitative
dactylic metre is present not only in the Japanese art but also in Buddhist recitation
on the Continent. I heard it in Tibetan mantra chanting, too. One can presume that,
transmitted to Japan, this rare and exceptional rhythm was preserved in kusemai
and finally got into n6 where it underlied the 7-5 syllabic stanza.

Although quantative metre is a very atypical element in terms of Japanese prosody,
certain quantitative properties have been suggested for classical Chinese poetry with
its regular patterns altertnating - (ping2 - “even”) and JX (ze4 - “broken”) syllables,
with the % ones possibly being longer than the latter."” The origins of this quantitative
metre in China, including some currents of the Buddhist tradition, might be sought
for in connection with either Indian or Hellenistic heritage in Central Asia. One of
the possibilities that comes to mind would be the ancient Indian Sanskrit quantitative

7" Wang Li 1957 cited in Lomova 1995: 15.
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metres which might be inherited from generation to generation in the Buddhist
community along with the spread of Buddhism from India through Gandhara
(eastern Afghanistan) to China.

A Hellenistic link?

However, the repetition of dactyls would, in my opinion, rather indicate the Greek
tradition. The expansion of Alexander the Great introduced figural sculpture in
Central Asia and its influence upon the Mahayana Buddhism which later penetra-
ted into these regions is generally acknowledged as giving birth to the Mahayana
practice of Buddhist images. The Hellenistic dactylic tradition could have penetrated
the Buddhist ritual in a similar way, remaining, however, less conspicuous, indeed
hidden away.

In the combination with the spondee (two long syllables), the dactyl (long +
two shorts) is the rhythm known from Homeric epics as Homeric hexameter. Ne-
vertheless, one of the oldest material attestations of the hexametric quantitative
rhythm comes from the wine pitcher oinochoe no. 192. exhibited in the National
Archeological Museum in Athens. This vessel was the prize for the best dancer in
some festivity and its manufacture is dated to c. 740 BC'®. Being just about the time
when Homer might have composed his epics, this illustrates a more general use of
the hexametric rhythm beyond the realm of Homeric epic poetry. Moreover, besides
the great epics, Greek religious hymns (such as the so-called Homeric hymns) were
composed in this metre too. Alexander the Great is known to have carried with him
his beloved Homer anywhere he went on his conquest, and he certainly was not
alone; the Greek soldiers who settled in the conquered regions of Central Asia, most
probably introduced the singing hexametric rhythm as well, as an integral part of the
establishment of Hellenistic culture there. With the introduction of Greek religious
practice, the rhythm of Hellenistic ritual singing must have found home in Central
Asia just in the same manner as did the practice of sculptural impersonation of gods
and heroes. And it would not be surprising, then, if the rhythm would get adopted
by the new coming Mahayana Buddhism, possibly enriching the already inherited
Indian tradition of quantitative metre.

There can even be seen a direct parallel between the pre-1600 no ku ending in
two short syllables, and the ending of the ancient Greek verses in a two-syllable
foot (mostly spondee), both in the Homeric (Ionic) hexameter and Sapphic (Aiolic)
strophe:

'8 Exhibition table in the National Archaeological Museum in Athens.
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Homer": AU-ta-rho / GYM-no- / THE-rhake- / -ON poly- / ME-tis o- / DYS-seus
Sappho?: POI-ki-LOTH-ro-NA-tha-na-TA-phro-DI-TA

Unlike the Greek two longs at the end of the line, the no ku is ended in two
short syllables. This final figure, whether a truncation of a dactyl or a shortening of
a spondee, could have been an adjustment devised by dancers like shirabyoshi and
kusemai: as mentioned above, this provided a rhythmical pause enabling both an
inbreath and a space for an effective performative move - a dance round, a climactic
gesture or a solo beat by the folded fan against the dancer’s thigh.

The spread of Buddhism from the Gandhara region across Central Asia to
China and Japan was a process covering several centuries. Equally long, perhaps
accompanying it, could have been the eastward shift of the specific quantitative
rhythm; once it reached Japan, it did not matter that Japanese did not possess
naturally long syllables — any syllable can, in singing, be prolonged to any long time.
The Japanese people just learned to sing the melodies of the Buddhist chants from
their continental masters and later used their rhythm for Buddhist hymns written in
Japanese, without having any idea of its quantitative origin. Nevertheless, it should
not be forgotten that Zeami acknowledged himself in his first treatise Fiishikaden
that monkey plays (sarugaku = no) have their roots in China and Yuezhi - the name
of the Tocharoi tribe who first lived in the Tarim Basin (probably different from
the later, medieval people of the Tarim Basin who spoke what is called the A, B and
C Tocharian of the 6th to 9th centuries CE). Later on, these Tocharoi, after being
conquered by the Huns (Xiongnu), moved to Bactria, and then perhaps even further
south, taking part in the Kushan page of Indian and Mahayana history. In this way,
the quantitative metre in nd’s hiranori rhythm might represent a deep streak of link
between Japanese culture and the rest of the world.
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KILLER KITSCH:
KAMISHIBAI'IN JAPAN'S FIFTEEN YEAR WAR, 1931-1945

Sharalyn Orbaugh

Abstract: This essay explains the use of Japanese kamishibai (paper theater) as a tool
of domestic propaganda in World War Two. In particular it explores the way kitsch
was used as a rhetorical mode to strengthen the emotional impact of kamishibai plays
that were aimed at the homefront audience, encouraging viewers to fight on even
under terrible circumstances. Although Adorno argued that the emotional catharsis
produced through kitsch is false, this essay argues that in the harsh circumstances of
World War Two Japan, audiences may have been receptive to kitsch, and vulnerable to
its psychological influence. The conclusion illuminates why succumbing to the comforts
of kitsch is a politically dangerous act.

Key words: kamishibai, propaganda, World War Two, kitsch, Japanese theatre, Milan
Kundera

Author’s note: This essay is for Professor Zdenka Svarcova, who helped me
understand the Czech concept of kitsch when I visited Charles University in 2010
to give a lecture on Japanese propaganda during World War Two. For her intellectual
generosity and hospitality during that and other visits, and in appreciation of her
extremely productive and wide-ranging scholarly career, I dedicate this essay to her.
(All mistakes are, of course, my own.)

This essay explores the confluence of a medium and a mode during a time of war.
The modern Japanese medium at issue in this essay is called kamishibai, literally
“paper theater” Kamishibai emerged in the late 1920s on the streets of Tokyo, and
still exists today as a living practice in many countries. Here we explore the use of
kamishibai as a medium for propaganda during the later years of Japan’s Fifteen
Year War (1931-45). The mode at issue is kitsch (ky¢), specifically the way kitsch
functioned in wartime kamishibai to make it an especially effective medium for
inculcating the types of thinking and behavior that were necessary for Japan’s war
effort.

What is Kamishibai?

Kamishibai comes in two distinct forms, which differ from each other in terms of
production, distribution, and performance. The first, original form is called gaité
kamishibai, indicating kamishibai performed on street corners by professional
storyteller/performers, who actually made their money not through their
performances but through the candy that they sold to the children who gathered
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to see and hear the illustrated stories. The other form is called kydiku or insatsu
kamishibai (educational or printed kamishibai) to which we will return in a moment.

Gaito (street corner) kamishibai began in the late 1920s, and remained popular
through the mid-to-late 1960s, until the spread of television (which was, in its early
years called “electric kamishibai”) brought about its demise.

The kamishibai performer (usually called kamishibai no ojisan, “uncle
kamishibai”) would ride through urban neighborhoods on his bicycle,' on the back
of which was a box to hold the play illustration cards and the candy to be sold. On
top of the box was a folding stage for showing the plays. When the performer arrived
at one of his usual stopping places, he would sound his hydshigi to announce to the
neighborhood children that he was about to begin. Children would come running
out, some of them carrying even smaller children on their backs, and would use
their pocket money to buy cheap candy or simple snacks.

While eating the candy, the children would crowd together in front of the stage
while the ojisan performed three short plays: a slapstick cartoon for the youngest
children in the audience; a melodrama for the older girls; and an adventure tale or
ghost story for the older boys. Both the melodrama and the adventure story would
be one episode of a serial narrative; a single narrative might go on for months or even
years, with the children running out to consume each day’s installment.

One episode of serialized story would consist of about ten to fifteen cardboard
cards, each of which had a hand-painted picture on one side, and (sometimes)
the story script hand-written on the other.? The pictures were pulled out one after
another as the story progressed, with the ojisan performing the narration and dialog
in a variety of voices. Performers also added sound effects with musical instruments,
they threw in jokes, songs, references to other popular media, and so on. In other
words, as a medium kamishibai consisted of three intertwined elements: the pictures,
the script, and the performance, all of which might work in harmony, or might be
used to play off each other, depending primarily on the whim of the performer.

In order to understand kamishibai’s effectiveness as an artistic or expository
medium, we have to consider how it was consumed. Suzuki Tsunekatsu has
gathered a large number of the recollections of people who experienced street corner
kamishibai in its heyday.> Summarizing those various accounts, we find the following
points repeatedly emphasized:

1) The special atmosphere created on the street corner, candy and fantasy;
2) The special bond between the children, most of whom were from the lower
classes, and the familiar kamishibai man, who was also far from wealthy;

! During the 1930s, female kamishibai performers were extremely rare. Even during the

1950s, the so-called golden age of street corner kamishibai, female performers were uncom-
mon.

2 For more details about the story cards used in street corner kamishibai, and the reasons for
including or dispensing with a written script, see Orbaugh 2015: 37-43.

3 Suzuki 2005: 7-9.
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3) The fact that the experience engaged multiple faculties at once: taste, smell,
hearing, sight, imagination, and often touch;

4) The fact that it was a group experience, one shared with friends and neighbors,
of a live performance.

To these characteristics, I would add that it is significant that street corner
kamishibai was an entertainment medium that came to the consumer, unlike, for
example, film, which had to be viewed in a special location. Street corner kamishibai
was a very low-tech medium, and never had any pretensions to artistic grandeur.

Finally, because both the street corner kamishibai producers and performers
made their money from the volume of candy sales, they gave the children whatever
they wanted in terms of plot and picture. And what the children wanted tended
toward the grotesque, the monstrous, the violent, and the naughty. A significant
aspect of street corner kamishibai is that it created for the children a space that was
purely their own—unlike all the other spaces they inhabited, which were dedicated
to making them moral, properly educated, and ultimately docile, citizens.

Street corner kamishibai very quickly became wildly popular. It originated
sometime in the late 1920s, and already by 1933 there were 2000 performers in
Tokyo alone.* By 1937 there were some 30,000 street corner kamishibai performers
across Japan® performing for an estimated one million children daily.® As Japan’s
war in China escalated, however, in the mid- to late-1930s, increasing numbers
of men were conscripted into the military and for labor, including many of those
who produced or performed kamishibai. After about 1939, street corner kamishibai
performances became increasingly rare, and remained so for the duration of the war.

Almost as soon as the war ended, however, street corner kamishibai performers
were back on the streets. By the early1950s there were an estimated 50,000 kamishibai
performers scattered through all the urban areas of Japan, performing for somewhere
between 1.5 and 5 million children daily.” But, as television entered first public spaces
and later entered most homes, street corner kamishibai lost its audience. Today
street corner kamishibai lives on only in nostalgia venues, such as the National
Showa Memorial Museum (Showakan) or the Shitamachi Museum (Shitamachi
fazoku shirydkan) in Tokyo, or on the covers of nostalgia books that celebrate the
lost lifestyle of Showa Japan.

Now we come to the second type of kamishibai, variously known as insatsu
(printed) or kydiku (education) kamishibai. (I will call this form “educational

4 Kamichi 1997: 34.
®  Saitama-ken Heiwa Shiry6kan1997: 8.

¢ Sakuramoto 1985: 186. In fact, this may not represent one million individual children, but

rather one million separate viewings per day. A survey conducted in Tokyo in 1937 revealed
that many children viewed two kamishibai performances (by different performers) each day,
and some children viewed up to six performances per day. (Survey quoted in Kamichi 1997:
42.)

7 The lower estimate comes from Kamichi (1997: 87), while the higher figure comes from

Nash 2009: 15 (Nash provides no source to say where he got this figure).
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kamishibai” in what follows.) The features of street corner kamishibai that made it
so attractive to the children who were its audience were precisely the same features
that worried parents and educators. Parents complained that street corner kamishibai
included no clear moral or educational messages; it caused children to gather on
the streets, inspiring the formation of gangs; and, finally, it encouraged children to
consume unwholesome foods that were served by the possibly-less-than-hygienic
kamishibai man. Nonetheless, innovative educators could also see that, as a medium
that uniquely combined narrative, visuals, and performance, kamishibai might also
serve as a powerful educative tool, particularly for the dissemination of populist
messages. If we recall the characteristics of the kamishibai experience, listed above—
its consumption by a group, usually of neighbors in their own neighborhood, the
stressing of the connection between the working class kamishibai performer and
the audience, its appeal to all the senses at once, producing a strong emotional
response—its resonance with populist ideologies should be clear.

In the early 1930s, the progressive Christian educator Imai Yone (1897-1968),
for example, promoted the use of kamishibai as a medium for bringing wholesome
religious messages to children of the urban poor.® Influenced by Imai, a number
of non-religious left-wing groups similarly took up kamishibai as a medium for
the instruction and entertainment of underprivileged children. Matsunaga Ken'ya
(1907-1946), for example, who as a student at Tokyo Imperial University was
involved in the Todai Settlement Movement, is credited with having created the
first non-religious educational kamishibai, called Jinsei annai (A guide for life), based
on a Soviet film, and incorporating the anthem of the Soviet Union’s Young Pioneer
Association.’ Other leftist educators thought that kamishibai could be a useful tool
in extending education to impoverished rural areas of Japan such as Téhoku.

Educational kamishibai, then, differed from the street corner version in the
following ways:

1) It was often consumed indoors, or in education or church-related venues
outdoors, and therefore was tied conceptually and experientially to moral and
informational education.

2) There was no candy involved in the consumption of educational kamishibai, and
the stories themselves had less (or no) lurid, grotesque appeal.

3) The stories were rarely serialized; each play was a complete narrative.

4) Similarly, the methods of production and distribution were very different from
street corner kamishibai. Whereas each new episode of a street corner story would
be made into a small number of hand-written and hand-painted copies to be
rented out to the street performers, educational kamishibai were printed in large
numbers (hence its other name, insatsu kamishibai), and sold in stores to parents
or educators, for use in whatever venue they liked.

8 For more on Imai, see Suzuki 2005: 49-51; and Kamichi 1997: 70-72.
®  Suzuki 2005: 52.
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As we have seen, for street corner kamishibai the increasing militarism of the
1930s gradually squeezed performers and producers out of business, but the opposite
happened for educational kamishibai. In fact, educational kamishibai plays were
used extensively for propaganda purposes from about 1939 through 1945, and it
is significant that the plays produced during that period were aimed at a variety of
demographics, not just children: a full 70% of wartime kamishibai plays were written
for an adult, or mixed-age audience.

As in the earlier educational kamishibai movement the particular affinity of ka-
mishibai as a medium for conveying populist messages was recognized and exploited.
From about 1939 on, however, it was a populist militarism and imperialism—what
we might call a populist fascism—that was being promoted, rather than the demo-
cratic or socialist ideals of the earlier educational kamishibai movement.

After the war, the fate of educational kamishibai was rocky at first, but by
the 1950s it was back on track, with schools and children’s groups using printed
kamishibai regularly as educational tools. In fact, although street corner kamishibai is
now impossible to find except in nostalgia venues, educational kamishibai continues
to flourish, used in preschools and kindergartens all over the world, not just in Japan.

The War and Kamishibai

Japan was at war in China from 1931, effectively if not officially, and as the war went
on, the kinds of narratives disseminated were increasingly constrained by censorship
and other types of regulation. Street corner kamishibai, as a popular medium for
children, was mostly ignored by the censors.'* But educational kamishibai was
another matter. As the China Incident escalated, the voices of the left-leaning
educators promoting the use of kamishibai were gradually silenced along with
those in other media whose ideologies were not in line with the state’s militarist
and nationalist goals." The harassment of kamishibai professionals resulted in the
arrest of Kondo Ekio (1907-1964), an innovative and extremely successful educator
and winner of the Yomiuri Prize for Special Education, who devoted his whole
career to improving the lives of marginal children. The indictment for his arrest
specifically mentioned his promotion of kamishibai, which it identified as a tool
for spreading Communism.'? Other kamishibai promoters, too, were repeatedly
questioned, detained and generally harassed until they quit the business or changed
their messages to fit with government policies.

This then was the path of censorship of kamishibai in the 1930s, and now we
come to the other side of the coin: propaganda. And in this context, too, kamishibai
played an important role.

As the China War had escalated, the government had clearly recognized the
potential in using such an effective popular medium for disseminating its own

' For a detailed discussion of the censorship of street corner kamishibai in the 1930s, see
Orbaugh 2012: 161-171.
" For more on this, see Kang 2007: 73; or Orbaugh 2015: 51-55.

12 Kamichi 1997: 70.
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messages. From this point of view, one of the central advantages of kamishibai was its
appeal to a broad range of classes, particularly the urban laborers and rural farmers,
from whom so much cooperation was needed in the war effort.”* In 1939, as part of
the mobilization of youth, organizations such as the Finance Ministry and the Gunji
hogoin (Military Protectorate) began sponsoring the production of educational
kamishibai; soon plays were being sponsored to aid the work of the extreme right-
wing Taisei Yokusankai (Imperial Rule Assistance Association), the Army, the Navy,
and at least twenty other groups involved in promoting the war effort.**

An intriguing aspect of the history of kamishibai during the war was that
anumber of the progressive, leftist educators who originally developed educational
kamishibai were precisely the same people who were co-opted to work for the gover-
nment in its production of propaganda kamishibai. Matsunaga Ken'ya, for example,
was sent to China, where he used his skills to produce kamishibai plays to aid in
communicating Japanese policies and values to the Chinese.'* Matsunaga, like most
of his leftist peers, made this ideological shift without overt protest.

By the early 1940s the active censorship of kamishibai was no longer necessary,
since all the plays were by now being produced under the control of the state.

Types of kamishibai propaganda plays

There were several kinds of kamishibai plays used to promote the war:
1) Informational plays of two types:

a) Newsreels, illustrated with photographs or paintings. These were cheaper to
produce and easier to distribute than the film newsreels that played in the
cinema.

b) “How-to” plays, with practical instructions about how to watch out for spies,
how to construct an air raid shelter, how to fight fires caused by incendiary
bombs, and so on.

2) Jidaigeki: historical plays that made use of heroic figures from earlier wars, from

medieval times up to the Russo-Japanese War of 1904-05.

3) Narrative plays celebrating a contemporary real-life war hero or group of soldiers.

4) Wholly fictional narrative plays, showing typical every-person life on the ba-
ttlefield or the home front, which often promoted high ideals such as bravery
or endurance, but just as often focused on smaller virtues such as frugality, the
purchasing of war bonds, and other salutary wartime behavior.

3 It was from the poorer classes that non-commissioned soldiers and armaments factory

workers were primarily drawn, and agricultural workers were of course necessary to maintain
the food supply. For more on this see Earhart 2008: 80ff.

4 Kamichi 1997: 71; later she lists several other groups who sponsored plays (81-82). See
also Orbaugh 2015: 100-102.

> Kamichi 1997: 82; Orbaugh 2015: 54-56.
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One of the most striking elements of the last two types of play in particular—that
is, fictional stories or fictionalized versions of historical events—is the reliance on
kitsch as a fundamental element of both narrative and visual style.

What is kitsch?

There are many definitions of “kitsch” and much scholarly controversy around
those definitions, but some generalizations are possible: broadly speaking, there
are two schools of thought. First, some critics characterize kitsch as entirely an
aesthetic matter, a matter of taste, bad taste, as opposed to “true art,” or the art of
the avant-garde, or high culture art. Such critics cite examples such as a coffee mug
in the shape of the Venus de Milo as the height of kitsch.'® But even some examples
of high art styles that have fallen into disfavor may be regarded by this first group
as kitsch, the works of Bouguereau being a prime example."” This school of thought
designates objects as kitsch based on aesthetic judgments. This is, in my view, not
useful, since in a discussion that focuses on aesthetic properties one person’s kitsch
may easily be another person’s camp—camp being a self-conscious, ironic kitsch,
which is something entirely different.

The second school of thought figures kitsch as a social and political tool that
works in the realm of the aesthetic—literature, art, music—and does so for specific
purposes.’® The importance of kitsch is in its psychological function, its emotional
or affective work. Kitsch is explicitly designed to work in the emotional realm. As
Catherine Lugg has written, “Manufacturers of Kitsch are aware of a given audience’s
cultural biases and deliberately exploit them, engaging the emotions and deliberately
ignoring the intellect”*®

But even among this second group of scholars, who see kitsch as an ethical
problem and an effective tool for propaganda, most do not actually discuss its
conscious and explicit use by totalitarian regimes to “ingratiate themselves with
their subjects,” which is the context at issue in this essay.?* The Czech novelist Milan
Kundera is one of the few who attempts to analyze the way kitsch functions as a tool
of totalitarianism, so let us look closely at his famous definition of the “kitsch effect””

“Kitsch causes two tears to flow in quick succession. The first tear says: how nice
to see children running on the grass! The second tear says: How nice to be moved,

!¢ Critics in this group might include Robert Solomon, Matei Calinescu, Gillo Dorfles, Her-

mann Broch, and Clement Greenberg (though it must be noted that Greenberg, writing in
1939, suggests the possibility of kitsch as a dangerous tool in the hands of the wrong sort of
government).

7" For example, in In Defense of Sentimentality (Oxford 2004), Robert Solomon uses a painting
by Bouguereau as his main example in the chapter on kitsch.

'8 The scholars in this group include Lisa Saltzman, Kathleen Higgins, Saul Friedlander, Milan

Kundera, and many of the critics who analyze Kundera’s work, such as Eva Le Grand.
1 Lugg 1999: 4.

20

The phrase is Clement Greenberg’s, here quoted by Lisa Saltzman (2002: 54).
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together with all mankind, by children running on the grass! It is the second tear
that makes kitsch kitsch”*!

Kundera scholar Eva Le Grand restates this idea, writing that, “kitsch likes to feed
off abstract ideals and feelings and sets them up as absolute values. Within such logic,
it can only show illness, desire, the body or death under a ‘mask of beauty’... It is
through such esthetic and emotional idealization of what is real, especially when it
prettifies deaths, wars, massacres, denunciations, executions or imprisonments, that
kitsch becomes totalitarian: because purity, youth and beauty, in the name of which
so many bloody crimes have been committed with smiles and songs on people’s lips,
come to be regarded as sacred”*

As we shall see, the idealized, sacralized qualities for which bloody crimes are
committed in Japan are not necessarily “purity, youth and beauty,” but the principle
remains the same: “misrepresenting what is real as an idyllic and ecstatic vision of
the world to which we sacrifice without scruple all ethical and critical awareness.”*
This may at first sound somewhat exaggerated. Certainly we do not normally think
of a Venus de Milo coffee cup as causing us to “sacrifice without scruple all [our]
ethical and critical awareness.” But in this discussion we are focusing on a totalitarian
state in the midst of a “total war” (Japan), and one crucial battleground is precisely
the minds of the people who are necessary to wage and support that war. In wartime,
“ethical and critical awareness” on the part of the people is often counterproductive
to the needs of the state, and ways must be found to bully, cajole, or seduce citizens
into making the sometimes tremendous sacrifices necessary to support the war.
As David Earhart puts it regarding Japan’s Fifteen Year War, “Like Germany’s
Propaganda Ministry and the United States Office of War Information, [Japan’s]
Cabinet Information Bureau was an agency whose very business was drumming up
morale and convincing people that the war was good and right and, above all else,
winnable. War, after all, had to be ‘sold’ to the people and they had to ‘buy’ it”*

Another facet of kitsch-work within a totalitarian context is again identified by
Kundera: “kitsch’s metaphor par excellence is the ‘absolute denial of shit”?; that
is, the denial of everything that makes humans less than perfect, less than pure.
Now, in fact, street corner kamishibai could in some ways be called a celebration
of shit; certainly it celebrates all that humanity usually tries to abject and deny
about itself: the grotesque, the misshapen, filth. And even when the scripts did
not explicitly include such material, the performer would frequently bring into his
performance whatever he thought would entertain the children, including, of course,
excretory and sexual humor, which children delight in. In this respect street corner
kamishibai is the evil twin, the abject shadow of educational kamishibai, which,
from its Christian-inflected inception, was determined to show humankind in the

2l Kundera 1995: 244,

2 Le Grand 1999: 21-22.

# Ibid, p. 10.

24 Earhart 2008: 3.

25 Le Grand 1999: 14; Kundera 1995: 242.
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brightest, most elevating light. This idealization of the world may have been no
worse than boring in the earliest iterations of educational kamishibai, but became
an effective tool of indoctrination when intensified in the work of propaganda plays.

What is true of “shit” is also true of laughter, which must be suppressed to
produce the ecstatic, elevated beauty of kitsch: laughter was an indispensible element
of street corner kamishibai, and made an occasional appearance in the educational
kamishibai produced for impoverished children, but it had to be eradicated entirely
in propaganda or the desired effect could not be sustained.

Finally: “Kitsch... transforms its traumas into fictional melodramas, renders its
catastrophes sites of catharsis”* Lisa Saltzman is here writing about the way kitsch
configures contemporary art, art of this moment, which looks back on the history
of Nazi Germany and the Holocaust. In contrast, what this essay is trying to do is
to analyze how kitsch transforms not the past, but a nation’s difficult traumatic
present. In that case the function of kitschy art as a site of catharsis has a much more
immediate, and, from some points of view, beneficial purpose.

Under circumstances of war, with near daily deprivation, fear, and physical
discomfort, to be able to “transform traumas into fictional melodramas” is a way of
making it possible to go on. Kundera writes negatively about the kitsch-mensch, or
kitsch man, who loves kitsch because it enables him to “look at himself in the mirror
of beautifying lies and recognize himself with emotional satisfaction,” but again
this part of kitsch’s psychological work may have a different value in wartime.?” The
problem with this hypothesis, however, is that if kitsch trades on “beautifying lies,”
then the emotional-work it performs, the provision of catharsis and comfort, may
be false, and therefore ultimately ineffective. Adorno, for one, has written that kitsch
provides only a “parody of catharsis,’? a point to which we will return.

Now let us turn to Japanese propaganda, and specifically the medium of
kamishibai, and look at the ways that propaganda kamishibai plays used kitsch as
a mode to create particular effects and affects in the viewer.

We start with a play from 1942 that provides lots of melodrama both visually and
in the narrative. It was sponsored by the Probation Officers Association, with the
purpose of integrating former criminals smoothly back into society—an especially
important task in wartime when able-bodied men were increasingly scarce. It’s called
“Chichi matsu yume” (Dream of father’s return), and concerns little Suzuki Toshio,
whose father has been away for a long time, and who supports himself and his
bedridden grandfather by selling miso and newspapers. Mr. Sekine, a probation
officer, visits Toshio and discovers that the boy believes his father is off working in
a foreign country and will come back one day, rich and bearing gifts. Mr. Sekine
knows that Toshio’s father, Tsunekichi, has actually just gotten out of prison, and
appears to be returning to his old bad friends and bad habits. We see Tsunekichi who
has returned to his hometown, walking with his mistress and partner in crime. He

% Saltzman 2002: 55.
¥ Le Grand 1999: 10.
% Quoted in Le Grand 1999: 10; see also Matei Calinescu (1977: 228, 241).
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hopes to see his son, but Mr. Sekine shows up and confronts him, saying that Toshio
will be terribly disappointed to see his father return like this. Tsunekichi is furious,
and just then the police burst out of the trees and arrest him again. Mr. Sekine sees
Toshio in the distance, and heads him off so that he does not see his father’s disgrace.

After brooding over this incident while in jail, Tsunekichi is released again, and
the first person he meets is Mr. Sekine. Before Tsunekichi can express his anger,
Mr. Sekine explains that he has come to help Tsunekichi make Toshio’s dream
come true. He gives him a nice western suit, shoes, and presents, to give the story
verisimilitude. Tsunekichi reforms instantly, and after his reunion with the ecstatic
Toshio, he shrugs off the attempts of his mistress and gang to get him to rejoin them.
In the end he, Toshio, and Mr. Sekine walk along the beach at sunset, with Mt. Fuji
in the background. The final sentences are about the noble and important job of the
Probation officer, who creates decent citizens for the sake of the imperium.

The sentimentality and melodrama of the narrative are obviously kitschy, but
the visual style is also exaggerated, both in the pink-cheeks and rosy-lips of the
good characters and in its completely unnecessary reference to iconic images such
as Mount Fuji.

We see something similar in, “Hokuman no shishi” (Patriots of Northern
Manchuria), although the play is in a much more macho-heroic mode than “Chichi
matsu yume.” “Hokuman no shishi” is a 1944 play based on an historical incident
from the Russo-Japanese War, when a group of twelve young Japanese men decided
to blow-up the only Russian train line into Manchuria, thus making it harder for the
Russians to carry out their invasion of Manchuria and Korea. They split into groups,
none of which fares well; in fact they all die in various heroic ways. The final two
are captured by the Russians, tried, and sentenced to death by hanging. They do not
oppose the sentence, but request death by firing squad instead. The sympathetic
judge telephones Kropotkin himself, who praises the bravery and gallantry of
Japanese soldiers, and gives permission for the firing squad. During the night the
two men make wills and resolve together to die gracefully like cherry blossoms. They
refuse blindfolds, saying that all Japanese are prepared to face death when it comes.
They shout banzai with raised arms as the firing squad shoots.

The imagery in this play is much less florid than that in “Chichi matsu yume,”
but the iconic cherry blossoms and banzai shout, the over-the-top heroic perfection
of the characters, and the conspicuous attention to Russian admiration for Japanese
bravery, puts this play firmly into the category of kitsch. As Le Grand describes the
work of kitsch, here we see “purity, youth, and beauty” mobilized in the service of
propaganda, and even death sacralized through its ‘mask of beauty.?

These plays explore two kinds of relationships popular in Japanese Fifteen Year
War propaganda: soldier buddies in “Hokuman no shishi,” and fathers and sons in
the “Chichi matsu yume.” But by far the most popular type of narrative play featured
the relationship between a mother and her son.

2 Le Grand 1999: 21-22.
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The most popular kamishibai play of all during the war, in fact, was “Gunshin
no haha” (Mother of a War God, 1942), based on the life of Ensign Ueda Sadamu,
one of the suicide submarine pilots who lost his life at Pear] Harbor and was named
a “gunshin” (war god), and Sadamu’s mother, Saku.*

In this play, Sadamu is the perfect son and Saku is the perfect mother. When
Sadamu, a talented student, is about to finish elementary school, his father Ichiemon
rejoices at the idea that he will soon be able to help full-time on the family farm. Saku,
however, convinces her husband to allow Sadamu to follow his dream of continuing
on to middle school. She promises to work extra jobs to pay for Sadamu’s school fees.

While in middle school Sadamu awakens on a piercingly cold night to see that
his mother’s futon is empty. He finds her still awake, stripping bark from mulberry
branches to make paper to earn extra money. He sees that her fingers are bleeding
from the difficult labor. The illustration then shows us a close-up of Saku’s face,
as Sadamu silently thinks about her: “His mother, who always did whatever was
necessary to protect him... His mother, who always worked on silently without
a word of complaint, no matter how painful things were... Kind, gentle mother...
Tears of gratitude welled up in Sadamu’s eyes and moistened his cheeks”

A few years later when Sadamu has graduated from middle school and wants to
join the Navy, it is again up to Saku to convince her husband to allow this unusual
step.

Once again she promises to work extra hard to cover the labor deficit.

Sadamu progresses on through various stages of Navy training, specializing in
submarine and torpedo work. The narrator solemnly adds: “During his training the
China Incident had broken out, and as the years passed it had become increasingly
serious. In addition, the atrocities of the British and American enemy who were
threatening our imperial nation had grown daily more heinous, so that the mission
of the Navy became ever more important.”

In a scene set in autumn of 1941, we see that Sadamu has obtained leave to come
home and see his parents. While at home he catches a bad cold, but he insists on
going back to his station rather than trying to extend his leave. When Sadamu’s
mother and two younger sisters accompany him to the bus stop, they ask when
they will see him again, and Sadamu gives a vague reply. Sadamu bids an emotional
farewell to his mother, telling her to please take good care of herself. He apologizes
for all the hard work and trouble he has caused her. He ends by saying, “Please live
along and happy life” The narrator then remarks ominously that those were the last
words Sadamu ever spoke to his mother.

The narrator then makes a speech: “The 8" of December, 1941. Chief Petty Officer
Ueda Sadamu added his shining name to the list of the kamikaze Nine War Gods,
who blossomed as flowers of our nation [i.e. died] in the attack on the main force of
the U.S. enemy’s Pacific fleet at Pearl Harbor, Hawaii, an attack that produced such
illustrious military results. At the moment when those nine brave heroes entrusted

* For a fascinating discussion of the way Ueda Sadamu’s story was used in a variety of
narratives in a variety of media during the war, see James Dorsey (2009: 409-434).
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themselves to their precious submarines and charged off to Pearl Harbor, they truly
were godlike, noble and sublime. As soon as word of their valiant and selfless deed
was heard, every person in Japan was choked with tears of gratitude”

At this point the narrator is instructed to begin singing the song Umi Yukaba (If
we go to sea), one of the ubiquitous songs celebrating certain death for all Japanese
soldiers: If we go to sea, corpses in a watery grave/ If we go to the mountains, grass-
entwined corpses/ We will die near our great lord/ We will not look back.

After the song the narrator again makes a solemn speech:

“In response to Mother’s great love, the child’s gratitude is also great. Mother
Saku who without looking back went on working for the sake of her beloved
child—the pains of her efforts have attained vigorous full growth in the dead
body of Chief Petty Officer Sadamu, and now radiate scent in full glorious
bloom. That great mother raised a War God, just as did the mothers of Sho
Nanké [Kusunoki Masatsura], Yoshida Shoin, and General Nogi””

“Heedless of the voices of gratitude and praise rising from the nation, Saku, the
mother of a war god, carries in her heart the memory of a Chief Petty Officer
from bygone days, as she continues, just as she had done in the past, to carry
heavy lumber on her back as she treads the morning dew of the high plateau.
The image of this mother—she who has borne one of the Nine War Gods of
Showa—is indeed the image of the Mother of Japan.”

If one part of kitsch’s function is to provide beautiful, idealized archetypes with
which people can identify, then the archetype we have here is the loving and self-
sacrificing mother. Here, however, the image is not simply mother as nice and sweet;
the archetype is elevated in the context of the war to something more dignified,
something downright noble.

When I began working on propaganda kamishibai several years ago, this kind of
story puzzled me considerably. It is one of many, many plays that are tragic, ending
in the death of the son, with the hard-working mother having to continue her self-
sacrifice but now with no beloved child to justify it. It appears that there was little or
no tragedy of this sort in the propaganda of wartime Nazi Germany—it was certainly
full of kitsch, but tended to feature perfect, beautiful, blond supermen and women,
not humble abject farmwomen who end up losing everything. And one certainly
would not find this kind of tragic story in U.S. propaganda, whether from World
War II or from the current war in Iraq and Afghanistan. On the contrary, in the U.S,,
kitsch is used to cover up the reality of the possibility of death.

From the point of view of the producers of Japanese propaganda, trying to “sell
the war to the people;” it would seem counter-productive to depict death and grief.
But the structure of kitsch actually makes death, too—when properly packaged—an
effective tool of emotional seduction. As Higgins argues, “For when sweet kitsch is
employed in a calculated manner for political purposes, the suggestion is made that
such sweetness that we see in the presentation is a constant conjunct of the ideology
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which is offered as its context. The presentation being unobjectionable and harmless,
the ideology;, it is insinuated, is unobjectionable, too”*! The Japanese plays we have
seen are certainly sweet, but it is a particularly Japanese bitter-sweetness, combining
sadness for the loss of the gallant soldier-son with sympathy for the mother’s grief,
and admiration of her ability to keep on working without complaining. To the
extent that the audiences of these plays experienced a satisfying, emotionally rich
catharsis, then the kitsch elements of the play would have done their work in linking
its emotional substance to the ideology behind it—the Japanese state at war. This
may be the reason why depictions of soldiers’ death were not just acceptable in
Japanese propaganda, but actually encouraged: such kitschified depictions of death
worked to suggest that the organs of the state—including the Army, the Navy, and
the Imperial Rule Assistance Association—shared and somehow even made possible
the sweet, elevated feelings that those gallant heroic deaths evoked, covering over
the fact that all those institutions were really interested in was the labor necessary
to keep the war going.

A play such as “Mother of a War God” could provide catharsis, through its intense
emotionality (that emotionality heightened by the use of music and rhythmical
rhetoric at the most emotionally-saturated moments), and provide comfort and
strength through Kkitsch’s power to elevate and universalize at the same time as it
condenses emotional situations down to their most basic elements. Viewing this
kind of play, any mother who had lost a son could find the “fictional melodramatic
model” with which she could then structure her own narrative about herself: she
could view herself as the sacred ideal of the self-sacrificing mother. The tears she
might shed while watching this play might start with Kundera’ first tear, of grief for
her own son and her own specific loss and pain, but then those tears might turn to
the second type: a recognition that her grief was universal, fundamentally human,
and therefore abstract, and therefore potentially beautiful, noble and heroic. The
kitsch elements of the play could encourage this mother to experience her grief not
just as an immediate, personal emotion, but as an aestheticized bit of sacred social
theater. By imagining herself as identical with the archetype of the perfect wartime
mother, such a woman might have found it easier to go on with the hard work that
the government required of her.

In this sense, I disagree with Adorno’s contention that kitsch provides only
a parody of catharsis. The catharsis—the strong emotional response leading to
comfort and revitalization—is, at least potentially, perfectly real, even if the larger
purpose served by this catharsis is not a good one.

But why does this all matter? Who is harmed by plays such as “Mother of a War
God” that may have comforted and encouraged women who were struggling to
survive the war? Why, in my title, have I used the words “killer kitsch™?

In Japan, feminist historians such as Kané Mikiyo argue that in order to clearly
understand the Fifteen Year War we must investigate the role of women, and not
just those women who had a public profile, such as feminists Hiratsuka Raicho

' Higgins 1992: 574.
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and Yamakawa Kikue, whose wartime support of government policies has been
extensively researched and discussed. Kand argues that we must also examine the
role of ordinary people, especially women, who were neither soldiers nor politicians,
who seem to have had no direct role in waging war, and who have therefore been
exempted from responsibility where the war is concerned. As she points out, many
“ordinary women” remember the Fifteen Year War as the most productive and
satisfying period of their lives, because they were given a voice in politics, and
a politically significant role, a role in nation-building. Of course, as we know, that
position of responsibility was predicated on a woman’s role as mother—to produce
more soldiers and armaments factory workers—or other “motherly” nurturing
activities that supported the war effort, such as making imonbukuro (comfort bags)
full of warm socks and homey comforts to be sent to soldiers.
Kano remarks:

If it had not been for this labor on the part of women, the contradictions of
the wartime system would have erupted much sooner. It is no exaggeration
to say that the war . . . could not have gone on so long, and could not have
been fought so fiercely without the supporting activities of [motherly women].
And, in that case, it is also true that [those women] are implicated in the
deaths of more than three million Japanese and the deaths of more than twenty
million people in China and other parts of Asia in a war that was clearly one
of aggression, an unjust war.

No doubt [these women’s] deeds were a manifestation of feminine kindness
and motherly love. But this was solely for the purpose of lubricating the
machinery of war. The victims that arose from this short-sighted love and
kindness need to be acknowledged.*

It is in this sense that the comforting lies of kitsch propaganda, to the extent that
they encouraged women to go on working hard to support the war effort, can be
considered to have participated in the killing of millions of people.
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CiNSKE BUSIDO!
David Uher

Liang Cchi-échao:
HAZ BRGR, R fnpg
Sila Japonska vytryskla z rozkvétu skol.

Abstrakt: Ve feuddinim Japonsku se od 15. stoleti utvdrel koncept busido, cesty bojovni-
ka, kéd chovdni pfislusnika japonské vojenské slechty buke analogicky evropskému kon-
ceptu rytifstvi. Tento koncept byl na poldtku 17. stoleti kodifikovin ndstupem $6guni
z rodu Tokugawa, kdy oviem zejména v pojmech 5 odvahy, 3% cti, 1= lidskosti,
¥ Acty, {5 uptimnostia % vérnosti prolnul se sungskym neokonfucianismem. Ze
busidé neni produktem vylucné japonskym, si v pritbéhu svého nedobrovolného pobytu
v Japonsku velice jasné uvédomoval aktivni tiéastnik hnuti ,sto dni reforem,“ tradi¢ni
vzdélanec a literdt, novind# a filozof Liang Cchi-cchao. Toto jeho uvédoméni bylo také
jednim z podnétii, pro¢ v fijnu 1904 napsal a o mésic pozdéji publikoval knihu Cinské
busidé. Na biografiich jedenasedmdesdti historickych postav predevsim obdobi Jara
a podzimu a Val¢icich stdtii si Liang Cchi-chao vsimd vyse zmitiované Sestice pojmil,
aby je definoval v ¢inském prostiedi. Tyto terminy by v$ak ziistaly pojmy ryze konfuci-
dnskymi navazanymi na princip 3 kultivovanosti, kdyby ve zmitiovanych biografiich
nedoslo k jejich prolnuti s principem I\ bojovnosti. A pravé v pfitomnosti bojového
ducha v dobdch oslabeni centrdlni moci a v jeho potlacovini v dobdch centralizace shle-
ddvd Liang Cchi-cchao p¥iciny dipadku viddy, oslabeni ndrodniho uvédoméni a vzniku
podminek pro podmanéni Ciny zahrani¢nimi mocnostmi.

Kli¢ova slova: ¢inské reformni hnuti, Liang Cchi-¢chao (1873-1929), ,novy lid*, bu-
$idé, Cinské busidé (1904)

Piedehra:, sto dni reforem”

Porazka v ¢insko-japonské valce v letech 1894-1895 byla jen dals$im z celé fady
duakazt neschopnosti mandzuské vlady vyporadat se se sérii krizi, které impérium

! A&koliv jsem toto téma poprvé prezentoval na 1. vyroéni konferenci éeskych a slovenskych

sinologti v Praze v listopadu 2007, tiskem vychdzi aZz nyni. V textu jsem se rozhodl pouzit ces-
kou transkripci japonstiny a z tcty k jejim tviirciim tzv. ¢eskou standardni transkripci ¢instiny.
Kombinovat v ¢eském textu oficidlni pchin-jin s nékterou s anglickych transkripci japonstiny
povazuji za obskurni, za neprijatelné povazuji i spojeni anglické s ¢eskou transkripci. Od této
praxe se odchyluji pouze v ,,Bibliografii®. Cinské znaky uvadim, opét s vyjimkou ,,Bibliografie,
v jejich nezjednodusené podobé, kdy oba systémy, ¢insky i japonsky, vykazovaly vétsi miru
podobnosti, nez je tomu po reformnich zasazich zejména v Cinské lidové republice.
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nepfetrzité od roku 1840 postihovaly.> Mnohem mensi Japonsko, na které Cina vzdy
nahliZela jako na stat druhé kategorie a jehoz armada nebyla dfive s to konkurovat
¢inské ani poétem natoz pak vyzbroji, zni¢ilo flotilu, kterou impérium od sedm-
desatych let 19. stoleti, navzdory korupci na nejvyssich mistech, budovalo.’ Na za-
kladé mirové smlouvy ze Simonoseki se tak Cina musela mj. vzdat svrchovanosti
nad Taiwanem, rezignovat na zasahovani v Koreji a zaplatit vale¢né reparace, které
predstavovaly tiileté ptijmy ¢inského statu.* Navic tato pordzka znovu podnitila
zéjem tady zapadnich mocnosti v ¢ele s Ruskem a Némeckem na parcelaci Ciny
a jeji nasledné preméné v polokolonii.®

Do ¢ela vlivné skupiny radikalni reformatort a horlivych nacionalistu, kteff vérili,
7e &chingska monarchie je stale s to reformovat Cinu odshora dold, odmitajici sou-
¢asné metodami nalézani precedentt v klasické ¢inské literature myslenkové nanosy
neokonfucianismu ve statni ortodoxii, stanul Kchang Jou-wej )i 5 % (1858-1927).6
Toto uskupeni pod vlivem prekladt zdpadnich knih o védé a technice, které jinak
nevzbudily zdjem tradi¢nich uéencd, argumentovalo pro osvojeni zapadnich né-
stroju i instituci a vyuziti zdpadni védy a techniky pro zachovani konfucidnskych
hodnot. Kchang Jou-wej proto ¢inskou tradici doplnil mys$lenkami vyvoje a pokroku
a vysledek nazval ,,sebeposilovanim® Ve skute¢nosti véak pouze pfijal socialni dar-
winismus hldsajici preziti jen nejsilnéj$ich mezi narody. Své nazory pak prezentoval
v sérii memorand adresovanych cisafi se zimérem jej pro reformy ziskat.” Cisate éry
Kuang-sii (1871-1908, vladl od roku 1875), jemuz Kchang Jou-weje doporucil jeden
z jeho vychovateld, tyto navrhy zaujaly a udélil mu proto audienci, v jejimzZ pribéhu
se Kchang Jou-wejovi podatilo cisate pro sérii reformnich zasaht do organizace statu
nadchnout.® Cisar tak 11. ¢ervna 1898 zacal uskutec¢niovat politiku, kterd do ¢in-
skych dé&jin vstoupila pod nazvem paj-z’ wej-sin Fi H#E#T ,,sto dni reforem™ nebo
také wu-sii pien-fa XS |, reformy roku 1898 V jejich priibéhu se mu a jeho
spolupracovnikiim, mezi nimiz vedle Kchang Jou-weje vynikali mladi reformatoti
Tchan S’-tchung FE i [ (1865-1898) a Liang Cchi-¢chao, podatilo od vlddy od-
stavit konzervativni mandzuské uredniky.” Hnuti, které si bralo za vzor restauraci
cisarské moci Meidzi v Japonsku, umoznilo spojovani materidlni a duchovni kultury
zépadniho liberalismu s tradi¢nimi hodnotami konfucianismu.” V jeho priibéhu
bylo vydano na ¢tyticet cisafskych dekretd: nejvyznamnéjsi z nich rusily bezmala
dvoutisicilety systému cisatskych zkousek a nahrazovaly jej $kolami euroamerické-

2 Eberhard 1950: 296-297.
3 Fairbank 1998: 254.

4 Bake$ova 2001: 9-10.

5 Kolmas 2005: 83-84.

¢ Fairbank 1998: 265.

7 Tamtéz, s. 259.

8 Obuchové 1999: 75.

°  Gernet 1982: 604.

10 Kolmas 2005: 150.
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ho typu, nastolovaly svobodu tisku, ztizovaly statni rozpocet, zahajovaly vystavbu
zeleznic a dolu' atd.

Mandzuska opozice, ktera povazovala reformy za prili§ radikalni, zpocatku na-
badala k umirnénosti a pomalému tempu zmén. Na popularité reformnimu hnuti
nepridala ani pouze ,polovi¢ata westernizace” omezujici se pouze na prosttedky
nikoliv na hodnoty Zapadu. Soucasné se i konzervativni u¢enci, povzbuzovani cisa-
fovnou vdovou,'? stavéli proti véemu zdpadnimu, kdyZz nadvlada cizinct byla podle
nich postavena pouze na prevaze jejich zbrani."® Kdyz cisaf nebral na tyto vyhrady
ohled, organizovaly konzervativni sily 21. zafi 1898 statni prevrat. Nejprve inter-
novaly cisafe v domacim vézeni, v némz pak pobyval az do své smrti roku 1908.
Poté se cisatovna vdova C’-si prohlasila regentem a pievzala tak skute¢nou vladu
v zemi. Novatorské cisaiské edikty byly odvolany a $est z reformatord, mezi nimi
i Tchan S’-tchung, bylo popraveno." Kchang Jou-wejovi a Liang Cchi-échaoovi se
podaftilo uprchnout do Japonska, odkud pak pokracovali v agita¢ni ¢innosti smé-
tujici ke ztizen{ konstitu¢ni monarchie.'® Cinsky dviir se k reformam roku 1898
vratil az po porazce ,,boxerského povstani:“ v roce 1905 byl mj. definitivné zrusen
systém cisarskych zkousek a po vzoru Japonska bylo modernizovano $kolstvi i ar-
mada. Nicméné dny mandzuského panstvi v Ciné spole¢né s jednadvaceti staletimi
cisafstvi jiz byly se¢teny: ani témito kroky se totiz dynastii Cching nepodatilo zastavit
demoralizaci spole¢nosti a ziskat tak zpét davéru téch, které v roce 1898 zradilo.'
Proreformni méstska elita si vice a vice uvédomovala, Ze MandZuové jejich véci
prekazeji a spole¢né s dzentry se aktivné angazovala ve vzniku akademii, které sice
oficialné fungovaly jako pripravky ke statnim zkouskdm, realné se ale staly lihni
talentii nové doby. Obé skupiny tak rozsifovaly své spolecenské funkce a postupné
se stavaly hybnou silou revolu¢nich udélosti roku 1911."

Reformator - politik - novinar

Liang Cchi-échao B se narodil 23. tnora 1873 ve vesnicce Sin-chuej H7 €
v provincii Kuang-tung.'® Bakalarské zkousky slozil ve véku jedenacti let a jiz v Sest-
nacti, jako nejmladsi z kandidatt, se stal magistrem. V roce 1890 se poprvé zdcastnil
doktorskych zkousek v hlavnim mésté, vyssiho titulu vak nikdy nedosahl.” V pri-
béhu zkousek se seznamil s Kchang Jou-wejem, u néjz Liang Cchi-¢chao po névratu
domt studoval. Zejména popisem Zivota v zahrani¢i Kchang Jou-wej Liang Cchi-

1" Blundenova 1997: 153.
12 Fairbank 1998: 253.

13 Tamtéz, s. 251.

4 Obuchova 1999: 212.

15 Pokora 1967: 2, 32-33.
16 Eberhard 1950: 299-302.
7 Fairbank 1998: 275-277.
18 i1 C 2004: 449.

19 Kral 1967: 74.
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-¢chaoa zaujal a inspiroval jej k tomu, aby se spole¢né s nim stal reformatorem usi-
lujicim o ,,sebeposilovani“ zemé mimo jiné i fadou institucionalnich a ideologickych
zmén smétujicich predev$im k odstranéni korupce a prestavbé systému ufednickych
zkousek.

Po nésilném potlaceni hnuti ,,sta dni reforem® odesel Liang Cchi-échao do exi-
lu v Japonsku, kde pak stravil nasledujicich ¢trnact let, kdyz se do Ciny vratil az
po sinchajské revoluci.? Ackoliv pivodné spole¢né s Kchang Jou-wejem usiloval
o nastoleni konstitu¢ni monarchie, pochopil, Ze politicka situace v Ciné takovému
ztizeni nepreje a obratil se k republikdnské formé vlady. Jako ¢len Pokrokové strany
vstoupil do parlamentu a podporoval zde prozatimniho prezidenta Jiian $’-kchaje
L (1859-1916) i poté, co ze snémovny vyloudil kuomingtangské poslance.
Liang Cchi-¢chaoovym cilem tehdy bylo svéfit prezidentovi vétsi pravomoci tak, aby
bylo mozné omezit odstredivé tendence provinénich vlad i militaristt, a ptijal proto
post ministra spravedInosti.”? Kdyz pak v roce 1914 prezident snémovnu rozpustil,
byl Liang Cchi-¢chao jmenovén $éfem ménového ufadu a ¢lenem poradni rady,
kterd parlament nahradila.” V této funkci vypracoval plan celostatniho povinné-
ho $kolniho vzdélani a povinné vojenské sluzby.?* Vyznamné se zasazoval i o ucast
v prvni svétové valce na strané dohodovych mocnosti. Spatfoval v ni ptilezitost, jak
Cinu vymanit z podruéi zdpadnich mocnosti. Teprve kdy?Z prezident zalal usilovat
o restauraci cisai'stvi, Liang Cchi-¢chao se od néj odvritil, ale po Jiian $-kchajové
smrti v roce 1917, kdy byl znovu svolan parlament, se do politiky vratil.* V nové
Tuan Cchi-zuejové B (1865-1936) vladé ptijal funkci ministra financi, ale jiz
v nasledujicim roce rozhoféen korupci na nejvyssich mistech politiku definitivné
opustil.?®

Obdobi militaristii (1916-1927) je charakterizovano oslabenim statni moci,
kdy bezzubé reformni snaZeni usilovalo o slou¢eni konfucianského modelu vla-
dy s technickou modernizaci i o potvrzeni platnosti tradi¢nich ¢inskych hodnot,
které ptitom byly upfednostiiovany pred cizimi nastroji.” Soucasné ale spole¢nost
dosdhla i pozoruhodnych tGspéchut v kultute, hospodarstvi, vzdélani i podnikani
a rovnéz v Ciné do té doby nebyvalé svobody, predeviim necenzurovaného tisku.
Pocatky ¢inské zurnalistiky jsou tésné provazany s rozvojem mést a ustavenim spo-
jeni s vnéj$im svétem. Vznikla jiZ v roce 1875, kdy zacaly byt jako spole¢ny produkt
¢inského a ciziho podnikani vydavany prvni noviny Review of the Times. Vychézely

% PFeng Pao-chua 1997: 59.
2L Kral 1967: 74.

22 Burt 1925: 32.

2 Sii € 2004: 449.

2 Spence 1996: 51-54.

25 Burt 1925: 32.

2 Kral 1967: 74.

¥ Fairbank 1998: 295-297.

64—



Roc¢nik VII / ¢islo 1/2017

v klasické ¢instiné a ptisobily tak predev$im na ¢inské vzdélance.” Diskuse v nich
nicméné probihala spise sporadicky, protoze se jednalo o spole¢enskou skupinu jen
velmi malo pocetnou. Zurnalistika tak méla vice polemicky charakter, kdyZ usilo-
vala o propagaci ur¢itych myslenek, nikoliv o vécnou informovanost a tisk se staval
hlavnim néstrojem politické ¢innosti. Jednim z nejvyznamnéjsich tviirc moderni
nezavislé Zurnalistiky byl pravé Liang Cchi-¢chao.” Daleko vétsi vyznam neZ tisk
mél v§ak v té dobé roman, na jehoZ vychovné poslani, Ze totiz kazdy jedinec rozviji
své schopnosti v zajmu statu, Liang Cchi-¢chao teoreticky i vydavatelsky ptisobil.*

Spolecensky Zivot obdobi militaristt byl otraven zklaménim z dfive tolik obdi-
vovaného a napodobovaného Japonska, které zapticinil zabor némeckych settle-
mentt v roce 1915, jako ,velka valka“ odhalila Ciné pravou tvar barbarstvi evropské
civilizace. V takové atmosféfe nabyvaly na vyznamu hlasy novych elit - ucitelt
a studentt pekingskych univerzit. Clenem akademické obce snad nejvyznamnéj-
§1 z nich — Univerzity Tsinghua byl i Liang Cchi-¢chao.! Jako vyznamny a vlivny
predstavitel inteligence sklonku cisafského a za¢atku republikinského obdobi, jeden
z intelektudlnich vidcid posledniho velkého pokusu o nendsilnou syntézu staré
¢inské kultury a evropské civilizace, jehoZ pfirozenym vyvrcholenim bylo hnuti
»sto dni reforem, vénoval zbyvajicich jedenact let svého Zivota agitaéni ¢innosti
sméfujici k vymanéni Ciny z této hluboké myslenkové deprese. Ve své badatelské,
literarni i pedagogické ¢innosti*? se zabyval mj. mohismem a buddhismem, kdyz
sledoval jejich historicky vyznam a politicky vliv.** Liang Cchi-¢chao byl rovnéz
inicidtorem obrody psaného jazyka, z néhoz vymytil zastaralé obraty, zjednodusil ho
a obohatil mnozstvim modernich vyrazi. Zemftel v Pekingu 19. ledna 1929 ve véku
pouhych 55 let.**

Japonsky exil

Po nasilném potla¢eni hnuti ,,sto dni reforem” pozadal Liang Cchi-¢chao Japonsko
prostrednictvim jeho velvyslanectvi o ochranu a to mu nasledné udélilo azyl. Jiz 3.
fijna se nalodil na vale¢né plavidlo Osimaru K 55 . a 20. fijna dorazil pres Hirodimu
do Tokia. Zde jej ptivitali vyznamni predstavitelé politického i spolecenského Zivota
mj. budouci premiér Inukai Cujosi K35 (1855-1932) a tehdejsi vyznamny poli-
tik Takata Sanae =1 FH L i (1860-1938), novinaf brojici proti ptiliné westernizaci
japonské spole¢nosti Siga Sigetaka & # H 51 (1863-1927) a pedagog Kasiwabara

28 Tamtéz, ss. 261-262.

¥ Tamtéz, ss. 300-302.

30 Tamtéz, s. 298.

31 Tamtéz, ss. 303, 304, 307, 308.
32 Kral 1967: 74.

356 C 2004: 449.

3 Kral 1967: 74.
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Buntaro 41 JR 3L K HE (1869-1936). Liang Cchi-échao se po piijezdu do Japonska
usadil v Jokohamé v mistnim chinatownu.>

Pozdné ¢chingské reformy a ostatné i sinchajska revoluce byly vyznamné ovliv-
nény Japonskem. To se od roku 1896 stalo pro Cinu vzorem, jehoz véhlas jesté
vzrostl jeho vitézstvim nad carskym Ruskem v roce 1905. Jeho ptiklad inspiroval
¢inské reformy vetejného $kolstvi, ustfedni vlady i mistni samospravy a policejniho
systému prostfednictvim japonskych poradci i Citian, ktei v Japonsku studovali.®
Proto zejména ¢inska intelektudlni elita ¢etla zpravy mistnich politickych emigrantt
a k nejvyznamnéj$im z nich patfil pravé Liang Cchi-échao. Jeho pracemi byli mj.
ovlivnéni i korejsti nacionalisté neschopni se vymanit z mnohasetleté intelektudlni
zavislosti na Ciné.” Liang Cchi-¢chao prostfednictvim japonstiny piijimal do svych
praci myslenky Zapadu. Protoze v Ciné byly v té dobé znamy pouze evropské knihy
o vojenstvi, doporucoval ¢inskym ¢tenaftm studium japonskych prekladi zabyva-
jicich se politikou a ekonomii. Jeho prvni ¢lanky vychazely ¢asopise Cching-i Pao
&%k Nestrannd diskuse, ktery vydaval v Jokohamé a vytvarel tak jeden z hlavnich
myslenkovych proudii reformniho hnuti zahrani¢nich Citianti.®

Liang Cchi-¢chao ve svych ¢lancich predeviim analyzoval dévody tpadku Ciny
a spojoval ¢inskou tradici s novymi zdpadnimi mys$lenkami: evoluci, liberalismem,
podnikdnim a dirazem na technické védy. Chtél tak vytvorit prototyp nového ¢in-
ského lidu, protoZe ten stary si jiz ptili§ zvykl na Zivot v ponizeni. Zatimco Japon-
ci podle Liang Cchi-échaoova nazoru vytrhli mali¢kou nezndmou zemi ze spart
starobylych prezitkii a uvedli tak na svétlo svéta civilizaci nového stoleti, slabost,
porazenectvi, snasenlivost a tradi¢ni moralka fizena politickym systémem v tpadku
privedla ¢inskou kulturu na pokraj naprostého zhrouceni. To proto jsou ted, soudi
Liang Cchi-¢chao, Citiané vydani na milost a nemilost zahrani¢nim mocnostem.
Kdyz se vsak semknou jako novy lid, vytvori mocnou silu, které posilena reformami
a vzdélanim bude kone¢né s to prosadit svou vlastni vili. Liang Cchi-échao ¢asto
posiloval sva poselstvi ptiklady z déjin Zapadu.”® Cina je sice na jednu stranu hrdou
dédickou konfucianskych tradic, to ov§em na druhé strané neznamena, Ze by se
nemohla poucit i z spéchu Zapadu, a to nejen v oblasti technologii. Novému lidu je
tak tfeba vstipit soutéZivost, vlastenectvi a netstupnost, tj. vlastnosti, jimiz po vzoru
Zapadu, podle Liang Cchi-¢chaoa, oplyvaji Japonci.*

Kolem roku 1903 dospéla vétsina vzdélanych Citant k poznani, Ze Cina musi
nutné uskutecnit politické a spolecenské reformy. Toto obecné minéni podporoval Li-
ang Cchi-&chao souborem stati nazvanym sin-min lun HrEER , Teorie nového lidu,
které mezi roky 1902 a 1906 publikoval ve svém ¢trnactideniku Sin-min Cchung-pao

% Feng Pao-chua 1997: 59.
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B EEIR Novy lid.*' Cifané podle néj méli usilovat o novou spole¢nost a nové
chépani svéta, které by jim pfineslo svobodu, rovnost, nezavislost, sebetictu a obecné
uznavanou moralku. Diraz, ktery Liang Cchi-&chao kladl na narodni suverenitu,
souvisel s pozadavkem presmérovani starého konceptu loajality vii¢i panovnikovi ¢i
dynastii na narod jako celek. Podobné misto konceptu Nebes zaujal v jeho predsta-
vach jako nejzazsi vSeobecné uznavany pojem lid. ,My$lenky ob¢anstvi a naroda byly
pro Cinu nové a musely se prezentovat nové vytvatenymi slovy, jez byla odvozovana
z lingvistickych forem vypracovanych Japonci pfi transformaci jejich spole¢nosti.
Japonsky ptivod slov vsak ztracel na vyznamu, protoze k uvaham o potencialni po-
litické sile téchto novych ideji vedli Ciiany schopni spisovatelé.“*> Po diikladném
studiu svétovych déjin dospél Liang Cchi-¢chao na rozdil od Sunjatsena k piesvéd-
&eni o nezbytnosti ptirozeného vyvoje Ciny, nebot republikanska forma vlady by
pro ni znamenala prili§ ndhly rozchod s tradici, nezZ aby byla uskute¢nitelnd. Liang
Cchi-¢chao nazory na preménu Ciny v konstituéni monarchii zastaval az do roku
1910, kdy se obhajoba starych poradku stala vzhledem k vnitropolitickému vyvoji
jiz neudrZitelnou.*

Liang Cchi-¢chao soudasné predstavoval zacatek modern{ ¢inské historiografie
audaval ji smér, kterym se pak ubirala ve 20. stoleti. Hlavni chybou fiou §-tia £ 3 5%
tradi¢nich historikt byla podle néj jejich neschopnost péstovat narodni uvédoméni
dalezité pro moderni silny narod. Liang Cchi-échao proto vola nejen po nové ori-
entaci historickych dél, ale vyzyva ¢inské intelektudly rovnéz k novému mysleni.
Ve své studii Jing-siung jii § - § JEHEELRF 24 Hrdinové a ¢as“ jesté z roku 1899 pise
o vyznamu velkych muza, jakymi podle néj byli Otto von Bismarck, Horatio Nelson,
Oliver Cromwell, Lajos Kossuth, italsky vlastenec Giuseppe Mazzini (1805-1872),
prvni italsky premiér Camillo Benso, hrabé Cavour (1810-1861), ¢insky ,,Kolumbus*
Ceng Che, reformatoti Wang An-§ &i Tchan S'-tchung, jejichZ Zivotopisy podrobné
studoval. Zabyval se i studiem dél zapadnich filozofi, zejména osvicenctt Thomase
Hobbese, Jeana-Jacquesa Rousseaua, Johna Lockea, Davida Humea a Jeremy Bent-
hama (1748-1832), které prekladal a vykladal ve vlastnich pracich.*

V roce 1902 napsal mj. ¢lanek Sin §-siie7 5 5% ,,Nova historiografie®, kterym
vyzyval Cifiany ke studiu svétovych déjin. Liang Cchi-¢chao v ném opét kritizo-
val tradi¢ni historiografii za to, Ze se upinala k historii dynastii misto k déjinam
statu, k osudiim jedincim misto ke spolecenskym skupindm, k minulosti misto
soucasnosti a k faktu misto k myslence.* Kombinoval tak vlastné védecké metody

4 Ctrnactidennik byl co do obsahu velmi riznorody a zabyval se politikou, ndbozenstvim,

pravem, ekonomii, obchodem a geografii, komentoval udalosti v Ciné i ve svété. V ¢asopise
Liang Cchi-¢échao vytvoril celou fadu neologismt a vyuzival jej soucasné i jako platformu pro
diskusi Cinant v Ciné a v zahrani¢i. Pres sviij uspéch ¢asopis po péti letech v roce 1907 nahle
skondil $estadevadesdtym cislem (FENG Pao-chua 1997: 59).
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Zapadu s ¢inskou tradi¢ni historiografii za sou¢asného silného vlivu socialniho dar-
winismu Katéa Hirojukiho M#E5AZ (1836-1916), sméfujiciho k podpote statni
ideologie mladého japonského statu. Katéovym zdmérem ptitom byla snaha rozsifit
Darwinovy tvahy o pfirodnim vybéru na lidskou spole¢nost: tak jako v ptirodé
i ve spole¢nosti lidé soutézi o preziti, silnéjsi nebo 1épe adaptovani vitézi a slabsi
prohravaji.** Myslenka soutéZe jako hlavniho motoru spolec¢enského vyvoje se pti-
tom objevuje jiZ u britskych mysliteld Thomase Hobbese a Adama Smithe. Zatimco
extrovertni socidlni darwinismus britskych filozofti Herberta Spencera (1820-1903),
Francise Galtona (1822-1911) a némeckého biologa Ernsta Haeckela (1834-1919)
vyustil v eugeniku,” introvertni socialni darwinismus se projevuje mj. i v Liang
Cchi-échaoové préci Cinské busido.

V roce 1904 Liang Cchi-&chao v Tokiu ve dvou dilech vydal Jin-ping-§ Wen-ti
Lej-pien 8RUK Z SCEE SN Sebrané a uspofddané spisy ze Studovny Pijdka ledu,
soubor svych reprezentativnich dél, publikovanych béhem exilu v raznych ¢aso-
pisech.*® Pod vlivem textu kapitoly ,Mezi lidmi“ Mistra Cuanga: ,Mé jidlo byva
prosté. Nikdy v ném neni zvlastni kofeni ¢i jinych ptisad. Nikdo po ném nikdy
nepotiebuje nic ke schlazeni. KdyZ jsem v$ak dneska obdrzel kraluv ptikaz, musel
jsem az do veéera PIT LED, tak mé pali v mém nitru,“*’ nazval Liang Cchi-échao
svou pracovnu Jin-ping-§ #{#K = Studovnou pijéka ledu, a sim sebe pak Jin-ping-§
¢u-zen YK ZE F A pan Studovny pijéka ledu. Obsahem spist je reforma &inského
systému vzdélavani, jmenovité rezignace na systém tfednickych zkousek a vznik
pedagogickych a div¢ich skol. Zdiraziiuje v nich také pravo na sebeuréeni nového
¢inského néaroda a urgentni potfebu vytvoreni policejniho aparatu a diplomatickych
sluzeb.®® Sou&sti tohoto souboru je i Cinské busido.

Cinské busidé

Ve feuddlnim Japonsku zmitaném obc¢anskymi vélkami se od 15. stoleti utvarel kon-
cept ,cesty bojovnika,“ kdd chovani prislusnika japonské vojenské slechty analogicky
evropskému konceptu rytifstvi, ktery vznikl institucionalizaci jiz dfive existujictho
moralniho apelu predevsim na stfidmost, bojovnost a poslusnost. Busidé se tak
etablovalo jako ,,nadstavba“ chovani samuraje, tzn. kazdy busi (bojovnik) je samu-
raj, ale ne kazdy samuraj je busi. Koncept busidé byl kodifikovan teprve nastupem
$6gunt z rodu Tokugawa na pocatku 17. stoleti, kdy zejména v pojmech odvaha,
Cest, lidskost, ucta, upfimnost a vérnost prolnul se sungskym neokonfucianismem.*

6 Keene 2002: 176-177.
7 2017.10.10 en.wikipedia.org/wiki/Social_Darwinism.
# Liang Cchi-¢chao 2006: I, 1-4.

4 Zhuangzi 2006: 97.
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ProtoZe tak busidé neni produktem vylu¢né japonskym, napsal Liang Cchi-¢chao
Cinské busidé. Na biografiich jedenasedmdesati historickych postav prevazné obdobi
Jara a podzimu a Vél¢icich stata si jeho autor v§ima pravé vyse uvedenych klicovych
pojmi busido. Jeho studie je rozdélena do tfiactyficeti kapitol, vétsina z nich pritom
pojednava o jediné historické postavé. Kazda z nich je nejprve vykreslena nejstar$imi
pamatkami &inské historiografie, napt. Komentd#i pana Cuo Cchiou-minga k Letopi-
stim, Hovory stdatil, Intrikami ValCicich statii a Zdpisky historika. Ndsledné navazuje
Liang Cchi-échaotv komentat, v ném? sin-§ 37 52 »novy historik“ demonstruje své
chépani postavy jako predstavitele ¢inského bugidé. Intelektudl a patriot Liang Cchi-
¢chao byl svédkem toho, jak je ¢insky néarod ohlupovan cizinci a jak proto spole¢né
se zemi upada i narodni duch. Pti hledani zpusobu, jak jej povzbudit, se Liang
Cchi-¢chao rozhodl akcentovat bojovnost coby tradi¢ni a trvalou soucast ¢inského
nérodniho charakteru. Vytvoril text, ktery koncipoval jako uéebnici, aby tak mohla
byt Sifena mezi studenty i jejich uditeli. Doufal, Ze kniha povznese bojového ducha
¢inského naroda, spiciho ducha ¢inské ,,cesty bojovnika®

V autorském tvodu Liang Cchi-¢chao pige: ,,Lidé ze Zapadu a Japonci fikavaji, Ze
déjiny Ciny jsou déjinami nebojovnymi, Ze ¢insky nérod je nebojovnym narodem.
Béda! Jsem témito slovy zostuzen, jsem témito slovy rozezlen a v zadném ptipadé je
nemohu pfijmout.“> Domnivé se naopak, Ze jiz od dob Zlutého cisafe prokazoval
¢insky narod ve valkach s barbary svou bojovnost a tak se teprve rozsifil na obrov-
ska Gzemi. Je$té v 5. stoleti n. L. si bezpocet vynikajicich osobnosti cenil bojovnosti:
»Bojovnost ¢inského ndroda byla jeho ptirozenosti na samotném pocatku, zatimco
nebojovnost ¢inského naroda je az jeho druhou pfirozenosti,“>* uméle vytvorenou
dobou, ptirodnimi podminkami a ptedevsim lidmi. Liang Cchi-échao se domniva,
7e v obdobi Vychodnich Cou byl ¢insky ndrod neohroZeny proto, Ze mu v cesté staly
zastupy silnych protivniki. Pokud by tehdy nemél silného narodniho ducha, neprezil
by. ,,Pivod tyranie tkvi v souZiti s jinymi narody, v kazdodennim konfliktu s nimi,
ve vzajemné agresi, v kazdém okamziku, kdy otfes z itoku vysttida touha po preziti.
Narodu tak nezbylo, neZ pfijmout militarismus a u¢init z akcentu na bojovnost svou
hlavni strategii. Ta dala pozdéji vzniknout sebeobrannym paktim i hegemoniim.“**
Proto zpocatku nejen vladcové ale i prosty lid prikladali bojovnosti veliky vyznam.

»Mocni ve snaze upevnit vlastni moc v§ak neméli zdjem na tom, aby se rytiti
rozhojnili, to proto se bojovy duch rozplynul jako dym ve vétru. Uznavané osobnosti
takovy postoj prosadily, nobilita jej podpotila, statni moc z néj profitovala a cela spo-
le¢nost jej prijala jako dogma. Je opravdovym zazrakem tisicileti, s jakym nadSenim
z néj vSechen prosty lid u¢inil nezbytnou souéast svého kazdodenniho Zivota.“*
Znik bojového ducha kra¢f podle Liang Cchi-¢chaoa ruku v ruce s postupnym
upeviiovanim autokratického centralizmu: ,,P¥ani se stalo otcem myslenky, kdyz
sjednocena samovlada splnila svij hlavni tikol oslabit celé Podnebesi tim, Ze posilila

52 Liang Cchi-échao 2006: 111, 21.
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jediného ¢lovéka. Presné to mame na mysli, kdyZ dnes fikdme: jeden netstupny
na deset tisic poddajnych.“*®

Liang Cchi-échao se domniva, e od dob Prvniho svrchovaného cisate vladco-
vé: ,oslabovali lid Podnebesi tim, Ze strhavali méstské hradby, vrazdili vyjimecné
osobnosti, v Podnebesi sbirali vojaky, aby je shromazdovali v Sien-jangu, tavili ostti,
aby z nich odlévali palicky na buben... Mrzaceni odvahy lidu zacalo tim, Ze se vzdé-
lanec neodvazoval napnout luk, aby se pomstil.“” Cchinové véak vladli pouze krétce,
a proto se za valek mezi Siang Jiim a Liou Pangem jesté podatilo bojového ducha
lidu ozivit. Na pocatku vlady dynastie Chan vSak doslo k opétovné centralizaci.
Nézorovou opozici rozlozily ,vrazdy vyjime¢nych osobnosti, jejichz odchod oslabil
Podnebesi. Cisafové shromazdovali odvazné vzdélance Podnebesi v hlavnim mésté,
jejich odhodlani se tak rozplyvalo jako ve velikém tavicim kotli a jejich bojovnost
tak byla marnotratné zlomena.“*® Statni aparat a jeho zdkony primély lid k tomu,
aby se ztekl bojového ducha. Busid6 podle Liang Cchi-échaoa vznika a zanikd se
staty hegemontl, je pevné provazano s dobovou situaci a neni proto pravdou, Ze by
Ciiané byli vzdy nebojovnym narodem.

Liang Cchi-&chao je sice svédkem tipadku Ciny, ale souéasné pevné véii ve zmé-
nu k leps§imu, kdyz pise: ,,V zapadni filozofii se fika, Ze co lidska ruka znicila, mtze
lidskd ruka znovu obnovit. Tak nebojovnost naeho néaroda je jen jeho druhou pfi-
rozenosti. Kdyby si podnes udrzel svou prvni pfirozenost, nebylo by sousedd, ktefi
jej obklopuji dnes. Tomu nas jasné uéi nase historie.“® Liang Cchi-¢chao doufa, ze
je s to obrodit narod priklady bojovnosti, které nachdzi v ¢inskych déjinach, nebot
jeho narod ma bojovného ducha v krvi a stadi proto jej pouze inspirovat. V zavé-
ru autorské predmluvy pak s velikym zaujetim vysvétluje, Ze busido je pramenem
obrozeni japonského naroda, obdivuje se jeho eleganci a hloubce jeho vyznamu.
To jsou také hlavni diivody, pro¢ ducha bojovnosti nazyva ¢inskym busidoé. ,,Béda!
Mi krajané povstaiite! Povstarite!! Povstanite!!!“” uzavira Liang Cchi-¢chao ivodni
pasaz svého textu.

Konfucius

V 1été desatého roku vlady vévody Tinga, vévoda jednal s knizetem z Cchi v Tia-ku.
Konfucius, ktery jednani pomahal organizovat, fekl: ,,Slysel jsem, Ze i v civilnich
zélezitostech je tfeba dbat na vojenskou ptipravu. V davnych dobach, kdyz lenni
knizata opoustéla svou vlast, doprovazeli je jejich ufednici. Proto vés prosim, aby
vas spole¢né s ministrem valky doprovazeli i vasi radci.“ Vévoda Ting fekl: ,,Dobre.*
Li Mi ekl knizeti z Cchi: ,,Konfucius zn4 sice obrady, nevi vak, co je to odvaha.
Poslete-li muze z Laj, aby kniZete z Lu se zbranémi v rukou prepadli, urcité tak

56 Tamté, s. 26.
57 Tamtéz.

58 Tamtéz, s. 27.
5 Tamtéz, s. 29.

%0 Tamté, s. 30.
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doséhnete svého.“ Knize z Cchi jej poslechl. Konfucius s vévodou ustoupil a fekl:
»Vojaci, kuptedu! Obofte se na né! Oba vladcové se zde sesli, aby v pratelském duchu
jednali a tito barbarsti trestanci je se zbranémi v rukou pfepadli. Ur¢ité ne z rozkazu
vlddce Cchi tak narusuji potadek, proto zaddm, aby byla povoldna zodpovédna oso-
ba.“ Ackoliv se dostavila, trestanci se nestahli. Teprve kdyz Konfucius s vévodovym
doprovodem obkli¢ili Jen-c’ a knizete Tinga, vladce Cchi Gtoéniky odvolal. Smlouva
jiz byla piipravena k podpisu, kdyz k jejimu textu lidé z Cchi ptipojili vétu: ,,Timto
ujednévame, Ze pokud armada Cchi opusti hranice statu, neposle za ni stat Lu tii
stovky tézkych vozi, aby ji pronasledoval.“ Konfucius odpovédél: ,,Ujednavame, Ze
tuto vasi potfebu neuspokojime, dokud ndm nevratite pole ve Wen-jangu.“ Knizeti
z Cchi proto nezbylo, nez vrétil statu Lu pole v Jiin, Wen-jangu, Chuan a Kuej-jinu.*!

Novy historik pravil: kdo byl kdy v Podnebesi odvaznéjsi nez nas Konfucius?
Tvafi v tvar utoku nepiatel, ve spéchu, v té chvili, kdy k nému doslo, byl s to vy-
hrocenou situaci v mziku uklidnit. Kdo by to kdy byl bez veliké kuraze dokazal?
Slova, jimiz doplnil smlouvu, upevnila moc statu Lu, protoZe byl netstupny. Copak
to neni postoj, jakym pozdéji Lin Siang-Zu, premiér statu Cao, Gspéné vzdoroval
Cchintim? V ,,Prvni expozici® Letopisti pana Lii Pu-weje se pravi: ,,Konfucius se ne-
musel domdhat sly$eni silou, vZdyt uz jeho nad$eni zvedalo zavory ve vratech statd.”
Kdnon synovské oddanosti®* zaznamenéava Konfuciova slova: ,,Kdo v bitevni viavé
nema odvahu, neni oddany svym rodi¢im.“ V ,,Podzimnich vodach“ Mistr Cuang
pripisuje Konfuciovi vyrok: ,Nebat se nesnazi - to je odvaha mudrct.“®® Mencius
cituje Konfucia, kdy? tika: ,,Odhodlany ufednik nikdy nezapomind, Ze miazZe skoncit
v ptikopé ¢i ve strouze; state¢ny Grednik nikdy nezapomind, Ze muze ptijit hlavu.”
Sebrané vyroky i Uleni o Stredu opakované zminuji tfi ctnosti, tj. moudrost, huma-
nitu a odvahu. V$echny tyto ptiklady dokazuji, Ze Konfucius skute¢né podporoval
bojového ducha.*

A déle novy historik fekl: v ¢asti ,U¢eni na vysluni slavy“ Mistra Chan Feje se
pravi, Ze kdyZ Konfucius zemfel, konfuciani se rozdélili do osmi $kol. Podle konfu-
cianismu pana Cchi-tiao ,nemd &lovék v nebezpedi uhybat tvafi ani o¢ima, chova-li
se ktivé, ustoupi z cesty i sluhovi, jedna-li rovné, rozzlobi se i na lenniho knizete.“®®
Tato pasaZ je diikazem, Ze pan Cchi-tiao byl ,,otcem® potulnych rytitt. Mezi konfu-
ciany tak dozajista existovala nazorova kola zdtiraziujici odvahu a panu Cchi-tiao
ji pouze uvedl do obecného povédomi. Kdyz Mencius hovoii o Pej-kung Jouové
a Meng-Sové odvaze, ¢ini tak tymiz slovy a obdobné hovoii i o Konfuciovych zacich
mistru Cengovi a C’-sia, kdyz dodava: ,,byt bych mél jit proti tisicim a desitkdm
tisictL.“ Vzpomerime jen, jak Konfucius sttilel z luku v zahrad4ch Tiie-siang a zahnal
porazené generaly a velmoze zaniklych stattl, kdyZz pozvedl pohdr k ptipitku. Z toho

¢ Liang Cchi-¢chao 2006: V; 1.

62 Citét nepochézi z Kdnonu synovské oddanosti, je nicméné obsazen mj. v Knize obfadi
a Letopisech pana Lii Pu-weje.

63 Zhuangzi 2006: 229.
¢ Liang Cchi-¢chao 2006: V, 2-3.
5 Han Fei 2013: 316.
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je zjevné, ze Konfucius mél bojového ducha, ktery v té dobé velmi vzkvétal. Kdyz
totiz Tchien Cchang usurpoval moc, Konfucitiv zdk Caj Jii se u dvora statu Cchi
obétoval, a kdyz Kchuaj Kchuej neuposlechl rozkazu, C-lu poloZil za stat Wej zivot.
To vse je véeobecné znamo. Ve Vykladu znakii je slovo ,,konfucidnec® sice vysvétleno
slovem ,,mékky*, copak ale poddajnosti nebyl pravé historicky Konfucius dalek?
Své Cinské busidé poradam chronologicky, a kdyZ na prvni misto stavim Konfucia,
ukazuji tim soucasné, jakym smérem by se celd zemé méla ubirat.®

Lin Siang-zZu

Krél Zapadniho kralovstvi pfijal Siang-Zua na terase zdobené reliéfem. KdyZ mu
Siang-zu predal nefritovy disk, mél kral velikou radost. Hned jej podal konkubinam
a radctm, aby si jej prohlédli, nacez mu vSichni provolavali slavu. Kdyz Siang-Zu
vidél, ze se kral nema k tomu, aby dal Stfedozemi slibena mésta, postoupil kupiedu
a fekl: ,Ten disk ma Zilkovani, na které bych Vase Veli¢enstvo rad upozornil.“ Kral
mu tedy disk vratil. Siang-Zu jej vzal, ustoupil zpét a narovnal se. Pak pristoupil
ke sloupu a v obli¢eji cely brunatny zlosti fekl: ,Vase Veli¢enstvo chtélo ziskat tento
disk, to proto poslalo posla s dopisem krali Sttedozemé. Ten svolal v§echny ministry,
aby se o tom poradili. ,Zapadni kralovstvi la¢ni po nasem bohatstvi. Ma velikou
moc, a proto chce, abychom disk vyménili za prazdna slova. Zddnd mésta ndm ur-
¢ité neda; fikali v8ichni. Rozmlouvali o tom a nechtéli vam disk vydat. Domnivam
se, ze ani obyc¢ejni lidé by se neméli navzajem klamat, coz teprve velké staty! Navic
neni vhodné si kvtli néjakému disku znepratelit silné Zapadni kralovstvi. Proto se
na$ kral nakonec nejprve pét dni postil, a kdyz mi ho v audien¢ni sini s dopisem
pro vés predaval, klanél se pfed nim. Ptate se pro¢? Chtél tak bezpochyby vyjadrit
uctu a vzdat Cest vasi zemi. Kdyz jsem ale pfijel do Zapadniho kralovstvi, pfijal jste
mé bez poct v obycejné mistnosti, ¢imz jste ukdzal, jak jste py$ny. Disk, ktery jste si
ode mne vzal, jste pak dal konkubindm, abyste se mi vysmival. Vidim také, Ze ndm
vskutku nehodlate Zddnd mésta dat, proto si beru disk zpét. Pokud mi ho budete chtit
vzit nasilim, rozbiji si hlavu o tento sloup a s ni rozbiji i tento disk!“ Siang-zu drzel
disk, ukosem hledé¢l na sloup a byl ptipraven si o néj rozbit hlavu. Kral se obaval,
ze by mohl disk skute¢né rozbit. Proto zacal Siang-Zua chlédcholit, znova a znova jej
prosil o odpusténi. Zavolal i dvorniho kartografa, aby Siang-Zuovi na mapé ukazal,
kterd mésta hodla Stfedozemi podstoupit. Siang-zu predpokladal, ze krél vse jen
predstird, ve skute¢nosti Ze ale Stfedozem nic nedostane, a proto fekl: ,Nefritovy
disk pana Che je klenot, ktery cti celé Podnebesi. Na§ krél vam jej vydal ze strachu.
Nez vam jej poslal, nejprve se pét dni postil. Proto se i vy nejdtive pét dni postéte.
Az mé do vasi audien¢ni siné jeden po druhém uvede devét majordomdl, teprve
pak vam disk pfedam.“ Kral byl na pochybach, protoze ale Siang-zuovi nemohl vzit
disk nésilim, souhlasil, Ze se pét dni posti a ubytoval jej v rezidenci Velikého zdaru.
Siang-7u se v$ak presto obaval, Ze i kdyz se kral posti, svij slib nakonec porusi a més-
ta Stfedozemi nevyda. Proto tajné poslal jednoho muze ze svého doprovodu, aby
skryl disk v zanadfi prostého odévu a tajné vedlej$imi cestami uprchl do Stfedozemé.

% Liang Cchi-¢chao 2016: V, 3.
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Kdyz se kral Zapadniho kralovstvi pét dni postil, uvedlo devét majordomt vy-
slance Sttedozemé Lin Siang-Zua do audien¢ni siné. Siang-zu krali fekl: ,,Zapadnimu
kralovstvi vladlo od dob vévody Mu jiz vice neZ dvacet vladct a zadny z nich nikdy
nedodrzel dané slovo. ProtoZe jsem se upfimné obaval toho, Ze i vy budete klamat
Stfedozem, poslal jsem jednoho muze s diskem zpét, aby se vedlej$imi cestami vratil
do Sttedozemé. Zapadni kralovstvi je pfece mocné a Stfedozem slaba, proto staci,
kdyz k ndm poslete nejposlednéjsiho z poslt a my vam disk okamzité posleme zpét.
At se ale Zapadni kralovstvi nejprve rozvzpomene na svou moc, vyfizne ze svého
nitra onéch patndct slibovanych mést a da je Stredozemi. Copak si pak Stfedozem
bude moci nefritovy disk ponechat a provinit se tak proti Vagemu Velicenstvu? Vim,
Ze za to, Ze jsem vas obelhal, musim byt popraven a Zadam proto, abych byl varen
v kotli. Doufam, Ze Vase Velicenstvo tuto zalezitost se svymi dvofany podrobné
projednd. Krél i dvofané se na sebe s prekvapenim podivali. Néktefi z ministra uz
chtéli Siang-zua odvléci pry¢, kdyz tu kral fekl: ,,Pokud ted Siang-Zua zabiji, disk
nakonec stejné nedostanu a navic tak vazné poskodim dobré vztahy mezi Zapadnim
kralovstvim a Stfedozemi. Podstatné lepsi bude Siang-zua bohaté obdarovat a dovolit
mu, aby se vratil do Stfedozemé. Copak by mé kvtili néjakému disku kral Sttedoze-
mé podvedI?“ Ukon¢il proto audienci a po vykonani pfislusnych obfadt Siang-zua
propustil. Kdyz se vratil domu, kral Stftedozemé jej ctil jako mudrce a udélil mu titul
vyssiho velmoze, nebot jej béhem své mise pied lennimi kniZzaty nezostudil. Zapadni
kralovstvi sice nakonec slibovand mésta Stfedozemi nedalo, ale Stiedozem si také
ponechala svij nefritovy disk.*”

Novy historik pravil: Kdo chces poznat tviirce my$lenky statni moci, pohlédni
prosim na Lin Siang-7ua. Kdo chce§ poznat vztah myslenky statni moci a stétu, po-
hlédni prosim na Stfedozem Lin Siang-Zzuovu. I kdyZ navysost souhlasim se slovy,
kterymi o Lin Siang-zuovi psal S-ma Cchien, je téch slov jaksi prespfilis. Jak jsem
se v8ak jimi dychtivé pro¢ital, do srdce se mi vrylo, Ze Lin Siang-Zu upfednostiioval
zéjmy statu pred osobnimi. Hle! V tom tkvélo jeho hrdinstvi, v tom tkvéla jeho
moudrost. V dobach, kdy staty zanikaji, v dobach bez talentt, kdy vsichni mysli
nejprve na sebe a teprve pak na zajmy statu, on zlamal na cestach nejeden vz, kdyz
héjil z4jmy Sttedozemé. Jaky to Zal!®®

Mocius

Kung-$u Pan sestrojil obléhaci stroj ,,obla¢ny Zebtik", s jehoz pomoci chtél zautocit
na stat Sung. KdyZ se o tom Mocius doslechl, vyrazil do hlavniho mésta statu Cchu
- Jing, aby se s Kung-$u Panem setkal. Mocitiv opasek predstavoval linii sungského
opevnéni, dfivka zas ¢chuské obléhaci stroje. Kung-$u Pan devétkrat naplanoval utok
na hradby, pricemz ménil polohu svych obléhacich stroju, ale Mocius ho devétkrat
odrazil. VSechny Kung-$u Panovy jednotky jiz byly zniceny, ale Mocius drZel obranu
stale pevné v rukou. Kung-$u Pan se vzdal: ,Vim, jak vés porazit, ale nefeknu to.*

§7  Citovéno z Uher, David: ,,$-ma Cchien: Jak se disk navrtil neporuseny do Stfedozemé&*
(OLIVOVA 2004: 15-18).
6 Liang Cchi-¢chao, 2006: V, 96.

-73 -



Délny vychod / Far East

Mocius fekl: ,Vim, jak mé chcete porazit, ale také to nefeknu.“ Kdyz kral statu Cchu
pozadal o vysvétleni, Mocius fekl: ,,Kung-$u Pan mé chce prosté zabit. Az mé zabije,
stat Sung se nebude moci brénit a on zauto¢i. Ale mij zak Cchin Chua-li uz ted
stoji se tfemi stovkami muza na sungskych hradbach. Znd mou strategii a o¢ekava
¢chuské lupice. I kdyz mé ted Kung-$u Pan zabije, nepodafi se mu sungsky odpor
zlomit.“ Krél ze Cchu tekl: »Vyborné! 74dam vas, Kung-$u Pane, abyste na Sung
nettocil. “®

Novy historik pravil: Mocius byl Mudfec, vzdyt vliv jeho uceni byl veliky. Za-
chranoval svét v nestésti a dychtil pomahat tém, ktefi se ocitli v nesnazich. Mencius
o Mociovi fikal, Ze by si boty ochodil, jen aby z toho Podnebesi mélo mit néjaky
uzitek. Tak a ne jinak tomu opravdu bylo, mohismus pfece zdtraznoval nedtoceni
a bojového ducha. Ve staté Lu zil ¢lovék, jehoz syn studoval u Mocia. Kdyz pak
studia ukondil, padl v boji, na coz si jeho otec Mociovi stéZoval. Ten ho pfirovnal
k obchodniku s obilim, ktery je nespokojeny, protoze se mu prodej dati. Vidime,
ze Mocius povazoval smrt v boji za Cest a spatfoval v ni smysl studia. Kazdy z jeho
vice nez sta zaku byl s to kracet pres spalenisté, pres krvavé feky, protoze je do nich
jejich ucitel posilal. Proto lidé, kteti se hotovi k vojenskému povolani, musi studovat
mohismus, aby tak jako Mociovi u¢ednici Meng Seng a Sii Zuo byli uvazlivi ve svych
slibech, ctili své povinnosti a nebdli se padnout. Hle, nasledovnici Mudrece, nasle-
dovnici Mudrece!”

Wejsky princ Wu-ti, pan ze Sin-lingu

Ve staté Wej zil v dstrani vzdélanec Chou Jing. Bylo mu sedmdesat let. Jeho rodina
byla chud4 a on se proto zivil jako strazce taliangské brany I. Princ se o ném doslechl,
$el jej pozdravit a hodlal jej bohaté obdarovat. Chou Jing vSak nechtél princovy dary
pfijmout: ,,JiZ mnoho desitek let dbam o svou beztthonnost a spravné chovani. Pfece
neptijmu vase dary jenom proto, Ze jsem chudy!“ Princ tedy usporddal hostinu,
na niz pozval mnoho hosti. Kdyz se usadili, ptipravil princ viiz i zaprah, posadil
se vpravo a osobné jel pro pana Chou k brané I. Ten si upravil stary roztrhany $at
i ¢apku, nastoupil do princova vozu a bezostys$né si sedl na lepsi misto: chtél tak
prince zkouset. S otéZemi v rukou se k nému princ presto choval je§té uctivéji.
Pan Chou fekl: ,,Mdam ptitele na jatkach. Preji si, abychom otoc¢ili viiz a navstivili
jej.“ Princ tedy obratil viz k trzisti. Pan Chou z vozu sestoupil a setkal se se svym
piitelem Cu Chajem: schvalné s nim dlouze postaval a rozpravél, pti¢emz prince
nendpadné pozoroval. Princ se vSak choval jesté srde¢néji nez dtive. Tou dobou
jiz wejsti generdlové, premiér, prislu$nici kralovského rodu a dalsi hosté zaplavili
hodovni sin a ¢ekali na princtv ptipitek. Lidé na trzisti zatim okukovali prince, jak
svira opraté ve svych rukou. Cely princtiv doprovod ve skrytu duse huboval pana
Chou. Kdyz vidél, Ze prince jeho chovani nevyvedlo z miry, rozlouc¢il se se svym pti-
telem a nastoupil znovu do vozu. Poté co dorazili do rezidence, princ uvedl pana

Tamté, ss. 71-72.

70 Tamtéz, s. 75.
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Chou na nejlepsi misto, usadil jej a nasledné predstavil svym hosttim: v§ichni hosté
se tomu podivili. KdyZ byla hostina v nejlep$im, princ se postavil pfed pana Chou
a pral mu dlouha léta. Ten princi odpovédél: ,,Jiz vas dnes nebudu déle trapit! Jsem
pouze strazcem zavory brany I, ale vy jste mé presto sam privezl a osobné mé uvedl
mezi své hosty. A¢koliv jsem po vas nemél chtit, abyste mé vozil na trzisté, presto jste
mi vyhovél. Chtél jsem tim pozvednout vase jméno, proto jsem vas schvalné nechal
s vozem na trzi§ti dlouho ¢ekat, navstivil jsem pfitele, a tak vas zkousel. Vy jste se
vsak ke mné i presto choval jesté uctivéji. Lidé na trzisti si do jednoho mysleli, Ze
jsem nizky ¢lovék a vy Ze jste naopak ¢lovék ctnostny, ktery si vazi prostych lidi.“
Kdy?z se po hostiné stal nejvy$$im princovym druZinikem, pan Chou princi fekl:
»Reznik Cu Chaj, kterého jsme navétivili, je schopny dlovék. Zije v tistrani na jatkéch,
protoze mu nikdo nerozumi. Princ Cu Chaje opakované vyhledal, aby jej pozdravil.
Ten mu vsak zamérné na jeho pozdrav neodpovidal. Princ se tomu podivil.

Ve dvacatém roce vlady kréle An-si z Wej, ¢chinsky kral Cao u Chang-pchingu
porazil armadu statu Cao: jeho vojska pak postupovala dél a obkli¢ila hlavni mésto
Chan-tan. Princova sestra, manZelka bratra krale Chuej-wena z Cao pana z Pching-
-jlianu, poslala nékolikrat wejskému kréli a princi dopis, ve kterém je Zadala o po-
moc. Wejsky krél proto vyslal generala Tin Piho, aby v ¢ele stotisicové armady
zachrénil Cao. Cchinsky vlidce viak k wejskému krali vyslal posla se vzkazem: za-
ttocili jsme na Cao a v kratkém &ase je srazime na kolena. Které z lennich knizat
se mu opovazi pomoci, proti tomu my, aZ obsadime Cao, pozvedneme okamzité
sv4 vojska a zatito¢ime na néj. Wejsky kral se zalekl: i poslal muze, aby Tin Piho
zadrzel. Ten zastavil postup armady a utabotil se v Jie. Predstiral, Ze jde statu Cao
na pomoc, ve skute¢nosti vSak otalel a pouze pozoroval situaci. Poslové prijizdéli
do hlavniho mésta statu Wej. Pan z Pching-jiianu jejich prostfednictvim wejské-
mu princi vy¢ital: ,,SbliZil jsem se s vami siiatkem pro vase $lechetné ¢iny a proto,
7e dokézete poméhat jinym v nouzi. Chan-tan bude muset vbrzku pted Cchiny
kapitulovat, ale zdchrana z Wej stale neptichazi. Kam se podéla vase schopnost po-
mahat jinym v nouzi? Kdyz ptehlizite mé a nutite mne pokofit se pred Cchiny, coz
alespon vlastni sestry vam neni lito?“ Princ byl jeho poselstvim znepokojen, proto
opakované zadal wejského kréle o pomoc a spolu se svymi druziniky a poradci jej
premlouvali k ¢inu desetitisici zptisoby. Wejsky kral se viak tak bal Cchind, Ze prince
viibec neposlouchal. V obavach, Ze se mu nikdy nepodati ziskat kralovu podporu, se
princ rozhodl, Ze nebude necinné ptihlizet padu statu Cao: pozadal své druziniky,
aby pfipravili sto vozt, s nimiz se chtél vrhnout na ¢chinskou armadu a zahynout
spole¢né se statem Cao.

Kdyz princ projizdél branou I, potkal pana Chou. Vypovédél mu, pro¢ chee v boji
s ¢chinskou arméadou zemtit. KdyZ byl na odchodu, pan Chou povida: ,Ciiite se
princi, va$ stary sluha vés neni s to nasledovat. Princ pak urazil nékolik mil. Byl
smutny: ,\V Risi snad neni nikdo, kdo by neslysel o tom, jak ohleduplné jsem se vzdy
k panu Chou choval. Ten mé ale ted, kdyZ jdu na smrt, ani sliivkem nevyprovodi. Ze
bych se snad byl byval dopustil né&jaké chyby?“ Otocil viiz, aby se ho na to zeptal. Pan
Chou se usmal: ,Védél jsem, Ze se vratite. V Risi je o vas znamo, ze mate rad prosté
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lidi. V nouzi vas nenapadne nic lepsiho nez se sim vrhnout na ¢chinskou armadu.
Vzdyt to je, jako byste hazel maso hladovému tygrovi. Jaky z toho vzejde uzitek?
A pro¢ s sebou chcete strhnout i vSechny své druziniky? A kromé toho: chovite se
ke mné tak velkoryse, kdyz vsak odjizdite a ja vas ani sliivkem nevyprovodim, ¢inim
tak bezpochyby proto, Ze vim, Ze mne za to budete nendvidét a jesté se vratite.“ Princ
se panu Chou dvakrat poklonil a Zadal jej o radu. Ten poslal pry¢ doprovod a mezi
¢tyFma oc¢ima princi fekl: ,,Slysel jsem, Ze Tin Piho vrubovka je stéle v kralové loz-
nici. Kral prece miluje Zu Ti: ta m4 volny ptistup do loZnice, a miZe ji proto vzit.
Slysel jsem také, Ze jejiho otce kdosi zavrazdil a ze Zu Ti po tii roky nelitovala penéz,
jen aby jej pomstila. Vichni v¢etné krale ji chtéli vyhovét, ale nikdo z nich nebyl s to
ji opravdu pomoci. Teprve kdyz vas Zu Ti v slzdch zaptisahala, va$ druzinik usekl
vrahu jejiho otce hlavu, kterou jste ji pak s tictou vénoval. V tu chvili byla Zu Ti od-
hodléna za vas bez reptani polozit svij Zivot, ale nenaskytla se pravé zadna vhodnd
prilezitost. Jestlize se ted o tom Zu Ti zminite, uréité vam vyhovi. Tak ziskate tygii
vrubovku a prevezmete veleni nad Tin Piho armadou. TaZenim na sever zachranite
Cao a tiderem na zdpad odrazite Cchiny. To je plan hodny péti hegemont.“ Princ
uposlechl rady pana Chou a pozadal Zu Ti o pomoc. Ta skute¢né vzala Tin Piho
vrubovku a dala ji princi.

Pied odjezdem pan Chou princi fekl: ,,Kdyz je general na tazeni, miiZe pro dobro
zemé neuposlechnout rozkazu svého pana. Bylo by velmi nebezpe¢né, kdyby vam
Tin Pi, prestoZe spojite vrubovku, nepiedal veleni armady a chtél vie ovétit dotazem
u wejského kréle. Proto s vami pojede muj piitel feznik Cu Chaj. Je to sildk. Nejlepsi
by bylo, kdyby vés Tin Pi poslechl. Kdy? vas ale neposlechne, piikazete Cu Chajovi,
aby jej zabil.“ Po téchto slovech princ zaplakal. ,,Pro¢ placete?” zeptal se pan Chou,
Ltolik se bojite smrti?“ Princ fekl: ,Nebojim se smrti. Tin Pi je state¢ny a zkugeny
general. Placu, protoZze se obavam, Ze mé neposlechne a Ze jej proto budu muset
zabit.“ Pak princ pozadal o pomoc Cu Chaje. Ten se usmal: ,,Jsem jen feznik, ktery
na trzisti pracuje s noZzem. Vy jste mé ale presto opakované zdravil. Neodpovidal
jsem vam na vas$ pozdrav, protoZe jsem jej povazoval za pouhou zdvoftilost, ktera
nema vétsiho vyznamu. Vase nesndze jsou pro mne prilezitosti, abych za vas nasadil
sviij zivot.“ Tak se Cu Chaj ptidal k princi. Kdyz se princ ptisel rozloudit, pan Chou
fekl: ,,Jel bych s vami, ale jsem jiz ptili§ stary. Prosim vas proto, abyste mi dovolil
pocitat dny, kdy budete na cesté. Vyprovodim vés tak, ze a7 dorazite k Tin Piho
armade, si tvari k severu profiznu hrdlo.“ Pak princ odjel.

Kdyz princ dorazil do Jie a odevzdal generalovi fale$ny rozkaz wejského krale,
Tin Pi spojil obé &asti vrubovky. Bylo mu to vsak podezielé, zvedl hlavu a pohlédl
na prince: ,,Velim stotisicové armadé, s niz tabofim na hranici. Panovnik mi tim své-
til déilezité poslani. Nevétim, Ze mé méte vysttidat,“ a nechtél prince poslechnout. Cu
Chaj proto vytéhl z rukévii dvé dvaceti librové kladiva a Tin Piho jimi utloukl. Princ
se pak ujal veleni armady. Aby stmelil vojska, vydal rozkaz: ,Jestlize je v armadé
zaroven otec a syn, otec se vrati domu. Jestlize jsou v armadé spole¢né sourozenci,
nejstarsi z nich se vrati domu. Jedinaéci bez sourozenct se vrati domd, aby pecovali
o své rodice.“ Takto vybral osmdesat tisic muz a vytdhl s nimi proti ¢chinské ar-
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madé. Ta zrusila oblezeni a ustoupila. Tak princ zachranil Chan-tan a zachoval Cao.
Caosky kral s panem z Pching-jilanu vysli princi osobné na chantanska pfedmésti
vsttic. Pan z Pching-jiianu pak v ele priivodu s toulcem na zadech ukazoval princi
cestu. Caosky kral se princi dvakrat poklonil: ,Od ddvnych dob nebyl mezi Mudrci
takovy, ktery by se vdm svou moudrosti vyrovnal.“ Pan z Pching-jiianu se princi
neodvazil pohlédnout zpfima do o¢i. KdyzZ se princ rozlouc¢il a dorazil k armadé
v Jie, pan Chou si skute¢né tvari k severu protizl hrdlo.”

Novy historik pravil: na prstech jedné ruky bych dokazal spocitat ty, kdo ve sta-
rych i novych, ¢inskych i svétovych déjinach v boji na Zivot a na smrt zachrénili
s pouhymi deseti tisici vozy stat tésné pred jeho zanikem. Pokud vim, neni mezi
zépadnimi historiky jediny, ktery by si necenil pozoruhodné Francouzky - panny
Johanky. Ani ona se ale nevyrovnd panu Chou, tak je vyjime¢ny! A ani bez ¢estnych
rytita by toho princ ze Sin-lingu mnoho nedokazal, ackoliv byl bezpochyby sam
dokonalym bojovnikem. M¢l rad své druziniky i vSe, co se jich tykalo. Vzdal se
postaveni velkého feudala a vstoupil do tygtiho brlohu, aby tak pomohl pratelim
v nesnazich. Ach, jak toho jen dosédhl? Kdybychom zde jednotlivé hovorili o viech,
ktei{ provazeli pany z Pching-jiianu, Meng-¢changu a Cchun-$enu, ani tak bychom
prince nepochopili.”

Ting Kche

Kral Cchinti pozadal Ting Kchea, aby ptinesl mapu... Ting Kche ptevzal mapu
a predal ji krdli, ktery ji rozestfel. KdyZ byla mapa zcela rozvinuta, objevila se dyka
a pravé v té chvili uchopil Ting Kche krale Cchinti levou rukou za rukav, zatimco
pravou se zmocnil dyky a bodl po ném. Télo krale v§ak nezasahl a ten se ulekl, ustou-
pil dozadu, vyskocil a utrhl tak rukav. Snazil se vytdhnout me¢, ten vsak byl prilis
dlouhy a zachycoval se v pochvé. V téchto okamzicich byl kral naprosto vydésen
a nemohl ani hned vytahnout svij svisle visici me¢. Ting Kche pronasledoval krale,
ktery utekl za sloup. VSichni ministfi byli velmi ptekvapeni, bez rozmyslu rychle
povstavali a naprosto ztraceli rozvahu.

Podle ¢chinskych zakont nesmél Zadny z dvoranti Gcastnicich se zasedani v horni
hale mit s sebou néjakou zbran. V dolni hale byli sefazeni vSichni palacovi komoti,
velici vojaktim, ale ti nesméli vystoupit nahoru, pokud nebyli povolani krdlovym
rozkazem. Pravé v tomto naléhavém okamziku nebylo jiz dosti ¢asu na privolani
vojékd, a Ting Kche tedy mohl prondsledovat échinského krale. Kral podlehl na-
prosté panice a strachu a branil se proti Ting Kcheovi pouhyma sepjatyma rukama,
protoze nemél nic, ¢im by zadtocil.

V tu chvili zasdhl dvorni lékat Sia Wu-tii a udeftil Ting Kchea bragnou s léky,
které hodlal ptivodné predlozit krali. Ten podlehl zcela panice a strachu, pobihal
porad okolo sloupu a naprosto nevédél, co délat. V§ichni pfitomni na néj volali,
aby si posunul me¢ dozadu. To se mu pak kone¢né zdatilo, takze vytasil mec¢, udetil

71 Citovano podle Uher, David: ,, Zivotopis weiského prince“ (OLIVOVA 2006: 60-62).
72 Liang Cchi-&chao 2006: V, 102.

-77 -



Délny vychod / Far East

na Ting Kchea a usekl mu levé stehno. Tim byla omezena jeho pohyblivost. Ting
Kche proto zvedl svou dyku a mrstil ji po ¢chinském krali, misto néhoz vsak zasahl
jen bronzovy sloup. Znovu pak kral Cchin zattoéil na Ting Kchea, az mu postupné
zasadil osm ran.

Vtom jiz sdm Ting Kche pochopil, Ze jeho zdmér ztroskotal. Stal opten o sloup;
sesunul se vsedé na zem a zlofecil: ,,Chtél jsem se jej zmocnit Zivého, a proto se mné
celd véc nezdarila. Musi v$ak byt nalezen nékdo jiny, kdo by splnil tento mtij zavazek
a vykonal pomstu za korunniho prince.“ V tom okamziku jiz ostatni dvorané vybéhli
vpred a zabili Ting Kchea.”

Novy historik pravil: atentat je posledni zpusob, jak se vyporadat se zradci lidu.
Rusti nihilisté také odmitali pouzivat zbrané, ale nakonec jim nezbylo neZ hledat
vychodisko ze vzniklé situace ve vybu$ninach a dykach. Lidé na sklonku Vél¢icich
stattl byli presvédceni o tom, Ze jim nic jiného neZ spachat atentét ani nezbyva. Prvni
zemfel Tchien Kuang a Fan Jii-¢chi nasledovan Ting Kcheem a nakonec padl i Kao
Tien-li. Ach, jak byli vichni ¢estni! 1 kdyZ byli bezpochyby détmi své doby, zrodil
je i tehdejsi utlak. Ting Kchetv ptiklad v ptistich tiiceti letech nasledovali Cang
Liang a Kuan Kao, ale kdyz se i po nich slehla zem, vyplnila desitky staleti jiZ jen
gernocernd temnota. Pro¢ se kalena ocel proménila v poddajnou? Ci je to vina, Ze

vvvvvv

Nie Ceng
Kdyz byl Chan Kchuej premiérem statu Chan, chansky vladce ctil Jen Sueje, a proto
si Chan Kchuej a Jen Suej navzajem ubliZovali. Jednou Jen Suej oteviené poukazoval
na Chan Kchuejovy nedostatky a Chan Kchuej se za to na néj u dvora rozk#ikl. Jen
Suej se proto proti nému rozbéhl s mec¢em v ruce, ale kdosi Chan Kchueje zachranil.
Protoze se Jen Suej obéval, Zze ho Chan Kchuej necha zavrazdit, utekl ze statu Chan,
cestoval a hledal, kdo by se za néj Chan Kchuejovi pomstil.

Tak dorazil do statu Cchi, kde mu kdosi fekl: ,,Nie Ceng z vesnice Hlubokd studna
v C mé kuraz. Skryva se mezi fezniky, aby se tak vyhnul krevni msté. Jen Suej se
proto s Nie Cengem tajné setkal a projevil mu svou laskavost. Nie Ceng se ho zeptal:
,»Co pro vas mohu udélat?“ Jen Suej fekl: ,,Poslouzil jsem vam jen kratce a pomalu,
jak bych se opovazil po vas néco zadat?“ Jen Suej pak nalil vino a nabidl pohér Nie
Cengové matce. Pfinesl také Ctyti sta osmdesat lottt mosazi a blahopt4l ji k pozeh-
nanému véku. Nie Ceng byl jeho chovanim o to vice zaskocen a Jen Suejovy dary
nebyl ochoten piijmout. Ten v$ak na tom trval, coz Nie Ceng odmital slovy: ,,Staram
se o starou matku, sam bez prostiedki jsem v§ude hostem, tuldkem bez domova.
Prestoze se Zivim pordzenim pstl, dostavam od vas pro svou matku od rana do vecera
darem sladkosti a laskominy. I kdyz je jidlo pro ni jiz ptipraveno, rozum mi radi
vase dary nepfijimat.“ Kdy? Jen Suej s Nie Cengem osaméli, ¥ekl: ,,Cestuji po stitech
lennich kniZat, abych se pomstil. V Cchi jsem se doslechl, jak velmi dbate na to, co

73 Citovano z ,,Atentat na Prvniho svrchovaného cisafe (POKORA 1967: 163-164).
74 Liang Cchi-¢chao 2006: V, 136.
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se patfi. To proto jsem vasi pani matce dal ten kov jako mimofadny dar. Opravdu
za to od vés nic nechci.“ Nie Ceng fekl: ,Nemam prazidné ambice a poniZuji se,
kdyzZ bydlim na trZisti jen proto, abych se postaral o svou starou matku. Dokud je
ona nazivu, nemohu se vam k ni¢emu zavazat.“ Jen Suej nutil Nie Cengovi dary, ten
je ale v zddném piipadé nebyl ochoten prijmout. Nakonec mu tedy nezbylo, nez se
se svym hostitelem rozloucit a odejit.

Za dlouhy ¢as Nie Cengova matka zemfela. Poté co odlozil smuteéni $at, pravil:
»Bédal Jsem jen prosty trhovec, ktery noZzem porazi zvitata. Jen Suej, jenZ je mini-
strem lennich kniZat, nelituje cesty dlouhé tisice mil, poniZi se, na voze mé ptijede
navstivit a ja se mu odménim jen pramalo. Ac¢koliv madm jen nepatrné zasluhy, da Jen
Suej matce darem velké mnozstvi kovu a blahopteje ji k pozehnanému véku. Pochopi
nadto, pro¢ jeho dar nemohu pfijmout. Jak mohu bez hlesu nec¢inné prihliZet, kdyz
zasdhne cizi zloba? Prve jsem jej odmitl, protoZe jsem se musel postarat o starou mat-
ku. Ted, kdyz ale Nebesa pretala nit jejiho Zivota, budu slouzit tomu, kdo mi rozumi.*

I odesel na zapad do Pchu-jangu, aby se zde setkal s Jen Suejem: ,,Dfive jsem vam
nemohl vyhovét, protoze ma matka byla je$té nazivu. Komu se mam nyni, kdyz je
jiz nanes$tésti po smrti, za vas pomstit?“ Jen Suej mu vie vypovédél: ,,Chci se pomstit
Chan Kchuejovi. Ten je mimo jiné strycem vladce statu Chan, je ¢lenem pocetného
klanu a jeho ostraha je natolik bdéld, ze kdyzZ jsem za nim poslal kohokoliv, nikdy
neuspél. Ted se v§ak tohoto tikolu chcete zhostit vy, proto mi dovolte vas zaopatfit
vozy a vale¢niky, kteii by vam pomohli.“ Nie Ceng fekl: ,,Stat Chan je nedaleko. Kdyz
odtud chcete zabit chanského premiéra, ktery je navic piibuznym vladce, nemutizete
proti nému vyslat mnoho lidi. Kde je mnoho lidi, snaze dojde k chybé. Kdyz dojde
k chybé, budete prozrazen. Kdyz budete prozrazen, povstane proti vam jako proti
svému nepfiteli cely stat Chan a to by pro vas bylo nebezpeéné.“ Odmitl vozy i do-
provod, rozloucil se a sdm s me¢em v ruce ode$el do Chan.

Tam pravé probihala jedndni v Tung-mengu, jimZ byl osobné pfitomen chansky
kral i premiér s pocetnym ozbrojenym doprovodem. Nie Ceng vpadl piimo mezi
né, vystoupal po schodech a bodl Chan Kchueje. Chan Kchuej se skryl za knizete
Aje, ale Nie Ceng ho presto probodl a zranil tak i kniZete. V nésledném zmatku Nie
Ceng s fevem pobil desitky lidi. Zohyzdil si tvat k nepoznani, vyloupl si oéi, otevtel
si bricho tak, Ze mu z néj vypadla stfeva a skonal. Vladce statu Chan dal vystavit jeho
mrtvolu na trzi$ti a vypsal odménu tisic minci, aby zjistil, o koho se jednd. Dlouho
se v§ak nikdo neprihlasil.

Kdyz se o tom doslechla Nie Cengova star$i sestra, fekla: ,,Zachoval se tak ¢estné!
Prece nedovolim, aby proto, Ze se strachuji o sviij zivot, bylo jeho jméno zapomenuto.
To by si mtlj bratr neptal,“ a odesla do Chan. Kdyz jej tam uvidéla, fekla: ,Takova
odvaha! Byl silnéjsi nez Meng Pi i Sia Jii, vétsi nez Ccheng Ting. Padl, aniz komu-
koliv prozradil své jméno. To proto, aby chranil mé, kdyz rodice jiz zemfeli a jinych
sourozenct nemame. Nesnesla bych Zit a tajit pfitom bratrovo jméno.“ Nacez objala
jeho mrtvolu a s pla¢em fekla: ,,To je mij mladsi bratr, Nie Ceng z vesnice Hluboka
studna v C}“ a na misté se zabila. Kdyz se o tom doslechli vladcové statu Tin, Cchu,
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Cchi a Wej, fekli: ,Nie Ceng i jeho starsi sestra byli hrdinové.“ Kdyby ho jeho sestra
zaprela, protoZe by se zalekla bolestivé smrti na popravisti, nikdo by se nikdy Nie
Cengovo jméno nedozvédél.”

Novy historik pravil: staii historikové chvali Nie Cenga za jeho state¢nost. Ja viak
s nimi nesouhlasim. Skoda slov! Ja si naopak myslim, Ze je tfeba se poutit z hloubky
jeho citu. Bylo pfece navysost spravné nezavazovat se priteli, dokud byla jeho stara
matka jesté nazivu. S laskou myslel na svou jedinou sestru a ve snaze znemoznit jeji
prondsledovani si vyloupl o¢i a otevfel bficho, protoze si neptdl, aby trpéla spole¢né
s nim. Béda! Jak oddany syn, jak ohleduplny bratr! Cozpak kdy nékdo citové chladny
proslul v Podnebesi svou state¢nosti?’®

Zavérem

Liang Cchi-¢chao stoji svym Zivotem, tak jako cela fada jinych vyznamnych osob-
nosti spole¢enského a kulturniho Zivota Ciny na samém sklonku cisai'ského obdobi,
pomyslné rozkro¢en mezi starou a novou dobou. Vychovan v duchu konfucianského
tradicionalismu coby literat usilujici o kariéru prostfednictvim studia a absolutori-
em ufednickych zkousek, je strzen virem reformniho hnuti k pfimé osobni t¢asti
na prvnim vyznamném pokusu pteménit Cinu v modern stat. Po jeho nedspéchu
odchazi v pouhych pétadvaceti letech do nedobrovolného vyhnanstvi, které ale bez-
vyhradné ztro¢i komparaci svych dosavadnich znalosti a poznatki se zkusenostmi
Japonska a jeho prosttednictvim i Zapadu. Liang Cchi-¢chao novinai postupné
myslenkové dozravé a opousti myslenku reformovat Cinu v konstitu¢ni monarchii,
kdyz se obraci k republice v ¢ele s prezidentem. Do jejiho politického Zivota se pak
po svém navratu do Ciny v devétatticeti letech aktivné zapojuje. Zklaman absenci
dlouhodobé vize, prebujelou korupci a neschopnosti situaci mladé republiky stabi-
lizovat nicméné politiku po pouhych $esti letech opousti, aby rokem 1918 navazal
na své novinarské ptisobeni v Japonsku a soucasné piisobil na progresivni sily uvnitt
Cinské republiky i jako vysokoskolsky ulitel.

V pribéhu svého exilu se intenzivné zabyva studiem japonskych zkusenosti, které
chce aplikovat i na Cinu, aby ji obrodil transformaci poddanych v ob&any prostted-
nictvim ,,sebeposilovani,“ pé¢i o pozitiva ¢inského systému a odmitanim negativ
systémi zdpadnich, véetné Japonska. Cinské busidd je vyznamnou soucasti téchto
jeho snah, ucebnici ,,nového lidu.“ Ve svém textu demonstruji jeho pokus na vybéru
reprezentanti Sesti ctnosti ¢inského busidé: Konfucius predvidal ozbrojeny utok
kniZete Tinga z Cchi na vévodu Tinga z Lu a &elil mu s nebyvalou oDvaHOU a roz-
vahou. Lin Siang-7u byl ptipraven radéji polozit sviij Zivot pro stat Cchi, nez aby
rezignoval na CEST své vlasti. Mocius odvratil ttok statu Cchu na Sung, zabranil
krveproliti na obou strandch a projevil tak viici jejich obyvateléim velikou LIDSKOST.
Wejsky princ pan ze Sin-lingu se ke svym druzinikiim choval s velikou UcTou,
protoze si jich vazil jako osobnosti, a ti mu stejnou mérou opléceli jeho laskavost.

7> Tamtéz, ss. 76-77.
76 Tamtéz, s. 80.
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Ting Kche byl NEUSTUPNY ve svém odhodlani zbavit svét ¢chinské rozpinavosti. Nie
Ceng byl LoAJALN{ v{i¢i svému dobrodinci, kdyZ v jeho z4jmu polozil vlastni Zivot.

Smyslem Liang Cchi-échaova textu neni konfrontovat Japonsko s Cinou, nen{
to ani vykiik ve smyslu: pou¢me se od Japonska! Cinské busido je spise dobovym
povzdechem nad tim, Ze zemé upada, vlada je nefunkéni, narodni citéni lidu je
oslabeno a cizina hledi na Cinu s despektem. Neni to viak rezignujici povzdech.
V piitomnosti ¢inského busidé pied siednocenim Ciny a v jeho potlatovani v obdo-
bich centralizace statni moci Liang Cchi-¢chao shledava pticiny tpadku vlady, né-
rodntho uvédoméni a posléze i ustupovani ciziné. To proto Liang Cchi-¢chao napsal
tuto knihu. Pro uspéch reformy je tak nejprve potfeba obrodit mysleni lidi. Liang
Cchi-échaoovo Cinské busidé ctenati piipomind to nejlepsiho z duchovniho odkazu
¢inské historie. Cinské busidé nenélezi jedinému ze ,,stavii“ ¢inské spole¢nosti, jako
tomu bylo u samurajstva japonského stfedovéku. Neni ani normou chovani, jako
tomu bylo u tokugawského busido. Je to Zivotni filozofle, tj. silovy, aktivni, zasadovy,
vytrvalostni, nerezignujici, nespoutany piistup k zivotu. Pfesné takovou filozofii,
filozofii introvertniho socialniho darwinismu, potiebuje podle Liang Cchi-¢chaoa
¢insky narod ke své renesanci.
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Chinese bushido

In feudal Japan, a concept of bushido - the Way of Warriors - a behavioral code
of the Japanese military aristocrats similar to the Middle Ages knights in Europe,
started to develop in the 15th century. This concept was codified at the beginning of
the 17th century by the ascension of the Tokugawa shoguns to the throne. However,
in the terms of HONOUR, COURAGE, HUMANITY, RESPECT, INTEGRITY, and LOYALTY,
it entwined with Song neo-Confucianism. During his involuntary stay in Japan, the
fact that bushido is not exclusively a product of Japanese culture was realised by the
active participant of the Hundred Days’ Reform movement, traditional scholar and
writer, journalist and philosopher Liang Qichao. This awareness was also one of the
reasons why he wrote the book The Chinese Bushido in October 1904. In biographies
of seventy-one historical characters living in Eastern Zhou period, Liang Qichao
demonstrated the above-mentioned six concepts to define them in the Chinese
society. These terms, however, would remain purely Confucian concepts linked to the
principle of CULTURAL CHARACTER, if the biographies did not entwin them with the
principle of FIGHTING SPIRIT. In the presence of this principle in times of autocracies’
bankruptcy and its suppression in times of centralization, Liang Qichao found the
cause of the corruption in the government, a weakening of national consciousness,
and the creation of conditions for the conquest of China by foreign powers.
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Key Words: reform movements in China, Liang Qichao (1873-1929), bushido, “new
citizens,” Chinese Bushido (1904)
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PANi PROFESORKA ZDENKA SVARCOVA

Sylva Martinaskova, Tereza Nakaya

Profesorka Zdenka Svarcova, predni ¢eskd japanolozka a osobnost éeské orientalis-
tiky, k jejimz 75. narozenindm vydavame toto ¢islo Ddlného vychodu, vystudovala
japanologii a anglistiku na Filozofické fakulté Univerzity Karlovy v Praze. Na japanis-
tice se ucila od vyzna¢nych ¢eskych japanologu, Miroslava Novéka a Jifiho Jelinka,
a sama se poté stala pedagozkou a akademic¢kou a vzorem pro mnoho mladsich
japanologti a japanolozek. Svému oboru je plné oddéna, o ¢emZz mimo jiné vypovida
skutecnost, Ze za své zasluhy pfi vyuce japonstiny, za propagaci japonské literatury
a za prispéni k rozvoji ptatelskych vtahti mezi Japonskem a Ceskou republikou byla
roku 2010 vyznamenéna japonskym cisafem a obdrzela Réd vychdzejiciho slunce,
zlaté paprsky s nakr¢ni stuhou.

Prof. Z. Svarcova s japanologem prof. Karlem Fialou

Profesorka Svarcové je vskutku renesanéni bytost. Jeji tviiréi ¢innost ¢ita stovky
polozek, a proto je ponékud posetilé snazit se zde vée shrnout do nékolika mélo od-
stavcii. Pfesto se o to alesponi pokusime. Profesorka Svarcova je Zena mimotadného
jazykového citu, vinimavosti a bohatych znalosti o (japonském) jazyce, (japonské)
literatufe a (japonské) kulture. Viechny tyto prednosti uplatiiuje ve své tviiréi ¢in-
nosti, kterou ve snaze kategorizovat miizeme roz¢lenit na ¢innost pedagogickou,
védeckou a prekladatelskou.
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Zdenka Svarcova zacala vyucovat japonstinu krétce po absolutoriu na Univerzité
Karlové, a to ve Statni jazykové $kole v Praze, kde u¢ila i angli¢tinu. Zaroven praco-
vala jako prekladatelka a tlumoc¢nice. Poté se v roce 1990 stala odbornou asistentkou
v Ustavu Dalného vychodu Filozofické fakulty Univerzity Karlovy, kde se véno-
vala zejména teorii japonského jazyka a déjinam japonské literatury. Roku 2011
zalala pusobit na Katedre asijskych studii Filozofické fakulty Univerzity Palackého
v Olomouci, kde prednasi o japonské literature a vede doktorské seminare. Je taktéz
spoluautorkou a prekladatelkou uéebnic japonského jazyka a japonské konverzace
(Cesko-japonské konverzace. Sesit prvni-tieti. 1992-1993; Iwazawa Kazuhiro. Uéeb-
nice japonstiny pro samouky. Dil prvni-tfeti, 1995-1996). V ramci své pedagogické
¢innosti profesorka Svarcové také vedla & oponovala bezpocet bakalafskych, ma-
gisterskych i diserta¢nich praci a odborné ,vychovala“ mnoho japanologt, z nichz
nékteri dnes vyucuji dal$i generace a navic maji tu skvélou moznost néjakym zpu-
sobem s pani profesorkou dale (spolu)pracovat.

Ve své védecké ¢innosti se profesorka Svarcova specializuje na japonskou li-
teraturu (zejm. déjiny literatury, japonskou poezii a japonské divadlo), teorii ja-
ponského jazyka, poetiku, interdisciplindrni vyzkum v oblasti textové sémantiky
a literarni sémiotiky, kognitivni lingvistiku i translatologii. Sousttedi se zejména
na analyzu sémantickych a sémiotickych aspekti (klasickych) japonskych literarnich
textd. Vysledky svého badani v téchto vyzkumnych oblastech publikovala a publi-
kuje v domadcich i zahrani¢nich odbornych periodicich, kolektivnich monografiich
a sbornicich. Neni bohuzel mozné vyjmenovat zde v§echny publikované védecké
vystupy prof. Svarcové, a tak vyzdvihnéme jen nékteré. Prvné je tieba uvést mono-
grafie — a to publikaci Vesmir v nds — inspirace a iitécha v japonském jazyce a literature
(Academia, 1999) a unikatni monografii Japonskd literatura 712-1868 (Karolinum,
2005), v niz profesorka Svarcovd mapuje vyvoj japonské literatury od jejich po&atk
po literaturu konce obdobi Edo. Soucdsti této monografie je také rozsahly heslar
literarnich dél, Zanrt, osobnosti a pojmt. Z kapitol v kolektivnich monografiich
a z odbornych ¢lankd uvedme napriklad:

»Souborny pfistup k hodnoceni textu vymezeny hledisky objektivnich dimenzi,
smyslového vnimani a bytostného ladéni® (In: Acta Universitatis Carolinae,
Philologica 4-5, Translatologica pragensia V, 1992)

»Fujiwara Kinto's Dual Poetical Taste in Wakanroeisht®. (In: Archiv Orientdlni, 2001)

»Semiotic Aspects of the Refined Expression in Classical Japanese: Language and
Literature®. (In: Copeland, R. and Oyler, E. and Marcus, M. (eds.) Acts of Writing.
2001)

»Gendaidzin no kankaku o jobimodosu koten no naka no jokjoku no jakuwari*
[,Uloha stfedovékého libreta jékjoku v procesu zjitteni vnimavosti moderniho
¢loveka“]. (In: Kyoyo to shite no koten — Literature in Culture, Culture in Litera-
ture. 2005)

»Funkéni komplex ‘lidska bytost/mysI’ ve verbalnim obraze®. (In: Kognice 2006. 2006)
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»Niji Kango in Discursive Language® (In: Beyond Borders: Japanese Studies in the
21st Century (in Memoriam Wiestaw Kotariski). 2007)

»Konceptualiza¢ni slozka v dvouznakovych sinojaponskych slozeninach nidzi
kango®. (In: Slédrovd, J. (ed.) Obraz svéta v jazyce. 2007)

»Logic and Emotion in Japanese Culture (Chikamatsu Monzaemon: The Love
Suicide at Double-ringed Well)“. (In: Slovo a smysl. 2007)

,»Dvoji poetika stiedovékych divadelnich textt jokjoku® (In: Disk, casopis pro studium
dramatického uméni. 2008)

»Smyslové vnimani a reflexe kognitivnich procest v poezii®. (In: Kognice 2009. 2009)

»Smyslové vnimani a bdélé ziti“. (In: Vankova, L. (ed.) Télo, smysly, emoce v jazyce.
2012)

Hodnotnym a z hlediska ¢eské japanologie vyznamnym poc¢inem v akademickém
plisobeni profesorky Svarcové je také jeji ¢esky preklad dila japonského lingvisty
Watanabeho Minorua, O podstaté japonského jazyka (Nihongo gaisecu), ktery vysel
v roce 2000 v nakladatelstvi Karolinum.

Pani profesorka napsala také fadu recenzi, které publikovala v odbornych perio-
dicich i v dennim tisku. Je autorkou mnoha encyklopedickych hesel zejména z ob-
lasti klasické a moderni japonské literatury (Encyklopédia literdrnych diel, Bratislava,
Obzor 1989; Velkd vseobecnd encyklopedie 1.-6. dil, Praha, Diderot 2000-2001).

Profesorka Svarcové je dale ¢lenkou odbornych spole¢nosti a asociaci, jako je
Evropska asociace pro japonska studia, Prazsky lingvisticky krouzek, Obec pte-
kladatelt a Cesko-japonska spole¢nost. S vystupy svého vyzkumu se od roku 1990
soustavné castni fady védeckych konferenci po celém svété — prednasela v Japon-
sku, ve Spojenych statech americkych a v fadé evropskych zemi. Béhem svych cest
navazovala tvar¢i diskuzi i spolupraci s mistnimi odborniky. Néktefi z nich ostatné
prispéli svym dilem i do tohoto ¢isla Ddlného vychodu. Jakozto ¢lenka redakénich rad
odbornych ¢asopist i oborovych rad na Univerzité Karlové a Univerzité Palackého
se pani profesorka vyrazné podili na kultivaci seriézniho japanologického, i $ifeji
orientalistického, védeckého prostredi.

Svymi prispévky, které publikuje v tisku pro $irokou vefejnost i v kulturné ¢i
literarné zamérenych casopisech (Lidové noviny, Literdrni noviny, Kokoro — ¢asopis
Cesko-japonské spole¢nosti, Host Brno, A2 kulturni tydenik aj.), §iii v &eské spolec-
nosti zdravé povédomi a osvétu o japonské literatufe a kultufe, japonském jazyce
i ¢eské japanologii.

Dalsi obsahlou a podstatnou &ast japanologického ptisobeni prof. Svarcové tvori
¢innost prekladatelska. Vedle prekladt odbornych texti (viz jiz zminéna publikace
Watanabeho Minorua ¢i Ucebnice japonstiny pro samouky) je nezpochybnitelny jeji
pfinos v oblasti pfekladu krasné japonské literatury do ¢eského jazyka. Stranou
z&jmu Z. Svarcové v prekladatelské ¢innosti nezlistavaji ani prozaici, obzvl4sté vsak
musime vyzdvihnout jeji preklady klasické japonské poezie a libret divadelnich her.
Zde je vedle zevrubné znalosti staré japonstiny nutnd také dikladna znalost starych
zvykd, spolecenskych konvenci ¢i povér.

- 86—



Roc¢nik VII / ¢islo 1/2017

Prof. Svarcova japonskou poezii — klasickou i moderni — dokaZe ¢tendii skutecné
pribliZit a prezentovat ji v jeji plné krase a zarovert mu poodhali i néco z japonské
poetiky, symboliky ¢i dokonce zvukové hry japonského basnictvi. Diky prekladim
prof. Svarcové tak mame moZnost si i v éeském jazyce vychutnat poetické mist-
rovstvi takovych basnickych velikdnti, jakymi byli mistti Kobajasi Issa, Sotecu &i
Saigj6 a predevsim také basnitky Ono no Komaci nebo Izumi Sikibu. Jejich verse
v citlivych prekladech Z. Svarcové (nejednou vytvorenych ve spolupréci se Zderikem
Gerychem) promlouvaji z hloubi nékolika staleti a mnohé z nich rezonuji v 21. stoleti
a oslovuji i dnesniho &tendte. Prof. Svarcova ve svych prekladech zas a znova proka-
zuje nejen obrovskou vnimavost pfi interpretaci japonského uméleckého textu, ale
obzvlasté neobycejny cit pro matersky, ¢esky jazyk.

Podobné pak prof. Svarcova nechava znovu ozit rovnéz klasické japonské dra-
matiky a jejich postavy v prekladech divadelnich her. Rozhodné nelze opomenout
¢asopisecky publikované (DISK) preklady libret divadelnich her, jejichZ autorstvi je
ptipisovano Kanamimu a Zeamimu. VZdyt pravé i divadlo predstavuje jednu z hlav-
nich a prednich srde¢nich zaleZitosti prof. Svarcové. Jeji mistrné prevedeni zpévnych
divadelnich textt, kterého se brzy do¢kdme i v souhrnném kniznim vydani, ostatné
v jiné ¢asti tohoto ¢isla vyzdvihuje Antonin Liman.

Obzvlasté v dobé, tolik uspéchané, pretechnizované, neosobni, soutézivé a ne-
ztidka nervézni, pak jemna slova japonskych literarnich mistrii plna citu a souzné-
ni s ptirodou i ostatnimi lidskymi bytostmi zprosttedkovana vybrousenym stylem
a slovnikem prof. Svarcové pisobi jako balzam na dusi. Balzdm, ktery i dnes — a chté-
lo by se Fici, Ze pravé dnes o to vice — dokaze konejsit a ponouknout ¢tendte k tomu,
aby se na okamzik pozastavil a plné si uvédomil svét a Zivot kolem sebe v jeho ryzi
cistoté a krase.

Nejen precist si néjaké dilo japonské literatury v citlivém prekladu prof. Svarcové
nebo obohatit své znalosti v nékteré z jejich odbornych studii, ale i mit moznost
naslouchat vypravéni pani profesorky o japonské literatute a japonském jazyce je
jako darek za odménu. Je to nejen tiZasna dama, ale Zena znal4, ktera dokaze o svém
oboru vypravét s takovym zapalem, Ze pro néj nadchne nejednoho posluchace.
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Bibliografie Zdenky Svarcové (uspoiadano chronologicky
do tematickych celki):

ODBORNE TEXTY

A Comprehensive Approach to Texts Evaluation from the Viewpoints of Objective
Dimensions, Adjective Senses and Subjective Motivations (,,Souborny pfistup
k hodnoceni textu vymezeny hledisky objektivnich dimenzi, smyslového vnimani
a bytostného ladéni). In: Theoretical Problems of African and Asian Languages,
Part 3. Praha: Orientalni Gstav CSAV, 1990, pp. 467-490.

Japonsko — svét saim pro sebe? In: Novy Orient, Vol. 45, No. 1/1990, pp.15-17.
ISSN 0029-5302.

Souborny pfistup k hodnoceni textu vymezeny hledisky objektivnich dimenzi, smy-
slového vnimani a bytostného ladéni. In: Acta Universitatis Carolinae, Philologica
4-5, Translatologica pragensia V. Praha: Karolinum, 1992, pp. 105-116.

Aware and Mono no Aware. The Master and his Disciples. In: Traditional and Mo-
dern in Japanese Literature and Language. Praha, 1994, pp. 20-24.

Japonskd poezie na prelomu 12. a 13. stoleti, cisaiskd sbirka Sinkokinwakast (doslov
ke knize Bledy mésic k rdnu). Praha: Mlada fronta, 1994, pp. 201-212.

Od vykladu k prekladu poetického textu. In: Hrdlicka, Milan (ed.) 9x o pfekladu.
Praha: Jednota tlumoc¢niki a prekladatelt, 1995, pp. 52-56. ISBN 8090169821.

Hjakken Ucida. In: Novy Orient, Vol. 51, No. 1/1997, str. 27-28. ISSN 0029-5302.

Japanese Studies at Charles University. In: Archiv Orientdlni (Quarterly Journal of
African and Asia Studies), Orientalni stav, Vol. 66, No. 1/1998, pp. 31-37.

Clovék je jak? In: Divadelni noviny ¢ 17, 13. fijna 1998.

Vesmir v nds. Inspirace a uitécha v japonském jazyce a literatute. Praha: Academia,
1999. ISBN: 80-200-0725-3.

Loving Things: On Koda Rohan’s Tarobé. In: The Japanese Thought and the Present.
Roznov: PCentrum, 1999.

Pohledy z hloubi du$e (doslov v knize: Liman, A. Krajiny japonské duse). Praha:
Mlada fronta, 2000, pp. 275-282.

Watanabe Minoru. O podstaté japonského jazyka (Nihongo gaisecu). Praha: Univer-
zita Karlova v Praze, Nakladatelstvi Karolinum, 2000. (preklad)

Fujiwara Kinto’s Dual Poetical Taste in Wakanroeishu. In: Archiv Orientdlni (Quar-
terly Journal of African and Asian Studies), Vol. 69, no. 3/2001, pp. 485-494.
ISSN 0044-8699.

Semiotic Aspects of the Refined Expression in Classical Japanese: Language and
Literature. In: Copeland, Rebecca and Oyler, Elizabeth and Marcus, Marvin (eds.)
Acts of Writing (Proceedings of the Associacion for Japanese Literary Studies), Vol. 2
(Summer 2001), AJLS, pp. 3-18. ISSN 1531-5533.

Nezkrotna basnitka (tvod). In: Izumi Sikibu. Zdvoje mlhy - denik a verse dvorni
ddmy, Praha: Paseka, 2002, s. 9-14. ISBN 80-7185-457-3.
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Socha a chrdm (doslov). In: Izumi Sikibu. Zdvoje mihy - denik a verse dvorni ddmy.
Praha: Paseka, 2002, s. 9-14. ISBN 80-7185-457-3.

Basé a Issa — haiku a haibun. In: Novy Orient, ro¢. 57, 1/2002, str. 5-10.

ISSN 0029-5302.

Literature Favorable for Life and Comfort (An Example of Two Japanese Poetical
Texts). In: Acta Universitatis Carolinae, Philologica 1, Orientalia Pragensia XIV.
Praha: Karolinum, 2002, pp. 61-76. ISSN 0567-8269.

Antonin Liman - na cestach a na Cesté. In: Novy Orient, ro¢. 57, 3/2002, str. 98-99.
ISSN 0029-5302.

Basnifka a princova milenka. In: Rozhlas, No. 39/2002. ISSN 1213-2098.

Twentieth Century Standard-Bearer (The Man Tsushima Shuji as Reflected in Dazai
Osamu’s Writings). In: Archiv Orientdlni (Quarterly Journal of African and Asian
Studies), vol. 71/2003, pp. 31-40. ISSN 0044-8699.

Meanings Condensed in Japanese Short Poems. In: Vacek, J. (ed.) Pandanus '03.
Natural Symbols in Literature. Praha: Charles University, Faculty of Arts; Signeta,
2003, str. 99-116. ISBN 80-902608-9-6.

Cesty a navraty Mistra Issy (doslov). In: Mistr Issa (Kobajasi Issa), Miij Novy rok.
Praha, Litomysl: Paseka, 2004, pp. 141-153. ISBN 80-7185-618-5.

O posmutnéné lasce k Zivotu. In: Izumi Sikibu, Ctvero roénich dob. Praha:
DharmaGaia, 2004. ISBN 80-86685-26-8.

Vzkii$eni basné, basnifky a legendy v divadle né. In: Disk (¢asopis pro studium
dramatického uméni), No. 9/2004, pp. 100-106. ISSN 1213-8665.

Po Tii-i a Haku Rakuten. In: Svaton, V., Houskova A. (eds.) Srovndvaci poetika v mul-
tikulturnim svété. Praha: Univerzita Karlova v Praze, Filozoficka fakulta, 2004,
pp. 258-270. ISBN 80-7308-066-4.

Kultivovanost, tradice, hodnoty. O pusobivosti tvaru, provedeni a textu hry né. In:
Disk (¢asopis pro studium dramatického uméni), No. 11/2005, pp. 7-21.

ISSN 1213-8665.

Gendaidzin no kankaku o jobimodosu koten no naka no jékjoku no jakuwari [Ulo-
ha sttedovékého libreta jokjoku v procesu zjitteni vnimavosti moderniho ¢lové-
ka]. In: Kjdjé to Site no koten — Literature in Culture, Culture in Literature. 2005,
pp. 131-138. ISSN 0387 - 7280.

Japonskd literatura 712-1868. Praha: Karolinum, 2005. ISBN 80-246-0999-1.

A Translator’s Tribute to the Author (On ,Natsu no Toride® - The Fort of Summer).
To the author Tsuji Kunio. In: Acta Universitatis Carolinae, Philologica 1, Transla-
tologica Pragensia VII. Praha: Karolinum, 2006, pp. 155-162.

ISSN 80-246-1117-1.

Conceptualizers in Japanese Kango. In: Acta Orientalia Vilnensia. Vilnius University
Publishing House, 2005, Vol. 6, Issue 2, pp. 72-77. ISSN 1648-2662.

Osvicena vlada cisafe Meidzi (Japonska literatura a jazyk ve viru udalosti po roce
1868). In: Déjiny a soucasnost, 7/2006, pp. 33-36. ISSN 0418-5129.

Views from the Depth of the Soul. In: Acta Universitatis Carolinae, Philologica 1,
Orientalia Pragensia XV. Praha: Karolinum, 2006, pp. 194-207.
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ISBN 80-246-1226-7. ISSN 0587-1255.

Accomplishment, Traditions, Values (On Impressiveness, Rendering and Text of
Theatre No). In: Disk (Selection of articles from the Czech journal for the study of
dramatic arts), No. 2/ 2006, pp. 33-49. ISSN 1213-8665, ISBN 978-80-86970-38-7.

Funk¢ni komplex ,,lidskd bytost/mysl® ve verbalnim obraze. In: Kognice 2006. Psy-
chologicky tstav AV CR, 2006, pp. 219-223. ISBN 80-86174-10-7.

Niji Kango in Discursive Language. In: Kozyra, A., Kordzinska-Nawrocka, 1. (eds.)
Beyond Borders: Japanese Studies in the 21st Century (in Memoriam Wiestaw
Kotariski). Warsaw University, Oriental Institute, Dept. of Japanese and Korean
Studies, 2007, pp. 196-200. ISBN 978-83-906175-6-5.

Sedmero svédectvi textu (Uvaha piekladatelky nad Zeamiho hrou Komati od kléstera
Sekidera.). In: Disk (Casopis pro studium dramatického uméni), No. 20/2007,
pp- 135-140. ISSN 1213-8665. ISBN 978-80-86970-39-4.

Svétek hvézd - Legenda v pozadi hry né Komaci od klastera Sekidera. In: Disk
(Casopis pro studium dramatického uméni), No. 20/2007, pp. 116-118.

ISSN 1213-8665, ISBN 978-80-86970-39-4 (Kant).

Nature in Poems by Nishiwaki Junzabur6. In: Vacek J. (ed.) Pandanus °07. Nature
in Literature, Art, Myth and Ritual. Praha: Charles University; Triton, 2007,
pp. 265-273. ISBN 1802-7997.

Konceptualiza¢ni slozka v dvouznakovych sinojaponskych slozeninach nidzi kango.
In: Slédrov4, J. (ed.) Obraz svéta v jazyce II. Praha: Univerzita Karlova v Praze,
Filozofické fakulta, Ustav ¢eského jazyka a teorie komunikace, Praha 2007,
pp. 71-78. ISBN 978-80-7308-213-0.

Logic and Emotion in Japanese Culture (Chikamatsu Monzaemon: The Love Suicide
at Double-ringed Well). In: Slovo a smysl (¢asopis pro mezioborovd bohemistickd
studia); Word & Sense (A Journal of Interdisciplinary Theory and Criticism in
Czech Studies), Vol. 4, No. 8/2007, pp. 166-175. ISSN 1214-7915.

Dvoji poetika sttedovékych divadelnich textt jokjoku. In: Disk (Casopis pro studium
dramatického uméni), No. 26/2008, pp. 68-76. ISSN 1213-8665,

ISBN 978-80-86970-39-4 (Kant).

Jev, vyjev skryty za znakem. In: Disk (Casopis pro studium dramatického uméni),
No. 26/2009, pp. 119-124. ISSN 1213-8665. ISBN 978-80-86970-39-4 (Kant).

Na zacatku byly Ver$e psané na vodu. In: Honova, Z. (ed.) Translatologica
Ostraviensia IV (sbornik z konference ,,Den s prekladem). Ostrava: Ostravska
univerzita v Ostravé, 2009, pp. 9-19. ISBN 978-80-7368-682-6.

Smyslové vnimani a reflexe kognitivnich procest v poezii. In: Kognice 2009. Univer-
zita Hradec Kralové, 2009, pp. 278-286. ISBN 978-80-7041-911-3.

Honjaku $inikui Ono no Komac¢i no uta (Running Into Difficulties When Translating
Poems by Ono no Komachi). In: Takahasi, T. (ed.) Nihongo tekisuto no rekisiteki
kiseki (Historical Trajectories of Japanese Texts). Nagoja daigaku daigakuin bun-
gaku kenkjtika (Graduate School of Letters, Nagoya University), 2010, pp. 65-68.
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Ono Susumu - proZivani japonského jazyka. In: Cmejrkova, S., Hoffmannova, J.,
Havlova, E. (eds.) UzZivdni a proZivini jazyka. K 90. narozenindm Frantiska Da-
neSe. Praha: Univerzita Karlova, Karolinum, 2010, pp. 427-431.

ISBN 978-80-246-1756-5.

Pritomnost ducha na scéné. In: Disk (¢asopis pro studium dramatického uméni), No.
36/2011, pp. 135-138. ISSN 1213-8665.

Poeticky princip. In: PLAV (mésicnik pro svétovou literaturu), Vol. 7, No. 6/2011,
pp. 6-7. ISSN 1802-4734.

Honjaku izen ni tekisuto o kdsacu suru hohé no dzicurei [Ukazka aplikace metody
rozboru textu predchazejici jeho prekladu]. In: Kuginuki T., Mijaci, A. (eds.)
Kotoba ni mukau Nihon no gakuci (Japonské badani jazykozpytné). Tokjo: Hicudzi
$obo, 2010, pp. 159-171. ISBN 978-4-89476-559-7.

Hlas jako zvon. In: Disk (¢asopis pro studium dramatického uméni), No. 40/2012,
pp. 30-39. ISSN' 1213-8665.

Vsichni jsme basniky. In: Disk (¢asopis pro studium dramatického umeéni), No.
41/2012, pp. 63-65. ISSN 1213-8665.

Smyslové vnimani a bdélé ziti. In: Vankova, I. (ed.) Télo, smysly, emoce v jazyce.
Praha: FFUK (Ustav ¢eského jazyka a teorie komunikace), 2012, pp. 187-193.
ISBN 978-80-7308-443-1.

Reflexe japonskych basnickych obrazt. In: Vefmitrovsky, A. (ed.) Poeticky Cikhdj
v Brné 2010. Sbornik textd o poetice. Brno: Tribun EU, 2012, pp. 127-136.
ISBN 978-80-263-0337-4.

The First Lesson. In: Tirala, M. and Morita, M. (eds.) Distant Symbols an Close Sig-
ns: Japanese Studies in Central Europe 2013. Praha: Nova vlna, 2013, pp. 10-18.
ISBN 978-80-85845-31-0.

Kado - Cesta japonské poezie (doslov). In: Podoben mraku Zivot plyne. Praha: Vy-
$ehrad, 2015, pp. 71-81. ISBN 978-80-7429-058-9.

Reka a Zivot lidsky (doslov). In: Reka vyprdvi. Praha: DharmaGaia, 2015, pp. 121-126.
ISBN 978-80-7436-051-0.

Vyznam jako relativni hodnota. In: Gajdos, J. (ed.) Pane profesore — udéldme vam
scénu (jubilejni publikace vénovand prof. Jaroslavu Vostrému k 85. narozenindm).
Praha: Kant, 2016, pp. 134-140. ISBN 978-80-7437-185-1.

Jak o Zivoté mluvi Japonci. In: Saicova-Rimalova, L., Varikova, L. (eds.) Lidsky Zivot
a kazdodennost v jazyce. Praha: Univerzita Karlova v Praze, Filozoficka fakulta,
Ustav &eské literatury a literarni védy, 2016, pp. 68-76. ISBN 978-80-7308-703-6.

Encyklopedicka hesla z oblasti klasické a moderni japonské literatury

In: Encyklopédia literdrnych diel. Bratislava: Obzor, 1989.

In: Velkd vSeobecnd encyklopedie. 1.-3. dil. Praha: Diderot, 2000. ISBN 80-902723-2-9
(1. dil). ISBN 80-902723-4-7 (2. dil). ISBN 80-902723-5-5 (3. dil).

In: Velkd vSeobecnd encyklopedie. 4.-6. dil, Praha: Diderot, 2001. ISBN 80-902723-1
(4. dil).
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Ucebnice

Ucebni osnovy pro jazykové skoly, C-japonsky jazyk, Praha, Statni pedagogické
nakladatelstvi, 1989.

Cesko-japonskd konverzace. Sesit prvni. (spoluautorka Macumija Hiroko). RoZnov:
PCentrum, 1992.

Cesko-japonskd konverzace. Sesit druhy. (spoluautorka Macumija Hiroko). Roznov:
PCentrum, 1993.

Cesko-japonskd konverzace. Sesit tieti. (spoluautorka Macumija Hiroko). Roznov:
PCentrum, 1993.

Iwazawa Kazuhiro. Uéebnice japonstiny pro samouky. Dil prvni. Roznov: PCentrum,
1995. (preklad a foneticky prepis)

Iwazawa Kazuhiro. Ucebnice japonstiny pro samouky. Dil druhy. Roznov: PCentrum,
1996. (pteklad a foneticky prepis)

Iwazawa Kazuhiro. Ucebnice japonstiny pro samouky. Dil teti. Roznov: PCentrum,
1996. (pteklad a foneticky prepis)

Popularné-naucné texty

Obraz pekla (k vyro¢i hiro$imské tragedie, obsahuje preklad nékolika autentickych
vypovédi obéti). In: KVETY, No. 32/1987, pp.10-11.

Zahrani¢ni zajimavost (o stdrnouci spole¢nosti v Japonsku). In: SIGNAL,
No. 46/1987, pp. 25.

Zahrani¢ni zajimavost (o rekonstrukci chramu Tédaid?i v Nate). In: SIGNAL,
No. 14/1988, pp. 25.

Zahrani¢ni zajimavost (starobylé mésto Kurasiki). In: SIGNAL, No. 23/1988, pp. 25.

Sicuke znamen4 vychovani. In: SIGNAL, No. 29/1988, pp. 10-11.

Ucetni kniha zelené (ochrana Zivotniho prostredi v Japonsku). In: UM, jaro 1989,
pp. 20-21.

Cinzak a domek v Japonsku (tradi¢ni a sou¢asné bydleni). In: UM, podzim 1989,
pp. 26-27.

Supécu Nippon (jak japonsky tisk pise o Véte Caslavské). In: Ceskoslovensky sport,
fjen 1990, pp. 5.

Sake a vino. In: UM, podzim 1990, pp. 66-67.

Zaujeti pro vlast i planetu. In: Praha, Lidové noviny, ¢. 22. 10. 1994, (Narodnf) pp. III.

Mésto poklad — mésto pokladii. In: KOKORO (¢asopis Cesko-japonské spolecnosti).
Podzim 1994, pp. 12-13. ISSN 1213-7510.

Zéba z hlavniho mésta. In: KOKORO (asopis Cesko-japonské spolecnosti). Podzim
1994, pp. 16. ISSN 1213-7510. (prevypravéni japonské pohadky)

Kenzaburé Oe - uméni mnohozna¢ného (Nobelova cena za literaturu 1994). In:
Literdrni noviny, Vol. 6, No. 5/1995, pp. 12. ISSN 1210-0021.

Vidéno osobné (kratka ¢rta k zemétfeseni v Kobe). In: Literdrni noviny, Vol. VI,
No. 12, pp. 4. ISSN 1210-0021.

Komensky v Japonsku (rozhovor s prof. Dzunzéem Inokuc¢im). In: Literdrni noviny,
Vol. 6, No. 17/1995, pp. 13. ISSN 1210-0021.
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T. G. Masaryk a ¢esky duch: O identité a autonomii. In: Literdrni noviny, Vol. 6,
No. 32/1995, pp. 2. ISSN 1210-0021.

Vzpominka kjétska. In: KOKORO (éasopis Cesko-japonské spole¢nosti). Léto 1996,
pp. 17-19. ISSN 1213-7510.

Japonsti basnici: mistti haiku. In: NedéIni Lidové noviny, No. 35, 31. 8. 1996, pp. XIV.
(recenze)

Japonska literatura u nas. In: Lidové noviny, 26. tijna 1996, pp. V.

Odporny vrascity dédek. In: Literdrni noviny, Vol. 9, No. 9/1998, pp. 9.
ISSN 1210-0021. (recenze)

Spole¢na sebevrazda milenct z ¢ajovny U dvojiho roubeni aneb Povinnosti a city.
In: Literdrni noviny, Vol. 9, No. 15/1998, pp. 8. ISSN 1210-0021.

7it, & nezit. Dvakrat moderni japonska literatura. In: Literdrni noviny, Vol. 10,
No. 31/1999, pp. 10. ISSN 1210-0021.

Nagai Kafti: Snova Zena. In: Literdrni noviny, Vol. 11, No. 18/2000, pp. 8.
ISSN 1210-0021.

Dny jsou pouti a cesta piibytkem — Macuo Ba$é: Uzkd stezka do vnitrozemi. In:
Literdrni noviny, Vol. 11, No. 37/2000, pp. 8. ISSN 1210-0021. (recenze)

Manjésu. In: Literdrni noviny, Vol. 12, No. 20/2001, pp. 8. ISSN 1210-0021. (recenze)

Zemé nasich predstav, nebe v na$ich predstavach — Liman, Antonin: Mezi nebem
azemi. In: Literdrni noviny, Vol. 12, No. 31/2001, pp. 9. ISSN 1210-0021. (recenze)

Dzunic¢ird Tanizaki (Velky ,,T“ moderni japonské literatury). In: Host, Vol. 3,
No. 3/2002, pp. 43-44. ISSN 1211-9938.

Svétlo a stin (Japonska literatura v letech 1905-1965). In: Host, Vol. 3, No. 3/2002,
pp. 45-49. ISSN 1211-9938.

Zatici princ - Musasaki Sikibu: P¥ibéh prince Gendziho. In: Literdrni noviny, Vol. 13,
No. 14/2002, pp. 9. ISSN 1210-0021. (recenze)

Vagen ke svému autorovi neni hfich. S Antoninem Limanem o japonské literatute.
In: Praha, A2 kulturni tydenik, Vol. 4, No. 48/2008, pp. 1, 14-15. ISSN 1801-4542.

Haiku - verSe bez hnévu. In: A2 kulturni ctrndctidenik, Vol. 8, No. 4/2012, pp. 8.
ISSN 1803-6635.

Umélecké preklady

Umezaki Haruo. Bldznivy drak (Kurui tako). Praha: Vysehrad, 1982. OCLC
42165518.

Umezaki Haruo. T¥e$novy ostrov (Sakuradzima). In: Umezaki, Haruo: Bldznivy drak.
Praha: Vysehrad, 1982. OCLC 42165518.

Kawabata Jasunari. PFibéh z dolniho mésta na fece (Kawa no aru Sitamaci no hanasi).
Praha: Vysehrad, 1984. OCLC 39561575.

Cudzi Kunio. Letni pevnost (Nacu no toride). Praha: Vysehrad, 1985. OCLC
39429148.

Tip na predsevzeti do nového roku (ptekl. $esti haiku s komentarem). In: UM, zima
1988, pp. 29.
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Tanikawa Suntaré. pidno (piano), puk puk (wakuwaku). In: Literdrni noviny, Vol. 1,
No. 28/1990, pp. 11. ISSN 1210-0021.

Ooka Makoto. Jako v pisni (Uta no jé ni). Jak spodni voda (Cika mizu no jé ni).
In: KOKORO (¢asopis Cesko-japonské spolecnosti), leden 1992. ISSN 1213-7510.

Dazai Osamu. Vysly$eni (Mangan). In: KOKORO (asopis Cesko-japonské spolecnos-
ti), 1éto 1993, pp. 23. ISSN 1213-7510.

O Zelvé, kterd uméla krasné zpivat. In: KOKORO (¢asopis Cesko-japonské spolecnosti),
podzim 1993, pp. 21-23. ISSN 1213-7510.

Veliky krab (japonské pohadka). In: KOKORO (¢asopis Cesko-japonské spolecnosti),
podzim 1993, pp. 23-24. ISSN 1213-7510.

Vratky z bambusu vstupme do svéta poezie. In: KOKORO (éasopis Cesko-japonské
spolecnosti), jaro 1994, pp. 13. (komentovany pieklad basni haiku).

ISSN 1213-7510.

U pliitku z bambusu zistatime chvili ve svété poezie. In: KOKORO (éasopis Cesko-
-japonské spolecnosti), ¢. 2, 1éto 1994, pp. 14-15. (komentovany preklad basni
haiku). ISSN 1213-7510.

Bledy mésic k rdanu (Milostnd poezie starého Japonska) spolu s dalsimi prekladateli
(K. Fiala, P. Geisler, H. Honcoopov, L. Luckd, M. Vackar). Praha: Mlada fronta,
1994. ISBN 978-80-204-0484-8.

Cukahara, Seisuke. Hlas zemétteseni. In: KOKORO (Casopis Cesko-japonské
spolecnosti), 1éto 1995, pp. 10-11. ISSN 1213-7510.

Isikawa Takuboku. Déd. In: KOKORO (asopis Cesko-japonské spolecnosti), jaro 1995,
pp. 23-25. ISSN 1213-7510.

Oe Kenzaburd. Japonsko, mnohozna¢né, a jd. In: Literdrni noviny, Vol. 6, No. 9/1995,
pp. 1 a 12. ISSN 1210-0021.

Oe Kenzaburé. Prolog o tom, pro¢ pisi romény a ne basné, a étytikrat néco na zpiisob
poezie. In: Literdrni noviny, Vol. 6, No. 5/1995, pp. 13. ISSN 1210-0021.

Tanikawa Suntaré. Zddost o rozvod, V mém téle, Zit (basné ze sbirky Mladenec
klopici o¢i). In: KOKORO (Zasopis Cesko-japonské spolecnosti), podzim 1995,
pp. 19-23. ISSN 1213-7510.

Dazai Osamu. Cugaru. In: Clovék ve stinu. Praha: Mlada fronta, 1996.

ISBN 978-80-204-0544-9.

Dazai Osamu. Selhani (Ningen $ikkaku). In: Clovék ve stinu. Praha: Mlada fronta,
1996. ISBN 978-80-204-0544-9.

Dazai Osamu. Vzpominky (Omoide). In: Clovék ve stinu. Praha: Mlad4 fronta, 1996.
ISBN 978-80-204-0544-9.

Okamacu Josihisa. Rozsévdni (Tane o maku). Prel. spole¢né s Janem Sykorou pro Ces-
ko-japonskou spole¢nost. PCentrum Roznov, 1996, 131 p.

Basnik a ptiroda (preklady ze staré japonské poezie). In: KOKORO (&asopis Cesko-
japonské spolecnosti), zima 96-97, pp. 18-19. ISSN 1213-7510.

Utida Hjakken. Cesta zahrobni (Meido). In: Novy Orient, Vol. 51, No. 1/1997, pp. 30.
ISSN 0029-5302.
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Uc¢ida Hjakken. Vrbové §lahouny (Rjisd). In: Novy Orient, Vol. 51, No. 1/1997,
pp. 28-29. ISSN 0029-5302.

Mijazawa Kendzi. Povétrny bdsnik (cca 220 ver$tt). Cesky rozhlas 3, vysilano 2/1999.

Nakahara Ctija. Vitr v korundch borovic (cca 220 ver$t). Cesky rozhlas 3, vysilino
9/2001.

Izumi Sikibu. Zdvoje mihy - denik a verse dvorni ddmy. Praha: Paseka, 2002.
ISBN 80-7185-457-3.

Izumi Sikibu. Ctvero roénich dob (cca 350 verst). Cesky rozhlas 3, vysilino 9/2002.

Tzumi Sikibu. Basné pro ¢tvero ro¢nich dob. In: Literdrni noviny, Vol. 13, No. 22/2002,
pp. 14. ISSN 1210-0021.

Tzumi Sikibu. Ctvero ro¢nich dob. Praha: DharmaGaia, 2004. ISBN 80-86685-26-8.

Kanami Kijocugu. Stupa a pani Komaci. In: Disk (Casopis pro studium dramatického
umeéni), ¢. 9, zat{ 2004, pp. 107-117. ISSN 1213-8665.

Kobajasi Issa. Miij Novy rok, Praha — Litomys$l, Paseka, 2004. ISBN 80-7185-618-5.

Kanami Kijocugu a Zeami Motokijo. Cesty za pani Komaci. In: Disk (¢asopis pro
studium dramatického uméni), No. 15/2006, pp. 95-106. ISSN 1213-8665.

Zeami Motokijo. Komac¢i od klastera Sekidera. In: Disk (Casopis pro studium
dramatického uméni), No. 20/2007, pp. 119-134. ISSN 1213-8665.

Zeami Motokijo. Komaci papouskuje. In: Disk (Casopis pro studium dramatického
umeéni), No. 6/2011, pp. 128-134. ISSN 1213-8665.

»Japonsti basnici 20. stoleti“ (pteklad vybranych basni - Nakahara Ctja, Mijazawa
Kendzi, Nisiwaki DZunzaburé, Mijosi Tojoi¢iré, Murano Siré, Takamura Kétard).
In: PLAV, mésicnik pro svétovou literaturu, No. 6/2011, pp. 8-12. ISSN 1802-4734.

Ono no Komaci. Do slov md ldska odivd se (pieklad, spolu se Zdenikem Gerychem).
Praha, Vysehrad, 2011. ISBN 978-80-7429-058-9.

Zeami Motokijo. Komaci smyva tus. In: Disk (Casopis pro studium dramatického
umeéni), No 41/2012, pp. 66-75. ISSN 1213-8665.

Saigjo. Odstiny smutku: sto starojaponskych bdsni (spolu se Zdenikem Gerychem).
Praha, Vysehrad, 2013. ISBN 80-742-9338-6.

Sétecu. Podoben mraku Zivot plyne: sto stredovékych japonskych bdsni (spolu se Zden-
kem Gerychem). Praha, Vy$ehrad, 2015. ISBN 80-742-9521-4.
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Prof. Z. Svarcové s Rédem vychazejiciho slunce, zlaté paprsky s nékréni stuhou

Ldska proméni
i lidskou bytost
v musku - svétlusku

zdrici
do viech stran'

Izumi Sikibu. Ctvero roénich dob. Piel. Z. Svarcova. Praha: DharmaGaia, 2004, s. 50.
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Svarcova Zdenka:
Vesmir v nds.
Inspirace a utécha v japonském jazyce a literature.
Praha: Academia 1999, 154 s.
ISBN 80-200-0725-3.

Dita Nymburska

Zdenka Svarcova si v praci s poetickym ndzvem Vesmir v nds vytkla velice nesnadny
cil: jak sama uvddi, pokusila se v ni vymezit lidstvi prostfedky slovesnosti, tj. slovem,
jazykem a literaturou. Ve své filologické analyze vychdzi z uchovanych promluv
a pomoci klicovych slov jazyka postupné rekonstruuje podobu lidského umu jako
vysostné definice lidstvi. Autorka pouziva systém sémantickych hnizd, kterd vytvateji
pravidelné usporddany sémioticky model. Celym textem prolind snaha o nalezeni
kompromisu mezi vnéj$im, objektivnim pristupem okcidentalni civilizace a vnit-
nim, subjektivnim pfistupem orientdlniho svéta. Jako sty¢ny bod mezi témito dvéma
zdanlivé neslucitelnym pristupy nachdzi autorka obecné definované nadani ¢lovéka
reprezentované funkéni soustavou smyslé; smyslové vnimani Zdenka Svarcova ve své
studii nové definuje jako soucinnost $esti vnéjsich a Sesti vnitinich smysli, tedy jako
dvanactidilnou dynamickou soustavu F 12.

Jak autorka sama pripousti, zobrazeni smyslového vnimdni jako dvanactidilné
pravidelné skladby je dosti neobvyklé. Jeji inovativni pfistup vychdzi z japonské
tradice; v souladu s ni priddva k péti obecné uznavanym lidskym smyslim smysl
Sesty, ktery nazyva mluv. Takto definovanych $est smysli ozna¢uje Zdenka Svarco-
va jako vnéjsi smysly. Tuto Sestidilnou strukturu lidského vnimani poté jesté dale
rozsifuje — vyuziva princip interakce vnéjsiho a vnitfniho a dochdzi k dvanactidilné
skladbé, ktera se stava zakladem analyzy promluv. Harmonickym protéjskem k Sesti
vnéjsim smysliim se tak stava Sest vnitinich smyslii — ztetel, tucha, stfeh, cit, vkus
a um. Autorka pohlizi na smyslové vnimani jako na rfadnou strukturu a soucasné
jako na funkci totoznou s trojjedinym zptisobem lidstvi - bytim, Zitim a poznanim.
Pro jednotlivé smysly a jejich kombinace naléza priléhavé atributy.

V autoréinych literarnich a jazykovych tivahach je patrny diraz na $esty smysl
mluv a jeho vnitfni protéjdek um. Mluv Zdenka Svarcova vnima jako schopnost,
ktera ma v celku lidského smyslového vnimani jedinecné postaveni, ponévadz pravée
tento smysl je nejucinnéjsim prostiednikem pfi setkavani jedince s ostatnimi lidmi.
svét, tj. sebe sama i vesmir, ktery jej obklopuje. A diky niternému protéjsku tohoto
smyslu, kterym je um, mize ¢lovék porozumét nejenom okolnimu svétu, ale i sim
sobé. Aby k tomuto porozuméni dospél, potfebuje ovSem vzdy partnera, jenz mu
prostfednictvim vzajemné komunikace umozni, aby nahlédl své vlastni ja.
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Ve svych tivahach vénovanych otdzkam percepce literarniho dila se Zdenka Svar-
cova zamysli nad dvéma odlisSnymi postoji k literarni tvorbé a predstavuje dvé rozdil-
né reality, jez literarni dilo predstavuje: literarni vytvor je z perspektivy tviirce, tedy
spisovatele, ktery zptitomnuje sviij vnitfni svét, realitou vnitfniho svéta, z pohledu
Ctendfe, jenZ se setkava s jiz hotovym vytvorem, se vSak totéz literarni dilo stava
realitou vnéj$tho svéta. Autorka vidi oba tyto piistupy jako ptirozené protikladné
a setkavani autorského a ¢tendtského pohledu tak zobrazuje jako prinik vnéjstho
a vnitfniho prostoru.

Své myslenky a Gvahy Zdenka Svarcova dopliiuje i hojnymi tryvky z japonské
literatury, klicovym textem se vSak pro ni stava jedna z nejznaméjsich basni haiku
nazvana Stary rybnik. Rozborem této kratké, v originale pouze sedmnactislabi¢né
basné také ilustruje praktické pouziti dynamického modelu F 12. Ve svém kom-
plexnim sémiotickém popisu Starého rybnika pfitom nezapomina ani na hlaskovou
sémantiku a aplikaci modelu funkce F 12 zjistuje hldskové ukotveni trojversi v sou-
stavé sémantickych hnizd. Ctenat oceni také velké mnozZstvi grafii a tabulek, které
v prvni ¢asti knihy prehledné znazornuji autoréino pojeti lidského vniméni a ve dru-
hé ¢asti prace jasné zachycuji samotny trojrozmérny model funkce F 12. Vlastni
text prace doprovazi rozsahly poznamkovy aparat, ktery ¢tenati napomiize 1épe se
orientovat v pojednavané problematice.

Publikace Zdenky Svarcové zaujme nepochybné jiz svym neotfelym nazvem Ves-
mir v nds. Toto pojmenovani je adaptaci hesla U¢ti wa ware ni ari (Vesmir je v nds),
pod nimz v roce 1992 vydalo japonské nakladatelstvi Cikuma v padesati svazcich
vybér vyznamnych dél modernich japonskych spisovateld. JiZ volba nazvu tak pou-
kazuje k literarnimu obsahu dila. Sama autorka v pfedmluvé uvédi, ze nezamyslela
vytvorit dal$i knihu z fady obvyklych literarnich studii, ale chtéla ¢tenafi predlozit
praci, jez hovorti ,,0 zivoté literaturou®. Nepochybné Ize fici, Ze zdmér, s nimz své dilo
psala, se ji podaril uskute¢nit. Publikace Vesmir v nds je mnohem vice nez jen odbor-
nou analyzou pojednavaného tématu — Zdenka Svarcové ve své knize predklada svou
vlastni predstavu o nadani ¢lovéka orientovat se ve svété i ve vlastnim nitru a pre-
svéd¢ivé dokazuje, Ze pravé ,,Zivot literaturou® je cestou, jez vede ¢lovéka k tomu,
aby své nadani naplnil.
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Baresova Ivona:
Japanese Given Names:
a Window into Contemporary Japanese Society.
Olomouc: Palacky University Olomouc 2016, 242 p.
ISBN 978-80-244-4976-0.

Alice Kraemerova

V minulém roce vydala japanolozka Ivona Baresova knihu o japonskych jménech
jako vysledek svého mnohaletého zkoumani a shromazdovani poznatku o tom, jaka
jména davaji Japonci svym détem. Jak je patrno z literatury, publikovala autorka
o tomto tématu jiz dil¢i ¢lanky v roce 2013 a 2015, coz svéd<i o dlouhodobém zdjmu
o tuto tématiku a asi také bude dtivodem velmi peclivého, podrobného a ditkladného
zpracovani tématu. Kniha je psana anglicky a to ji pfedurcuje, aby se stala dobrym
pramenem pozndani nejenom pro ceské studenty japanologie.

Celd kniha je rozdélena do uvodu, $esti kapitol, literatury a dodatki. Uz
v samém uvodu si autorka vytycuje cil své prace, coz je prozkoumani zpisobu,
jakym se v Japonsku davaji détem ,,kfestni jména‘, jakd jména byla a jsou nejvice
frekventovand a jak se typologie jmen proméiiovala v ¢ase. ,,Kfestni jména“ je samo-
zfejmé nepresny preklad, ktery se pouziva v cesting, aby bylo na prvni poslech jasné,
o které z obou vlastnich jmen se jednd. V anglictiné volila autorka spravné souslovi
»given names" jako nejpresnéjsi a zcela vystihujici skute¢nost. Vzapéti po vymeze-
ni cile nasleduje charakteristika jednotlivych kapitol, které jsou sestaveny logicky
od zékladnich vysvétleni a vymezeni, pies historické souvislosti, az k samotnému
vyzkumu soucasnych jmen na zékladé vybraného vzorku.

Prvni kapitola pojednavé o tom, jak se jednotliva jména sestavuji a jaké jsou jejich
zvladtnosti. Kromé stru¢ného historického exkurzu obsahuje kapitola i vysvétleni
ke zvlastnostem znakové stranky volby jména, kterou je potfeba vysvétlit ¢tenartim,
ktet{ znakové pismo neznaji.

Druha kapitola se vénuje historickému vyvoji od druhé poloviny 19. stoleti
do soucasnosti. Velmi zajimava a piinosnd je ¢ast o tom, jak rodice pfi vybéru jmen
prihliZeli nejen ke krasnému vyznamu znakd, k jejich estetické hodnoté a k prijemné
zvukomalebnosti, ale také ke spolecenskému vyznamu pojmenovdni svych déti,
at uz v jednoduse prihlednych narazkach (dva bratry pojmenovali Kunio a Ma-
velmi nesnadno na prvni pohled odhalit. Ale na druhou stranu tyto literdrni odkazy
a vypujcky jsou odeddvna vlastni jak japonské proze tak poezii.

Treti, ¢tvrta a pata kapitola predstavuji spolecné jadro celého vyzkumu: zkoumani
soucasnych jmen na zdkladé témét 8 500 jmen danych détem narozenym mezi lety
2008-2014. Nejprve je zkoumdna grafickd a fonologicka stranka, ve ¢tvrté kapitole
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jsou jména rozdélena podle pouzitych znakt do kategorii na ,Zenské®, ,,muzské“
a dalsi podle jejich vyznamu. Pata kapitola pak shrnuje dalsi vlivy, které pisobi
na vybér jmen, jako jsou napft. nadéje a tuzby rodi¢t, ro¢ni doba, kdy se dité narodilo
a spolecenské zalezitosti. Je velmi pozoruhodné, jak se do vybéru jmen promitlo
i tragické zemétieseni z 11. bfezna 2011 v severnich japonskych oblastech. Teprve
historie zhodnoti, jak se tato ptirodni katastrofa projevila v rtiznych oblastech Zivota
japonské spole¢nosti. Podkapitola o katastrofou ovlivnénych jménech jisté prispéje
malym dilkem do této mozaiky.

Sesté kapitola vystizné shrnuje vysledky, ke kterym se autorka dobrala. Po této
kapitole je$té nasleduje obséhly seznam literatury a tfi dodatky, z nichZ prvni obsa-
huje tabulky nejoblibenéjsich jmen ve tiech poslednich érach: Taisé, Séwa a Heisei.
Tabulka je prejatd, ale velmi zajimavd, a slouZi jako doklad autor¢inych tezi. Druhy
dodatek se také uzce vztahuje k textu - jedna se o tabulky nejpouzivanéjsich zna-
ka. Posledni, tfeti dodatek je abecedni seznam jmen podle jejich ¢teni rozdéleny
na zenska a muzska jména, coz je dulezité, protoze nejenom cizinci, ale i Japonci
samotni maji nékdy problém urcit, zda se jedna o Zenské nebo muzské jméno, a to
jim vétsinou ,.kfestni“ jméno slouzi k tomu, aby rozpoznali, zda se jednd o Zenu
nebo o0 muze, z pfijment se to rozpoznat neda.

Kniha obsahuje kromé mnoha statistickych dat i fadu konkrétnich ptiklada -
od str. 29, kde zacind prvni priklad, jak se rodi¢e rozhodovali o jménu ditéte, nasle-
duje jesté 105 dalsich oznacenych ¢islem v zdvorkach a pravé tyto piiklady dodavaji
knize na zajimavosti pro ¢tenafe a zcela jedine¢né autenticity. Na druhou stranu
predstavuji tabulky, grafy a dodatky tctyhodnou sumu ptehledné rozttidéného stu-
dijniho materidlu. I poznamkovy aparit je dobfe zvladnuty, pozndmkami pod ¢arou
autorka Setfila, citace z literatury jsou uvedeny v zavorkach v textu, coz je dobfe,
netfisti se tim pozornost ctendre.

Velmi cennym ucebnim materidlem bude jisté tato kniha pro studenty, protoze
¢teni japonskych jmen patfi k nejtéZsim disciplindm, zépasi s tim i samotni Japon-
ci, obtiZné ¢teni jmen slozenych ze znaki a naopak spravné zapsani jména znaky
predstavuje jeden z diivod, pro¢ Japonci obvykle vlastni vizitky a jejich podanim se
predstavuji. Pak nedojde na zdlouhavé vyptavani, jak se spravné jejich jméno pise.

Ctenéfe, kteti nejsou japanology, zaujme jisté to, co z evropské praxe pojme-
novavani narozenych déti nezname: japonska rodina si jméno nevybira z predem
daného kdnonu, ale sama tvori a prihlizi pfitom k rodinné historii, spole¢enské
situaci, k vhodnosti znakd a to nejen co do vyznamu, ale i zvukové podoby, také
k poctu taht. Je mozné usoudit, Ze ¢im méné se v Japonsku rodi déti, tim vétsi
péce se vénuje vybéru jejich jmen. MoZzna by za téchto okolnosti stdlo zminit i né-
které dalsi sociologické vyzkumy (porodnost, rozdil mezi méstskym a venkovskym
obyvatelstvem, pfipadné rozdil mezi oblastmi Japonska nejvice na severovychodé
a témi na jihozdpadnim konci apod.), ale je jasné, Ze by tim kniha nabyla na zna¢né
objemnosti a vyvstava otazka, zda by podobnd podrobna sociologicka data néjakym
podstatnym zptisobem prispéla k vyzkumu jmen.
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Na zavér je tfeba konstatovat, Ze se vzdor velmi odbornému zpracovani kniha
dobfe ¢te, je psana dobfe srozumitelnou anglictinou a jisté zaujme i ty, ktefi se
studiem japonstiny nezabyvaji. A tém, ktefi se japonstinou ptipadné japonskym
uménim ¢i uméleckymi femesly zabyvaji, je nutné popfrit, aby se autorka nékdy
v budoucnosti pfi pfipadném dal$im zkoumani jmen vénovala i exkurzim do dév-
néjsi historie, coZ by bylo neméné zajimavé, protoZe japonsti literati a umélci nikdy
nevahali a pfijimali dal$i a dalsi pseudonymy podle toho, ktery slavny uditel je ucil
nebo kterému se chtéli podobat, ve které etapé své tvorby se pravé nachazeli nebo
kterd jména jim pripadala vtipnd. Posledni etapou takového hypotetického vyzkumu
uz by byl jen vyzkum kaligrafické podoby znaku ve jménech.
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Matela, Jifi; Ivona Baresova a Barbora Dohnalkova:
Japonskad kultura.
Olomouc: Univerzita Palackého v Olomouci, 2015, 112 s.
ISBN 978-80-244-4469-7.

Hana Kloutvorova

V roce 2015 vydala Univerzita Palackého v Olomouci vysokoskolska skripta Japonskd
kultura od autora a autorek Jitiho Mately, Ivony BareSové a Barbory Dohnalkové -
o erudici autorti nelze pochybovat, nebot vSichni tfi jsou zkuSenymi japanisty. Skrip-
ta, jejichZ cilovymi ¢tendfi by méli byt zejména studenti prvnich ro¢nika japonskych
ryst japonské kultury. Skripta jsou rozdélena na devét kapitol, pficemz prvni tfi
kapitoly maji spiSe teoreticky raz.

Prvni kapitola ve stru¢nosti pfinasi teoreticko-metodologicka vychodiska
pro zkoumani kultury obecné a vénuje se také historickym nédhlediim na kulturu.
Dale obhajuje ptistup celostni filologie (vcelku pochopitelné, nebot autofi sami jsou
filology). Druha kapitola pojednava jiz pfimo o teoriich japonské kultury, vyznac-
nych konceptech (napt. koncept amae) a autorech, zejména z japonského prostiedi,
ktefi se vyrazné zapsali do déjin zkoumani japonské kultury. Informace o zivoté
jednotlivych myslitelii jsou uvedeny do kontextu jejich dél a kapitola tak, i pres toto
teoretické zaméfeni, plisobi ¢tivé a srozumitelné. Za velmi pfinosny povazuji tvod
do problematiky orientalismu, na ktery je ¢aste¢né navazano znovu je$té v osmé
kapitole, a vysvétleni teorie nihondZinron (opét zminéné i v osmé kapitole), nebot
oba koncepty jsou casto sklonované v ramci antropologického zkoumadni, proto je
vhodné, aby se s nimi studenti seznamili jiz v pocatku svého studia.

Treti kapitola se vénuje pojeti casu a prostoru v porovnani mezi japonskou kul-
turou, zidovsko-kiestanskym prostfedim a antickou feckou kulturou. Toto zatazeni
ma své opodstatnéni, nebot s pojetim prostoru souvisi nékteré zdsadni fenomény
japonské kultury a zejména cyklicky kazdodenni ¢as je pak vychodiskem pro patou
kapitolu skript.

Nasledujici ¢tvrta kapitola se jiz vénuje nékolika klicovym konceptiim utvarejicim
zejména usporadani japonské spolecnosti, jakymi jsou napriklad uci - soto (poje-
ti srovnatelné s in-group a out-group) ¢i vertikdlni spole¢nost tate Sakai, a jejich
kofentim. VSechny tyto koncepty jsou opét vysvétleny strucné, ale srozumitelné,
a ackoliv se tak na pomérné malém prostoru objevi velké mnozstvi termind, které
moznd student béhem prvni cetby nezvladne véechny zpracovat, béhem pokracuji-
ciho studia se mnohé tyto japonské vyrazy postupné stanou samozfejmou soucasti
jeho slovni zasoby a tato kapitola tak nabizi jejich uceleny prehled.
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V souvislosti s jiz zminénym pojetim ¢asu v japonské kultute je patd kapitola
rozdélena na dvanact mésicti (gregorianského kalendare) a zamétuje se na vyznaéné
svatky, obyceje ¢i sezonni aktivity typické pro dany mésic a obdobi. Takovy popis
je v souladu s tim, jak vyznamnou tlohu pro japonské uméni a celou kulturu hralo
sttidani ro¢nich dob. Kapitola se ale nevénuje jen svatkim ryze tradi¢né japon-
skym, ale na ptikladu Vanoc ¢i svatku Svatého Valentyna ukazuje typicky charakter
japonské kultury — otevienost prejimani elementt z odlisnych kultur, ale zarovern
schopnost je pretvotit ¢i prizptisobit.

Sesta kapitola je vénovana japonskému jidlu a etiketé stolovani, prindsi tak étenafi
mnoho novych specifickych termint a ukazuje, Ze japonska kuchyné neni omezena
jen na notoricky zndmé susi. Sedma kapitola se potom zabyva tradi¢nim japonskym
konceptii (mono no aware, iki apod.) by mélo studentiim napomoci v nasledném
studiu zejména klasické literatury, a je tak vice neZ vitané.

Pro vétsinu studentt v§ak budou pravdépodobné ¢tendafsky nejvdéénéjsi posled-
ni dvé kapitoly: osma vénujici se stereotypizaci Japonska a jeho obrazu v zdpadni
kultute a devatd, popisujici prvky soucasné popularni kultury, jakymi jsou japonska
kinematografie, manga, anime i cosplay. Je vysoce pravdépodobné, Ze se s mnohymi
studenti jiZ setkali napfiklad na internetu na rtiznych blozich ¢i diky vlastnimu spe-
cifickému z4jmu, zde jsou jim vSak informace podany ucelené a v $ir$im kontextu
(a v neposledni fadé ¢erpaji z vérohodnych zdroji).

Mnoha kulturni specifika jsou sice spojena s japonskymi nabozenskymi tradice-
mi, av§ak stru¢ny popis nejvyznacnéjsich japonskych ndbozenstvi v téchto skriptech
neni. Lze ovéem predpokladat, ze skripta vychazi v sérii dal$ich ucebnic pro japa-
nisty, a popis nejvyznamnéjsich japonskych nabozenstvi 1ze tedy nalézt jinde, proto
jejich absenci zde nelze povazovat za opomenuti ¢i chybu.

JelikoZ jsou skripta urcena pro zac¢inajici studenty, je vétsina japonskych pojmu
okam?zité vysvétlena. Znakovy zapis konkrétniho pojmu je pak uveden pouze vyji-
mecné. Celkové typografické zpracovani je velmi prehledné. A ackoliv jsou skripta
primarné zaméfena na studenty prvnich ro¢nikua japonské filologie, jsou koncipo-
vana jako uvodovd a neptredpoklddaji hluboké znalosti o japonském jazyce, kultute
a historii, mohou tak byt doporucena i jako podklad ¢i doplnujici ¢etba pro studenty
¢i pedagogy dalsich obort, ktefi v ramci své specializace ¢i oblasti zajmu hledaji
vystizny zpiisob, jak uchopit nékterd specifika japonské kultury, aniz by sklouzli
ke stereotyptim ¢i nepfesnostem. Stejné tak mohou v publikaci objevit nové souvis-
losti ¢i informace i pokrocilejsi studenti japonské filologie, ptipadné pouzit odkazovy
aparat jako zdroje pro své vlastni zkoumani.
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