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CHAPTER VI

Shizuki’s Japanese Sources on
Language
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Since [Westerners] do not comprehend the significance of li-c#’i and
yin-yang, their theory of material phenomena is vulgar and unrefined.
But this vulgarity appeals all the more to the ignorant populace, and
stupefies them. “Portuguese scholars” are convinced of the superiority
of their own learning and so go abroad to preach it. But their study is
utterly erroneous and prejudiced. Their preachment on the past and
future worlds are full of phantasms.

Mukai Gensho [f]F£-7¢ T (1609 — 1677), in Kenkon bensetsu 524 5735
(1659)!

! Original quote copied by me from National Diet Library Digital Collections’ 4# 1-2189,
folios 7v-8r. English translation from NAKAYAMA (1969, 91). My brackets. Do notice that the
author was referring to nanbangaku, the ‘studies of the southern barbarians’ that probably
mostly corresponded to Portuguese studies.
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6. Shizuki’s Japanese sources on language

6.1  Theory of language by Ogyii Sorai and the Neo-Confucian
school

Ogytu Sorai (1666 — 1728) was born in Edo. His father worked as a samurai
physician for the soon-to-be third shogun Tokugawa Tsunayoshi 7&)11#i7 (1646 —
1709). Since his youth, he had been influenced by the school of Confucian It6 Jinsai
{75 (1627 — 1705). Ogyii was raised as a scholar of Confucianism (jugaku f#
%) though he subsequently got persuaded by the Neo-Confucian movement
(shushigaku “&-1-5%). This happened after he learned kanbun when he found himself
struggling with fundamental doubts: What does it mean to be able to read kanbun?
Was the Japanese way of reading kanbun correct, or had the proper use of the
classical Chinese language been corrupted? After extensive research, he came to the
conclusion that his doubts were well founded and he did, indeed, find improper uses
of kanbun among his contemporaries. For this reason, he started to pursue the
correct use of kanbun, focusing on the concept of kundoku (i.e., the Japanese reading
of kanbun) and on the idea that one should not simply “read kanbun in Japanese”
(kun §, but rather “translate” the content into Japanese (yaku R). He believed that
if one does not properly understand the Chinese language in the way the people of
the ancient times did, one cannot be able to follow “the way” (dé i&). It is on the
basis of these motivations that Yakubun sentei 3R SCZEE (henceforth Yakubun) saw
the light (TAJRl 2012, 81-83). The first edition of Yakubun sentei has been
published in 1714 or 1715, though it only included some preliminary studies of
Ogyii, appearing with the complete title of Yakubun sentei shohen R CZEE: ¥R
(‘The First Set of Yakubun sentei’). Initially, a “second set” (kohen t4¥) was also
supposed to be published, however Ogyti apparently changed his mind, and stopped
working on this project. The second part of the book did eventually come out
posthumously in 1796. Apparently, the work known as Kun 'yaku jimé FIFR-NZ2
was also published posthumously in 1738 and is to be considered a plagiarized
version of Yakubun sentei (AIHARA 2019, 12).

A fundamental issue that | would like to raise here is the fact that, as a general rule,
not much is written about him — if any at all — in the context of kokugogakushi, the
“history of Japanese linguistic investigations”. This is because research on so-called
“Japanese linguistics” mostly considers those works that focused on the analysis of
the Japanese language, and not on the history of the investigations on language in
Japan. As | have already mentioned, Chinese studies had been flourishing well
before Japanese studies emerged and, undoubtedly, Japanese studies borrowed
immensely from the research on Chinese. As | will demonstrate in Chapter VII,
Ogyii Sorai has been extremely impactful in Shizuki’s understanding of language,
since he provided not only a methodology for the learning of Chinese, but also a rich
contrastive analysis of Japanese, specifically when it comes to morphology.
Furthermore, as I will expand on in the following pages, Ogytu allowed for the so-
called “vernacular language” (zokugo {47%) — the spoken Japanese of the time — to
be used both as an instrument by means of which to teach the classics, as well as a
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reference for the description of linguistic features. FURUTA & TSUKISHIMA (1972,
227), consider Ogyti as a bridge between Sinology and Japanology.

Ogyt’s education starts from his autodidactic learning in the rural town of Kazusa

# , contemporary Chiba T %#£, where Ogyii distinguished himself as an
exceptional mind, independent from well-established methodologies of traditional
academia. This allowed him to develop his own vision more freely with regard to
the manner of studying the Chinese classics and language. Fundamental to his vision
was the idea that the Chinese language should be conceived of as a full-fledged
foreign language that is needed in order to understand the classics, as opposed to the
traditional conception of Chinese as a crystalized linguistic code of literature and
philosophy. Consequently, he concluded that Chinese had to be studied as a lively
language, including its pronunciation and grammatical features. On this topic, Ogyt
also strongly criticized his Confucian colleagues who could only understand Chinese
in its written ancient form, in a rather mechanical fashion, disregarding its sounds
and morphosyntax, that allowed for a more arbitrary rearrangement of the units of
meaning of Chinese text, thus distancing from the supposed original sense. Ogya’s
goal was to come to the deepest and most faithful understanding of the way the
ancient sages envisioned the world, but he did so by questioning the more recent
interpretations that he believed to be based on fallacious and corrupted
understandings of language. Language, as opposed to metaphysics, takes the core
role in the exegesis of Confucian classics in Ogyi’s school. In addition, Ogyi also
believed vernacular language (zokugo {4&%) to be an extremely powerful tool in
order to make the Japanese reader really understand the contents of such classics, in
spite of the often-obscure classical use of Japanese. This was, at the time, a new
approach that strongly influenced his contemporaries even outside Confucian
circles, and that is also visible in Shizuki’s study of Dutch. Ogyii’s ideas have led
him to a rather critical position toward, not only his contemporaries in authoritative
Japanese academia, but also earlier works by Chinese authors (PASTREICH 2001,
119- 125).

In the first volume of Kun-yaku jimao, folio 6r, one can read the following excerpt on
“popular language”.

o .77 ok . In Japanese, there are many styles, one is
@Eg%ﬁii /ED? i 5ﬂfy?;yﬁ normal speech. Within the normal speech there
- D B % are variations such as the speech of the capital,
/i ,,fﬂ MEREET . s and that of the countryside. There is also the
ST U R ) E 7 ), Hi/fn o B A | language of shosatsu and that of soshi.
=%, =TV, o piEs, B | Similarly, also the language of the Tang is
v 7 ~w | varied. The popular language of the Tang

S WEEF Y, @b REN, FE S
TV, B SUNE L ERLFETY,
W FETY, R FEN, HE

TV, HRN=X, R H5=
FELX

W7, @ W EZITY, #XIE

corresponds to the common language of
Japanese people today. The language of the
countryside corresponds to the dialects of the
Tang. The language of shosatsu corresponds to
the language the Tang use in their shosatsu.
Our songs correspond to the poems of the
Tang. The words of our sashi correspond to the
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text of the shoseki. Within these, the
expressivity of languages also varies with the

passing of time. You need to understand this if
you want to make a translation. For example,

A2y
W =T TN SO0 T VR

F U, RUT. AA HEH  F N H A | in Japan, the language of soshi is proper. The

ELEY #n#z | same goes for the shoseki of the Tang.

Ko7 LE =TV Zvan, BEEY | However, the language used in Japanese sashi
= by

has become unreadable. Thus, without the
study of songs, we would not be able to
Z4UA3Y

V. X B =R, e understand them completely. The popular
° o ° language of the Tang is also improperly used.
LB EEXVE ) FH TS #8EE | Therefore, what | will do is translate the
TF R EET LT, shoseki of the Tang into the popular language
of Japan, taking the different styles into

consideration.

VTN, W T, G5 A

Ogyt points out how languages vary through time, but also according to the literary
genre that is being used. He points out some correspondence between the Chinese
language used in specific genres and the Japanese language used in literary genres of
Japan. He also adds that the spoken “vernacular” language of the Chinese is rather
different from the ancient and literary form as it had been preserved by the classics
of Chinese literature, in the same way that vernacular Japanese is different from the
language used in Japanese classics that can only be understood after pursuing the
kagaku scholarship. Because of the numerous varieties of both languages, Ogyt
decides to provide translations in the Japanese vernacular language to the Chinese
texts.

Ogyt was very much determined to study spoken Chinese. In order to learn the
current pronunciation of that language, he also lived in a Chinese Zen Buddhist sect
in Obaku &%, not far from Kyoto, where he was taught the phonology of Chinese.
The focus given to spoken language was rather innovative even if one considers the
long tradition of Siddham-derived studies on phonology, that could be considered to
be fundamentally serving the oral rendition of literary language. Ogyu, instead,
believed the learning of spoken language to be relevant on its own and promoted its
active use and teaching in his Translation Society (yakusha #R£L) he founded in
1711 with his brother Ogyt Hokkei 3K4=4ti% (1670 — 1754). For the learning of
spoken language, he found inspiration in the practices developed by the interpreters
of Nagasaki, whose teachings he believed being one of the three fundamental pillars
of Chinese studies (PASTREICH 2001, 126-133).! His embracement of spoken and
vernacular language gains particular relevance if one considers the notorious
disparagement perpetrated by Sugita Genpaku, for example, who lowered the
interpreters’ linguistic abilities calling them “men of tongue” (setsujin & A). The
focus of Ogyii on reproducing Chinese pronunciation was certainly not shared by

1 He referred to this as kiyo no gaku W[5 D%, with Kiyé being the former name of Nagasaki.
The other two pillars were ‘translation studies’ yakubun no gaku R 3L~ and ‘ancient
phraseology’ kobun jigaku w7 SCFE (PASTREICH 2001, 131).
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everybody. One of Ogyt’s harsher critics was Arai Hakuseki, who was also engaged
in Dutch studies.

He claimed that:?

“Wanting to copy ‘Chinese pronunciation’, learn to mumble with bad accents a few
phrases of the sort of Chinese spoken by the crews of the ships that come to
Nagasaki [...] What is called ‘Chinese pronunciation’ is the vernacular spoken by
Chinese of this kind of low station. [...] [T]hat it is of no use in mastering the
language of the ancients is evident from the fact that the prose and poetry of these
people studying ‘Chinese pronunciation’, for all their boasting about it, is
unreadable [...] To refer to the language spoken by the crew and sailors who come
to Nagasaki as ‘flowery [Chinese] sounds’ is to regard our country as barbaric. [...]
There could be nothing else so disloyal and lacking in propriety toward our
country.”

This type of aversion toward spoken language, was anything but uncommon and
could be considered as a general bias of Edo scholars who worked closer to the
higher bureaus of the government, afar from the “vernacular” language with fewer
chances to train their speaking skills talking to native speakers of Chinese, who
mostly were merchants located in Nagasaki. While there certainly were differences
between the local variety of Japanese used in Edo, and that used in the very far
island of Kytishii, where Nagasaki is located, this is probably a prejudice originating
from the shinokosho ==& 174 arrangement of classes, typical of feudal Japan,
where the merchant class (s#é %) was at the bottom of the hierarchy. In this regard,
the figure of Ogyl Sorai appears to be an exception since, even though he was born
in Edo, his self-described exile in the countryside allowed him to appreciate a less
elitist lifestyle that, in turn, allowed him to be more accepting of non-literary forms
of language, both regarding Chinese and Japanese. This could also be conceived of
as the reason why Ogyl opposed, to some extent, the existing academic
establishment. Nonetheless, Ogyt’s scholarship was still rather elitist in nature, as
will be clear by the end of this paragraph.

Among Ogyii’s publications, Yakubun sentei sR3CZEE is generally recognized as
his most impactful work on language. This book, whose title could be translated as
“A Tool for Translation” uses the metaphor of a fishing net (sen Z&) and a trap for
rabbits (tei #f#) as tools that are only useful until the prey is caught. This idea is
derived from the Taoist Chinese text Zhuangzi 1-+-,® who considered words as tools
serving a very specific purpose, that could be neglected once their goal was fulfilled.
Just like one does not need the trap after catching the prey, one does not need words
anymore, once the message they carried is successfully conveyed (PASTREICH 2001,
131). This work has inspired Maeno Rydtaku’s Oranda yakusen FlIEFRES “Fishing
Net of Dutch Translation”, an influence that is clear already in its title (TAJIRI 2012,

2 English translation by TuckEeR (2006, 46).
3 The romanization Chuang Tzl is also attested, while Sashi or Sgji are both viable Japanese
renditions.
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156). In order to accomplish the conveying of one’s thought by means of words,
Ogyt regarded it necessary to define accurately such words used in communication.
This is the fundamental reason that motivated him to compile Yakubun and that is
still visible in Kun'’yaku jimo, that | will also discuss. Both are lexicographical
works, where Chinese characters are listed and defined in order to distinguish their
meaning from semi-synonyms and antonyms. As | have claimed in Chapter 1V, a
consequence of the kundoku practice was the association of one word with different
Chinese characters, in those cases in which Japanese did not distinguish between
two or more different nuances in meaning. An example of this phenomenon can be
seen in Yakubun’s introduction, where the author mentions the difference between
the Chinese characters kan B and sei &, both glossed as shizuka in Japanese,
meaning “peaceful”, “quiet”, that were to be used in different contexts, in Chinese.
In order to correct such inaccuracies, Ogyt proposes to provide a guide to Japanese
people to understand these different meanings and make use of Chinese characters
with greater awareness. The necessity of understanding the difference between the
modern “corrupted” usage of words, as opposed to that of the ancient times, is
evident in the following quote from his Sorai sensei gakusoku £H 73 4 & = Al
(‘Master Sorai’s Instructions for Students’, 1717), where he claims: 4

“Space is like time; time is like space. Thus, if we see the old words in terms of
today’s words, or today’s words in terms of the ancient words, then in both cases
they will be gibberish. There is no difference on this point between the ancient
Chinese language and the Indian. The times change, bearing the words along; the
words change, bearing the Way along. That ‘the Way is not clear’ is due chiefly to
this fact.”

6.1.1 Theory of translation in Yakubun sentei

Consistently with his self-affirmed contrariety toward the traditional approaches to
the analysis of the classics, Ogyi also proposed an original approach to kundoku and
to the idea of translation. As | have already mentioned in 5.1, whether the Japanese
practice of annotating Chinese texts ought to be considered a type of translation or
not has always been at the center of debates, and it remains so to this day. Ogyi
discusses this in the introduction to his Yakubun sentei, in the following manner:®

“(2) Scholars in this region use the local language in their reading of Chinese books.
This approach is known as wakun (Japanese annotation). The term takes its meaning
from the word “annotation” (kunko FJIiE), but in effect it is actually a “translation.”
Yet readers do not know that it is a translation. Men of old said, “If one reads a
book through a thousand times, its meaning naturally reveals itself.” As a youngster
| often wondered how those men of old were able to read when the meaning was
unclear. The problem was that | did not understand that one reads Chinese books
from the top straight down in the same manner Japanese read Buddhist dharani.

4 Quoted from BuscHELLE (2020, 168).
5 English translation by PASTREICH (2001, 146- 149).
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Thus even if one does not understand the meaning of a passage, one can nonetheless
read it out loud. If one follows the reading habits of this country, one must first
invert the word order and turn around the Chinese characters until they conform to
our native language. That done, the meaning is understood when one reads it in
Japanese. If the meaning is not understood, the passage cannot be read. Verily
wakun deserves its name. Moreover, wakun appeals to scholars because it makes the
task so easy.

But this country has its own language and China has its own language. The
morphologies of the two languages are essentially different; How can we unite
them? When we approach the problem by using the inverted word order of wakun
annotation to read Chinese, although it may seem that we comprehend, what we get
is in fact a distortion of the meaning.

People of our age are unaware of this fact. In their reading and composition they
rely entirely on wakun annotation. Even if one’s understanding is profound and
one’s erudition extends to all matters, still if one depends on wakun annotation,
one’s understanding of the writings of the ancients will be like scratching at an itch
through a boot. Every time one takes up a pen and tries to express one’s thoughts in
writing, one’s words will be as incomprehensible as the mumbling of barbarians or
the chirping of birds. The reason is none other than what | said before: wakun
annotation makes the task easy; in actuality wakun annotation is a curse.

Therefore learning the language of the Chinese and apprehending its original
features should be the primary task of the scholar. Moreover the original features of
that language are unknown to the Chinese themselves. How are they any different
form the inhabitants of Mount Lu not known its true features? If we take our
Japanese language and use it as a means of investigating the Chinese language, we
come to understand what exactly the Chinese language is in a manner impossible for
the Chinese — Just as the northerner goes south can perceive that the climate is
sunny and warm, whereas the southerner who lives there does not notice anything
unusual.

Let us consider the process by which Chinese word order is first inverted and
afterward read in the wakun system. The syntax, overall structure, and phraseology
are completely changed from what it was. In addition to the wakun expansion,
sutegana must be added after each Chinese character before it can be read. We can
tell from this fact that the Japanese language employs more particles than does
Chinese. Chinese final particles such as ye H1, yi %, or yan % have no wakun
annotation in our language. Similarly, there are no cases in which particles of our
language have corresponding Chinese characters.

We can see, then, that the principles underlying grammar, phraseology, and syntax
differ for Japanese and Chinese. In many cases, different Chinese characters are
assigned the same Japanese wakun readings. There are also examples of Japanese
words that are never employed as wakun readings for Chinese characters. Therefore
we can deduce that Chinese words do not necessarily have equivalents in Japanese.
So also it follows that there are words in Japanese that have no equivalent in
Chinese. One wakun reading can be applied to many different Chinese characters
and one Chinese character may have many different wakun readings. The Chinese
and the Japanese language match up with each other unevenly, and do not fall into a
one-to-one correspondence. Chinese compounds such as “righteousness” and
“morality” (daode B &), “vitality” (shengming ZEy), and “male element” and
“female element” (yinyang FzB5) have wakun readings. We can thus deduce that,
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when in the land of the sages the names were determined and the teachings
established, some things could not be fully expressed in ordinary words.

As for Chinese characters that have different connotations but are assigned similar
wakun readings, or Chinese characters with uncertain wakun readings, they are more
accurately translated with modern expressions. We can tell that in the past, when
wakun readings were assigned to Chinese characters, the words in our language
were few. In the writings of later ages, however, the number of words in Japanese
doubled and tripled at an increasing rate. Yet the word order, overall structure
phraseology remain essentially the same.”®

The most relevant issue in this extract is Ogyl’s idea of translation. Ogyi believes
that the practice of kundoku annotation — to which he refers with the term wakun i
3l — should not simply be interpreted as “annotation” (kunko FlI5%) but, rather, as a
full-fledged “translation” (yaku R). With this, he means that, if one considers the
practice of kundoku as an annotation, this implies that they would be annotating a
Chinese text into Japanese, which will impair the correct understanding of the
contents. Ogyi insists that a proper kundoku should represent a complete translation
into the target language, to clarify the otherwise unintelligible contents of the
original Chinese source. He laments that his contemporaries seem to fail to grasp
this, only considering wakun as a form of aid to the reading of Chinese, while the
reality, according to him, is that the text resulting from the addition of kundoku
annotation should, in fact, eventually lead to a translation into Japanese. A few lines
after that, he also claims that since wakun is a translation of an original text into
another language, the resulting text can only provide a “distortion” (kenkyd Z£7%) of
the original meaning. This reasoning explains why he also believes in the necessity
of actually learning Chinese in order to understand the contents of the classics,
instead of relying on the “Japanese translation” that, inevitably, leads the reader to
misinterpretations. Such misinterpretations are caused, as he acknowledges, by the
fact that there is no one-to-one correspondence between Chinese characters and
Japanese words, with the same word being used for many characters or the same
character being read in a multitude of ways.

61 would like to clarify some of the terminology used here, and its English translation.
PASTREICH uses the term “morphology” to render the term taishitsu A&, that literally means
‘quality of the body’, and employs the phrasing “grammar, phraseology, and syntax” to
translate the terms gomyaku 7&JJK ‘word-connection’, and bunsei (2%, that | will cover
below. Although functional in the context of PASTREICH’s translation, these terms can lead to
the misconception that these Greek-Latin concepts had already been introduced in Japan, or
that they had direct corresponding ideas, although that certainly was not the case. PASTREICH,
notably, translates the word josei 87 as “particles’. This term josei is used by Ogyt to refer
to the category of words to which the Chinese particles ye 1, yi 2, or yan % belong to, thus
analogous to the category of joshi/jogo. However, as | have discussed in 5.5, this whole
category had a very specific historical development, and the use of the word “particle” to
translate josei might be inconsistent with the language otherwise adopted within the present
research.
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Another interesting issue brought up by Ogyi in this introduction concerns the
special connection between Japanese and Chinese against other languages.

In the third point of the introduction, he writes the following: 7

(3) The word “translation” contains within it the deepest truth about the act of
reading. As we all know, all Chinese texts consist of words. The words are Chinese.
Since the language of foreigners from such countries as Holland are fundamentally
different from that to which we are accustomed, naturally the foreigners speak in
incomprehensible words as distant from human sentiments as are the squawking of
birds and the yelping of beasts. China and this country, however, share the same
linguistic sensibility.

Here, Ogyt puts forth a bold claim, namely that the Chinese and Japanese
languages are supposedly in a tighter linguistic connection when compared to other
languages, like Dutch, that are completely foreign to Japanese linguistic features.
While the influence that the Chinese language had had on Japanese is certainly
undeniable, it is interesting to notice that all other languages, including the arguably
more popular Dutch language, were considered unintelligible from the standpoint of
“linguistic sensibility”. One wonders whether these claims were asserted based upon
complete ignorance of the language of the foreigners or whether, instead, Ogya’s
curiosity with regard to languages, had led him to casually consult publications
concerning the Dutch language that, thus, led him to deduce that that language was
extremely foreign to Japanese sensibility.

6.1.2 Theory of translation in Kun’yaku jimo

The title of the work Kun'yaku jimo FIFR-<"%Z, explains the contents of the book
quite clearly, since it can be translated as “Instructing the Ignorant on Translation
and Japanese Reading”. The two concepts of kun /il ‘Japanese reading” and yaku #R
‘translation’ are the focus of the first two volumes of the five total composing this
work. Its contents are divided into two major blocks, where the author first
introduces the theoretical framework in which he operates, and subsequently, he
provides definitions of specific Chinese characters that are defined as jogo BhzE. In
some copies, the first two volumes (containing the essay on translation) bear the title
Kun'yaku sentei )|FRZ5H, akin to the other famous work by Ogyi, I have just
discussed in 6.1.1. The second half of the series spans through volumes 3 to 5. These
are structured as a jigi, like a dictionary of Chinese characters, where characters that
ended up taking similar meanings in Japanese are treated together and distinguished.
In this sense, the structure of Kun'yaku jimé is very similar to that of Yakubun
sentei, with the important difference being that, in the latter, one finds definitions to
characters corresponding to Japanese words holding semantical meaning, thus
mostly being nouns, verbs and adjectives. In Kun yaku jimo, however, the characters
that are defined, are considered in their more grammatical meaning. In this aspect,

7 English translation by PASTREICH (2001, 152).
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Kun’yaku jimo was most likely inspired by what | have called the joji-ko sub-genre
of jigi; the “Thoughts of Auxiliary Characters”, probably inspired by Joji-ko BhEES
by Ito Togali, itself another glossary of Chinese characters in their use as “auxiliary”.
The first words one finds written in 1td’s work can be read below and are rather
similar to what | will demonstrate Ogyii claimed, further in this paragraph.®

WFAET - EE e %Y | There exist full and empty characters. Full characters are
7 A% & MR A AL | the host [shu =], while empty characters are the guest [hin
JINE AR 2T % g | &l Full characters are: ten X, chi #, hi A, getsu H, san
BRI A s s e v | I, sen I, s6 B, moku AR. Empty characters are fuku 7%,
/T LITEET B B | sai #, ten B, rin &, rva U, ki W, sei 4, ei 2. Itis
w7 SEA e E o A7 .37 | auxiliary words [jogo Bh#&E], in their combined use with
NH R v e “full” and “empty” characters that illustrate the contact
between the host and the guest. | will discuss these below.

From this brief introduction by It6 Tdgai, one understands that “full” and “empty”
characters are defined semantically, meaning whether they refer to concrete things,
corresponding to nouns (“full”) or whether they refer to more abstract things, like
actions (“empty”). However, admittedly, this definition is far from being clear. For
example, the character ten i (Bl in kyijitai) means ‘point’, and can be used thus as
a noun, although it does also refer to a number of verbs. Another characteristic that
discriminates between “empty” and “full” characters is the fact that the formers are
considered “guests” and the latter “hosts”. Again, no further explanation is provided
for these concepts, although it is made clear that the use of “empty” and “full”
characters, guiding the “host/guest” relation is aided by the joji “auxiliary words”.° |
will investigate Ogy@’s concept of joji further below. First, 1 would like to look at
volumes 1 and 2, where the theory of translation is introduced.

The first two volumes of Kun'yaku jimo are structured as a series of points, each
tackling issues concerning translation from Chinese, addressing the malpractice
Ogyt claims he had witnessed other Japanese scholars indulge in. In doing this,
Ogyl provides interesting and, often, complex metalinguistic meditations
concerning the analysis of a text, its translation, the concept of character, the
differences between languages and their scripts and much more. This is a very
interesting section for the purpose of the present research, since it allows to visualize
rather directly a very clear and structured attempt at categorizing word classes,
phrases, sentences and their hierarchical relations. The goal of this work by Ogyf is,
as stated in the title, to instruct even the most ignorant scholar of Confucianism in

8 Original text copied from Waseda’s 7~ 4 1868, folios 2r-2v. My English translation.

9 The adoption of the characters shu == and hin % in the context of language can be also seen
in Ogyt Sorai and sparsely, in Shizuki Tadao (see 7.2.3). However, in the latter, these two
characters are only found inconsistently annotated above specific words, and it is hard to
make any broad assumption regarding the meaning of this category. Nonetheless, it appears
that this dichotomy held some function in the tradition of Chinese studies in Japan and would
be worthy of further investigation regarding its meanings and uses across authors.
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how to analyze a Chinese text, how to interpret it and to render it into Japanese. The
Japanese rendition is the core of the instruction; Ogyt distinguishes between two
concepts, whose difference is sometimes slight, yet very important. In interpreting
and translating a Chinese text, there are two practices, namely: the kun i, that is a
Japanese rendition of the text; and the yaku R (§%), that is its thorough translation.
In the very first bullet point, Ogyl laments that “scholars nowadays do not learn the
basics, without which no real study of any scholarship can ever be accomplished”
(5 N2 P I /AME T 5 A ALR A e =Y 2 BR gt A
)T H XA Z X, 3r). What Ogyli means with “scholarship” is, mostly,
Confucianism, of course, since he makes it clear that in Confucianism, the reading
of Chinese documents is fundamental, as can be read in the following quote, from
folios 4r-4v.

Y5, YV IEET K 7 E e, {&E£7F | When one is thinking about starting Confucian
. [ va®y N studies, or the studies of sutras, one cannot do
VA7 BTSSP =, EYTRAAN, it without consulting written documents. When

FIXTFY, EYfAEY RS
pryv FEAEY
=, HAEXZLE)FY, 5
IR, EWMT, YT, AV
vy aNmy
BRA, FEATEY ZE )/ b
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one asks what written documents are, | mean
those written by the Tang people. If a person
today is wondering what these written
documents could ever be, then | would suggest
them to remember it as the things written by
the Tang people. This is generally
misunderstood. A shoseki is a Japanese
kusazoshi. These are words that the Tang
people commonly say written on paper.
However, the most important concept of this
scholarship one should remember is that a
shoseki is written in the language of the Tang
people. Ultimately, one should understand this
scholarship as Chinese studies [kangaku 7£2£].
Buddhism is ultimately to be understood as the
study of Sanskrit [bongaku #&#£%7]. Thus, |
teach my pupils how to make a translation
according to this contingency. A translation is
the interpretation of the language of the Tang
people.

Thus, according to Ogyi, translation and the study of language are fundamental to
the pursuit of Confucianism, or any other scholarship, really. He believes that, since
the teachings of Confucianism are written in Chinese, pursuing Confucianism
means, in practicality, becoming a sinologist, i.e., studying kangaku %% ‘Chinese
studies’. However, in order to spread Confucianism in Japan, the Chinese text needs
to be “interpreted” (tsizji iH5+). This interpretation is what Ogyi calls a yakubun 7%
3T “textual translation’. In the subsequent point, on folio 4v, Ogyii expands on the
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concept of “translation”, pointing out the differences between the languages of

China and of Japan.?
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Translation, after all, is the act of adjusting the
Chinese language into Japanese. In this, there
are huge difference between Chinese and
Japanese. Chinese is [written in] characters
[57]. Japanese is [written in] kana [{&4].
They do not only exist in Japanese. Sanskrit in
India, the text of barbarians, the Tatar script in
the Tatar, the Vietnamese script, the script of
Southern Barbarians, the phonetic alphabet of
the Koreans, these are all kana. A kana does
not have meaning, it only has a sound. Only by
bringing together said kana can one obtain
meaning. [Chinese] characters have sound and
meaning. For example, in the word akiraka, in
Japanese, we have four letters [7d], while in
Chinese [ming] B is only one. In Japan,
kiyoshi has three letters [Z7], while in Chinese
[ging] 1& it is just one. Furthermore, in
Japanese the iroha are 48, creating 40
[syllabic] sounds. This is settled. Since words
[7] in Chinese are shorter, with just the sound
chin &> one can pronounce it with a light
intonation [#£], with a heavy intonation [Z],
with a clean pronunciation [{f], with a dirty
pronunciation [#)], with an even tone [*}],
with a rising tone [_I2], with a departing tone
[Z%], with a checked tone [ A], and they all
have different meanings. This is not something
put together by the Chinese people. Naturally,
these are the differences between the Chinese
and foreigners, such like this. The language of
the Chinese is text [3Z]. The language of
foreigners is shitsu ‘&. The Chinese language
is concentrated [#], the barbarian languages
are sparse [Bf]. The fact that kiyoshi is
expressed in three characters makes it sparse;
the fact that J& is one character makes it
concentrated. That of the Chinese is a text that
can express with the same chin sound one can
pronounce it with a light intonation [#£], with a
heavy intonation [ H ], with a clean
pronunciation [75], with a dirty pronunciation
[#], with an even tone [*], with a rising tone

10| have already analyzed part of this excerpt in 5.6.
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© _ - .o | [E], with a departing tone [Z], with a checked
//W;"< 1;5:0 o Ao HH, T tone [A], this makes Chinese a bun [3(]

B, e JWEU A ) TN, e | language. In Japanese, chin is only pronounced

)¢ ele} as chin.
U, BAN, FrT7L, FUbr?
Réyﬂ_ﬂ/ﬁﬂ%/\o Eﬂ_ U o

This excerpt demonstrates that in Ogyii’s theoretical framework the study of
language still implied an intertwining of spoken language and writing conventions.
Mostly, however, it raises a few issues concerning the differences between Chinese
and Japanese. A first difference is related to the writing systems of the two
languages. Chinese is written in “characters” ji 5. This character ji is defined as
characters possessing both a (syllabic) sound oto (or, probably, koe %) and a
meaning i (or, probably, kokoro 7). Japanese, instead, is written in kana {&4.
These are defined as characters possessing only a “sound” and no “meaning”. The
kana writing system is not unique to Japanese, since many other languages are
written through phonetic characters, instead of logographic ones. A consequence of
these writing systems is the second difference, namely that for one Chinese
character Japanese often uses more than one kana. The two Chinese characters mei
BA™ and sei {12 express, in just one character, what, in the Japanese language, is
expressed by four and three kana, respectively. In Japanese, the character mei Hf]
corresponds to the word akiraka 7" = 7 77, while sei & corresponds to kiyoshi % =
<, respectively written with four and three kana. This is what makes the difference
between a “concentrated” (mitsu %) language, like Chinese, and a “sparse” one (S0
B), like Japanese.**Another important difference between the two languages, is the
fact that Chinese phonology features tones, while Japanese does not, according to
Ogyii. A language possessing tones is called bun 3 and a language without tones is
called shitsu &, that is a peculiar choice of words, since the former generally means

11 Pronounced ming in contemporary standard Mandarin.

12 Pronounced ging in contemporary standard Mandarin.

13 It is also worth mentioning that Ogyil uses two different kanji to refer to the characters used
to write these two different words. With mei B and akiraka, Ogyi uses the character shi ],
while with sei 7 and kiyoshi he uses the character gen 5. It is not explained in any manner
why the characters used to write these two words are to be different, but the only thing I can
deduce is that it might have something to do with the word class they belong to. Both akiraka
and kiyoshi can be considered adjectives, however, akiraka is a so-called “adjectival noun”
(keiyodoshi T2 % B ), while kiyoshi is a simple adjective (keiyoshi T& %5 &), in
contemporary grammar. This means that in akiraka, all characters belong to the “root” of the
adjective, that can be “conjugated” by adding the element nari. However, in kiyoshi, the last
character -shi is an inflecting element, meaning that it can change into -ku, -ki etc. according
to its morphosyntactic role. | can only assume that the character shi il is used to refer to the
characters akiraka 7" = 7 77, since they are all characters referring to the “root” of the word,
while gen = is used for kiyoshi % = <~ because they also include the inflecting character -shi
<. This could have been then extended to also work with the Chinese characters mei B and
sei 5.
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“text”, while the latter “quality” or “characteristic”. This might be a reference to a
line in Confucius’ Dialogues (Rongo #iia&), where shitsu & is used to refer to
“simple” and “straight-forward” language, while bun 3T is “refined” and “adorned”
language; with bun 3C referring to external beauty, while shitsu ‘& to the inner

characteristics of something.'4

Ogyt continues, on folio 5v-6r,

nowadays called kanbun kundoku { CFIlF¢
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14 Original citation: “/ s SCHI ¥,

by pointing out the difference between the
traditional practice of wakun F03/l “Japanese reading/interpretation”,

1.e., what is

The scholars who would like to study
translation needs to dispose of the
tradition of wakun and character
substitution as they have been learned in
Japan since ancient times. Specifically, it
has happened that in the act of
substituting characters, one has annotated
the wakun. In the eyes of those who have
construed it, the wakun has been learned
as something the Chinese themselves
have. Of course, as far as foreign
countries are concerned, every country
has something like wakun. In China,
however, since the very beginning, they
directly wrote the Chinese language in
the way the characters were pronounced.
This is the language we find now in the
text of books. However, what we call
wakun is what the teachers of Japan have
annotated. Then why would one ever
dispose of this? Because if the Japanese
of today stick to this established wakun,
they would never understand the jigi
7%, the “meaning of characters”. It is like
changing one’s skin. The teachers of the
past, when annotating the wakun they
were annotating the language of those
times. For this reason, it needs to be
changed and adapted to our times, since
the Japanese language has changed
sensibly since the past. When making a
wakun today, wakun is one thing only:

USRS, SUEMM, REEF.

15 The alternative reading of yaburi nozoku ¥~V >/ is also added on the lefthand side

of the word.

16 The alternative reading of sono wake >/ 7 /r is also added on the lefthand side of the

word.

7 The alternative reading of kawa 7 7 is also added on the lefthand side of the word.
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after having understood the jigi adapting
it into Japanese, one must dispose of the
wakun. Furthermore, there are many
characters whose meaning differs even
though they are made into one in the
wakun. The wakun is broad [#1 U\ ].
When one abides by wakun and the jigi
becomes broad, one should dispose of the
wakun. Even if one understands the jigi,
one does not go back to the original in
Chinese. The substitution has been
annotated by Japanese people and cannot
but be read as a substitution of it toward
our own sensibility. Thus, it must be

disposed of.

In this bullet point, Ogyt discusses the core of his school of translation. He draws a
clear line between “translation” yakubun FR3C and “Japanese reading” wakun F3.
He claims that the practice of wakun, has been misunderstood, by other scholars, in
many aspects. Firstly, he claims that often times, other scholars have assumed that
the practice of wakun — the interpretation and exegesis of Chinese texts — is a
practice the Chinese themselves invented and employed. Ogyt’s critique addresses
the fact that other Japanese scholars were used to rely on wakun so much, while
reading Chinese texts, that they could not even understand the fact that the language
these texts were written in was Chinese. Ogyt reminds them that Chinese texts were
written by putting onto paper the Chinese language directly, that means that a
Chinese speaker can read it without needing to annotate anything like the Japanese
wakun. Of course, this argument would need further specification like, for example,
the fact that the language of the classics of literature had certainly changed
significantly as compared to the version of spoken Chinese with which Ogyt and
other Japanese of the Edo period could have come into contact with, as can be seen
in Yakubun sentei (see 6.1.1). However, this is a way in which Ogyti can remind the
reader of the fact that the code in which these texts were written was actually a real
language, spoken by people in China. For this reason, the Japanese rendition of such
texts should not only be an interpretation of the text, by means of signs and
characters conveying a semantic meaning that allow the Japanese speaker to
reconstruct the logical relations between each Chinese character. Ogyt argues that
the original text should not only be interpreted and be provided with a “Japanese
instruction” (wakun FiiFll) for the reading of it, but it should also be adapted and
completely “translated” (yaku #R) into the Japanese language, accounting for
rhetorical features specific to the Japanese language. Furthermore, Ogyi does
address the diachronic variation of language, when he claims that the wakun
methodology, that is being used by his contemporaries, is an old practice, that refers
to out-of-date uses of the Japanese language. For these reasons, he states boldly the
controversial claim that the practice of wakun should be “disposed of” (hajo f%ER),
as it hinders the correct understanding of the jigi ‘7% a term he uses to refer to the
subject investigating the meaning of the characters, as discussed below. In fact, the
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thoughtless employment of the practice of wakun, according to Ogyt, has led many
scholars to conflate the same Japanese words into Chinese characters with different
meanings, thus missing important nuances in the original text.

The fact that the practice of wakun cannot be enough in the Japanese rendition of a
Chinese text, is further reinforced by another point, on folio 8r:
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In translation there are two things: direct
translation ~ (chokuhon B #§ ) and
interpretative translation (gihon = &H). A
direct translation means annotating a
Japanese word for each one single Chinese
character. The interpretative translation is
[needed] when there are cultural differences
between Japan and China. In this case, also
the context of the sentence needs to be
changed. Thus, the interpretative translation
occurs when one translates the meaning of a
phrase, in the context where no direct
translation can be made. For example, the
direct translation of the Chinese A~ % is
mijikakunai [“not short”]. If in that case one
translated as nagai or cho do ja [“long”],
then this would be an interpretative
translation. There are also differences in the
contextual use of words within Japanese
itself. What in Edo is said k6 suru na, in
Kazusa is pronounced naze ko suru. Seen
from the point of view of Edo, ko suru na
specifies the future, while naze ko suru
blames the present, this is a cultural
difference, however, and in Kazusa they do
say it like this. Considering this, it is only
reasonable that there are differences in the
contextual use of words in China, which is
ten thousand ri beyond the sea, distant [from
Japan].

These two techniques of translation remind of an excerpt written by Sugita
Genpaku, in his Kaitai shinsho where he explained some of the manners he
employed in order to translate Dutch anatomical terms the Japanese language did not

yet possess. Sugita wrote:®

18 Original text from the National Diet Library Digital Collections ([ESZ[E&XEAET ¥ ¥
)bz b7 g ), from document 3o 490. 9-15, folio 14r. My English translation.
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There are three translations. The first one is hon yaku
FI7; the second is giyaku £ &R, the third is
chokuyaku [E.3R. What the Dutch call benderen are
bones and thus this word is translated as hone ‘§.
This is the hon ’yaku. However, there is a thing called
[in Dutch] kraakbeen [‘cartilage’], which is a type of
soft bone. The word kraak is the sound made by a
mouse when biting onto something. The meaning can
be thus interpreted as “soft and fragile” [nan #X]. The
word been is short for benderen [kotsu ‘&] and, thus
we can translate kraakbeen as nankotu #XE “fragile
bone”. This is a type of giyaku. Furthermore, words
such as klier ‘gland’, that do not have an appropriate
corresponding word in Japanese, nor can be
interpreted, | have called them simply klier. This is a

X UL
R b AT e, R
RGN e, BEE I ORE

chokuyaku. The other examples of translations, all
are like this. Keep this in mind when reading.

Sugita uses similar words to Ogyii, although the concepts are somewhat different,
also accounting for the difference in necessities when translating from Chinese and
from Dutch. The simple translation of one foreign word into the corresponding
Japanese term is called chokuhon EL#} by Ogyti, and hon 'yaku FHFR by Sugita. The
character choku [&. ‘direct’, that Ogyii uses for this type of translation, is used by
Sugita to refer to the adoption of a Dutch word, when no Japanese correspondence
can be found or calque can be made, thus coinciding with the phonetical adaptation
of the Dutch word into the Japanese kana. He calls this type of translation
chokuyaku [E &R, that is not addressed by Ogyili as a viable translating method,
because of the nature of kanbun kundoku. Both scholars recognize an “interpretative
translation”, called gihon & by Ogyi, and giyaku #iR by Sugita. However, with
these terms they refer to two different approaches. Sugita uses this term to refer to
the coining of new Sino-Japanese words on the basis of the literal translation of the
morphemes of the original Dutch word, namely a calque. However, this corresponds
more closely to what Ogya called chokuhon ‘direct translation’. What Ogyt means
with “interpretative translation” is, as he says, a translation that requires some
degree of cultural mediation. He uses the example of the Chinese phrase bidudn 1~
44, literally ‘not short’. A “direct translation” of this phrase would be simply by
translating it as mijikakunai into Japanese, that is the negative form of the adjective
mijikai ‘short’. However, an “interpretative translation” would be, for example,
translating it as nagai ‘long’. According to cultural and even dialectal uses of
language, one could prefer an “interpreted translation”, more distant from the literal
“direct translation” of a foreign phrase, in order to better express a specific concept
into Japanese.

Subsequently, on folio 8r, Ogyl presents the entire structure of his approach to
translation. He divides the subject into four sub-fields, each concerned with a phase
in translation, in a hierarchical order, starting from the analysis of the smallest unit
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of speech, that he believes to correspond to characters, up to the analysis of whole

sentences.
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In translation, we have the following things:
jigi 3%, bunri SCHR, kuho F)3% and bunsei 3C
2. The jigi refers to the meaning of each
single character (ji 5%). When characters
accumulate, we have a phrase (ku #J). When
phrases accumulate, we have a text (bun 32).
For this reason, the jigi is the basis. It is like
not being able to mix up medicines without
knowing the effects of each single ingredient.
It is like not being able to erect a house without
knowing how to use each piece of lumber, be it
big or small, long or short. In fact, when not
knowing this, one should not go to the next
step: bunri. This is the way of placing the
characters. With the same characters, in the
same number, in the same context, according
to their placement, the meaning can change.
This is the difference between the bunri and
kuho. The bunri is when two characters overlap
and are inserted, while kuho ponders whether
one phrase (ku) is well formed. The bunsei is
the entire bunsei. Thus, when writing a text
(bun) one should first understand the jigi and
bunri turning it into the language of the Tang
people. The kuho and bunsei, after having a
text in the language of the Tang people, will
make it well or badly written. For this reason,
for the Tang people there is no difference
between jigi and bunri. If one does not know
the jigi and the bunri, then it will be too much
to go as far as discussing the kuho and the
bunsei.

This bullet point presents the four main sub-fields of translation, according to Ogya,
namely: jigi “7Z%; bunri SCHE; kuho )ik and bunsei ST#:. These can be
understood both as subjects and as practices. In fact, each one studies and governs
the proper Japanese rendition of a Chinese sentence. They are also put in
incremental order, meaning that, when translating, one should first start from jigi,
then continue to bunri etc. In order to understand this explanation, one needs to put
oneself in the shoes of a Japanese translator of a Chinese text, in the Edo Period.
When you are facing a Chinese text, you are presented with a series of logographic
characters, representing concepts, and words most of which you probably recognize.
These characters are put in the syntactical order of the Chinese language, that does
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not make much sense from a Japanese point of view. When your intention is to make
sense of that string of concepts, order them in a more Japanese-friendly manner and
change them into a morphosyntactic form that makes sense according to Japanese
grammar, the first thing you are required to do, is recognize the semantic meaning of
each character. This is what is done by means of the jigi 5%, literally ‘character-
meaning’. Since Chinese syntax is, to some extent, rather different from Japanese
syntax, you will experience a Chinese text as a somewhat loose string of concepts
waiting to be interpreted, connected with each other, and put into a more “logical”
order. This is what the bunri SCEE does, literally “text/sentence-reason/logic”. A
practical term that is used to describe the purpose of bunri, and that will be used
often by Ogyii and Shizuki, as well, amongst others, is the word joka . The term
literally means “up and down” and is used to refer to the placing of characters within
a sentence, traditionally written vertically. This is a very useful concept, if one
understands that the first step in the practice of kundoku is to add notations, such as
the kaeriten, informing the reader about the reordering of the characters from the
Chinese original. How to properly form a correct bunri, is explained in detail in
volume two of Kun'’yaku jimo (see 6.1.2.1). Thus, while the jigi considers each
single character, and the bunri considers how characters interact with each other, the
next step, the kuho )1k, literally ‘phrase-rule’, is aimed at finding a good form to
phrases. The last step instead, the bunsei SCZA, literally ‘text-expressivity’, treats the
text in its entirety. Within Kun ’yaku jimo, one can mostly learn the first two, namely
jigi and bunri, as this work aims at introducing the reader to the very basics of
translation.

Most of the rest of volume 1 covers the theory of the subject of jigi. This is a very
useful topic for the purpose of the present research since, by virtue of the fact that it
analyses the meaning of characters it also, incidentally, provides categories
analogous to word classes. This can be read from folio 8v to 10r:

A A
— FEaAbuX1FY, —8/, T . . o
oy The jigi is a wide topic. Expressing it in its
fo 7T F36T, MY 3 A =777 | entirety is quite a difficult task. For this
) Yxvav | reason, one should first know the jigi of
N FUALFTF Y, H=. 56 & M | common use. If one finds out a way to

A4 - .
. J = know and practice each bunri, then one can
e 2 33 ] r y
/ %?Z%n/w\ Vo XERAET T E R proceed to understand.
Vo LRAVAGE 2rE/FY
sANY _ The fundamentals of jigi are jihin 5=/ and
L e2m o =7 = =hH =S — o . .
TS KNMT 57 =0 Pl jfg’:iﬁ jisei 724, A jihin is the original class of
7T Y, TN, B T 2 fE ik - | the characters (ji). A jisei is the way each
S character is. Amongst the jihin we have

Vo FEAT ) F U TEA T Y T R,
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four: kyo i, jitsu B, sei 1IE and jo 8.
Amongst the kyoji &~ we have the sort of
K, b &, FO0E, B, B, KB B R,
BT, A&, 3, . These divide into do &
and sei ##. A kyoji of sei is X, /J\ E 5,
15, ¥, BH, B, A kyoji of do is &, %%, I,
2O, A, WK, BEOA jitsuji B is K, Hh,
A, A, B B %, K F 2 58 R K
#E, MR, ¥, Amongst them we have tai {&
[also %%] and y6 F. The characters K, Hi,
H, A, &, B, &, K are all tai, while the
characters T, J&, §H, J&, 1%, %E, 1R, ¥ are
all yo. Both kyo and jitsu are sko (1E). A
shé is also said jitsugo EFE. A jo is a jogo
BhiE, the type of 2, F, &, th, &, 15, 5.
A sei is the real core of the word, a jo
corresponds to te 7, ni =, wo 7 and ha
2N, in the waka. It is the ‘help’ (jo) of a
sho.

When talking about jisei, we have #si-
kyoku i/, tan-fuku B, gen-man EI2.
As for the #si-kyoku, saying yama Il
‘mountain’ and kawa )!| ‘river’ the concept
is wide, then it is a #siZ, when saying mine
4 ‘peak’, mine ## ‘peak’, or kishi no se 3
/ # ‘the current on the coast’, the concept
is narrow and thus a kyoku J& .
Furthermore, do ) ‘movement’ is a fsii.
7, 2, 1€, 2K are all kyoku as they are a
specific type of movement. A gen &% has
the meaning of ‘steep’, ‘stern’. Thus, —,
=, =, 45 R, 76, #, b and B O, R
9 are all gen. The character man {2 has
the meaning of ‘to loosen’, ‘to relax’. Thus,
it has the meaning similar to the characters
%, 15, W, BE, B2 A tan B is a character
whose concept you can hear in one single
character. A fuku #& is a character which
cannot be used alone, such as J83E, 17

19 The reading munashiki .7~ is provided on the left side.
20 The reading mitsuru X >/ /L is provided on the left side.
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The uses (yo) of the characters are 8: shi-
katsu FEi%, sei-so ¥5H, shin-ka B, kei-jo
K . As for shi-katsu sti%, for example, the
character J#, in and of itself, is read kiyoshi
% = ¥, when making a shi it is read as
kiyoki, when katsu it is read as kiyomu. The
character &%, in and of itself, is read utau
4 7, when making a shi it is read as uta 7
%, when making a katsu it is read as
utawashimu 7 % /~3 A, The character %,
in and of itself, is read as mau ~ 7, when
making a shi it is read as mahi ¥ t, when
making a katsu it is read as mawazu ¥/~ A,
The others can be understood by the
examples. The sei-so ¥&Hl distinguishes the
punctual use from the disperse use. For
example, the two characters % and i# have
similar meanings, yet they differ. If used
differently it is a sei ¥ , if used
interchangeably, it is a so . As for the shin-
ka B, if one uses the character kagami &%
‘mirror’ for an actual mirror, then it is a shin
iE. If one used refers to the Moon as “a
flying spirit mirror” (—S$EFE7E), then it is a
ka f&. The kei-jo ¥£H, for example, when
one says “loyalty is not far from the way”
(FERGEIE ), the character Z is heavy
(jo ), and the character 'L is lighter (kei
#£). The rest functions the same way.

The scholar claims that the jigi is divided into two subjects: jihin -/t and jisei 5*
Zk. While the jisei mostly concerns the semantic relations between words, jihin is
what most resembles a division in the categories of the parts of speech. On top of
these two topics, Ogyii also identifies the ji no yé6 T/ J ‘use of characters’,
although he only mentions it at the end of this section. All the following categories
are to be understood as representing dichotomies. The same dichotomous approach
is also seen in Ogya’s other work Yakubun sentei.
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Ogyt claims there to be two opposites by means of which to categorize words
according to their type (hin f{h): the opposition kyo i and jitsu 3¢ (‘H in kyigjitai)
and the opposition sei 1E and jo Bj. 2

21 In order to better understand these labels used by Ogyi, I have looked up the way some of
them are defined in Yakubun sentei, expecting to find there a clearer semantical explanation.
While it can be said that most of these characters are defined in this work, they are not
covered in their use as labels for the parts of speech. However, in note, | have provided a few
of these definitions so as to, at least, understand the semantical meaning he assigned to each
character. Regarding the dichotomy of “full-empty”, in Yakubun these are quoted many times.
On folios 41r-41v of the first volume, one can read the following regarding the character kyo
[ “It is the opposite of jitsu B and the opposite of ei &%. If ki 2% is kara mono [‘empty
thing’], then kyo 1 is utsuketari suku [‘to empty something’]. The fact of not having anything
inside is k& Z%. Having a lump inside, yet not being full, has the meaning of kyo . Being
hungry and not having a full stomach is also kyo /&; jitsu B has the meaning of being
completely full. Since mei %% has the meaning of having the stomach completely full, it [kyo
J#] is the contrary of ei £ and jitsu & Similarly, we can say that water and fire have kyo /&
bodies, while wood and gold have jitsu E bodies, because water and fire cannot be held with
one’s hands, while wood and gold can be very well held. This should clarify the meaning of
the character kyo i, yet the two characters kiz %% and kyo )& are normally used this way.” (&
JIRET Y X ) KT VENDTE ) FTIVEATY T Z IR FTYH=ZF% Y
FHRANEF YR =F 7 YT ) FFEANEFT VP RXT g =V~ F XEE
FTUVENTY A NE (X)) VYAV ET VB A= =2 NV =RE
R SOKKREEARBHEA N 7ERKKAF= T LXE FIUARENTH P X
NE) TV RE=TET /) FAFT VYL REEE ) “FHEHAALT V). Ogyi is
not referencing the categories of speech at all here, but this helps with the understand how he
conceived the meanings of these characters. The character kyo 1 is the opposite of either jitsu
‘2, the one used for the jitsuji category, and the character ei %%, both meaning ‘full’. It is also
compared to the character ki 22, which means ‘empty’. There is one little nuance in the
meaning of these two ‘empty’ characters, as Ogyt points out. The character kiz % indicates a
complete absence of filling inside, a complete emptiness; while our kyo & refers to a relative
emptiness, an emptiness which is not absolute, yet it does not permit “fullness”. Ogya
references our stomach when we are hungry, which is not completely empty, yet it is not full
enough for us to feel satiated. Another meaning conveyed by the character kyo i is
connected to the idea of intangibility. Ogyti claims that things like fire and water cannot be
held with our hands, i.e., are not tangible, while things like wood and metals can. Regardless
of the scientific accuracy of this claim, we do understand that bodies which are not tangible
are to be described as kyo 1, while tangible ones are jitsu . Although it is doubtful to think
that both Ogyti and Shizuki would categorize the characters for “fire” and “water” as kyoji or
kyoshi, since “nouns” typically belong to the “full” category, this allows for a deeper
understanding of the way one should interpret the characters kyo & and jitsu % .
Subsequently, on folios 41v-42r, with regard to the character jitsu B, he writes: “It is the
opposite of kyo . With kyo 1, the inside has empty space, while with jitsu & one inserts
the ‘content’ (mi ). In the medicine book titled Shdnghdn Lun 1575 it is said that illnesses
of the bowel-swelling harden the interiors (Eii%2). The swelling of the belly is man i,
which can either be ‘empty’ kyo 5 or “full’ jitsu 5. This differs according to the introduction
of filling which either makes it soft or hard. Thus, one needs to say £ {ifi B. This
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To describe the category of kyoji, Ogyii lists the following characters: dai X ‘big’;
sho 7N ‘small’; cho £ ‘long’; tan %4 ‘short’; sei Ji ‘clean’; doku ¥ “dirty’; mei FA
‘bright’; an I ‘dark’; ki & ‘happy’; do & ‘angry’; ai &£ ‘sad’; gaku 2% ‘merry’; hi
e ‘to fly’; s6 A& ‘to run’; ka HK ‘to sing’; bu % ‘to dance’. These characters
generally indicate what one might call either an adjective or a verb. Additionally,
within the category of kyoiji, there is a further opposition of dé &) ‘movement’ and
sei #f ‘quietness’. The characters from the list above that indicated an adjective are
labeled sei ##, while those indicating a verb are called dé . It should be noted,
here, that each of these characters can be used, in Japanese, for most other
categories, just like ka &k can be used as a verb utau ‘to sing’, but also as a noun uta
‘song’. Similarly, the character ché = can be used as an adjective nagashi ‘long’
but also as a verb nagarameru ‘to lengthen’. Clearly, thus, belonging to either
category is not dependent on the actual and contextual use it is made of the
characters (that is what the ji no yo analysis covers), but it is, rather, an intrinsic
quality of the original meaning (ganrai no shusho Jt3& / Fifk) of each character.
Consequently, it is the character ka & that belongs to a sei no kyoji &/ 7 ‘quiet
empty word’, and not the verb utau °‘to sing’, albeit written by means of the
character ka k.

In Yakusen, the character do %) is explained as meaning ‘to move’, corresponding to
the Japanese verb ugoku, that opposes sei &f. 22 An interesting difference that is

differentiates jitsu 5 from man i, in that man ¥# is a character which does not refer to one
place, while jitsu 5, refers to the complete filling of one place.” (i ./ [ U N/ 2
XENFTVEAT YY) ME (] /A4 ) ZAVFVEE ) BER=IE/ ~VIE
ZHWR R U3 b T UAT AT V=BT L= NE A
YAV Y NTAT NV BT VE=VTESIXET VSH=EHE N 72 b7
V=T By N F Ui — A TRT = PAFHEANTY a2l fY <l
K hanr FFR= k57 V). Similarly to what claimed with regard to the difference
between kyo 1 and kiz ZZ, the difference between jitsu ‘& and man i lies in the fact that man
i refer to a complete fullness, while jitsu E to a relative/partial fullness. This is the nuance
in meaning which is implied in the use of kyo & and jitsu ', in grammatical terms. When
referring to Yakubun sentei, I have referenced the six volumes of Waseda’s (/& 1 1612,

22 The opposition between these two concepts is described in Yakusen by the following
entries, both found in volume 1. First, on folio 21r, regarding the Chinese character sei i, it
is claimed: “Is translated into Japanese as shizuka [‘quiet’]. It is the opposite of the character
do ®) [‘movement’], which means that sei ## refers to what does not move. Yet,
understanding it as the Japanese shizuka might create misunderstandings. Furthermore, it is
the opposite of the character so #t [‘noisy’, ‘turbulent’]. In that case, it means something
which is not ‘noisy’ (sawagashikaranu koto). One can use it to refer to the calmness in the
voice, a calm person or a quiet retreat, and they all mean ‘something which is not noisy’.
Furthermore, one can use it to refer to the quiet given by the white sun or by the color of the
night, in which case it means to make the atmosphere quiet. In the popular language one can
use it as ‘to calm down the sadness’.” (/N3 U FANAEY T ¥V - LoFRl T
U Bl Xa b F U oYl M 7EET LT MR ST LRV X ) R =
FNAFVI VBN ANT AT Xa b FIUBIEHNA s (V] LA (B IE
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made explicit in Ogyii’s definition is the fact that this should not be understood as
expressing movement in the sense of ‘changing location’, but as antonym of
‘quiescence’ sei . Consistently, sei # is defined as the opposite to do #. The
character sei # means ‘quiet’ not in the context of noise, but in the sense of ‘not
moving’.

The reason why these two categories are named this way, by Ogyi, is never
explained directly, however, in the chapter on the bunrei — that corresponds to the
second volume of Kun'yaku jimo — it is made somewhat more explicit that the
concept of “moving” refers to verbs because, together with “auxiliaries”, they are
the only characters that are “moved” when reordering the Chinese sentence as to
comply with Japanese morphosyntax (see 6.1.2.1). However, the dichotomy is not
an invention of Ogy, as can be seen in the excerpt from the school of B¢ixi, in 5.3.
The category of jitsuji % includes the following characters: ten X ‘sky’; chi #t
‘earth’; nichi H ‘sun’; gatsu A ‘moon’: ché 55 ‘bird’; jir Bk ‘animal’; s6 &L ‘grass’;
moku K ‘tree’; shu & ‘hand’; soku J& ‘foot’; 6 58 ‘head’; bi & ‘tail’; shi &%
‘branch’; yo %E ‘leaf’; kon R ‘root’; kei ¥ ‘stem’. All these represent nouns, and
they can also be divided according to a further segmentation into the dichotomy of
tai #% (also 1£) ‘body/substance’ and yé JH ‘use/function’. Although this dichotomy
was very much present in the history of the studies on language of Japan, Ogyii uses
it in a rather different fashion. In fact, he uses tai {& to refer to those nouns that
indicate a “whole body” — e.g, ten X ‘sky’; jii Ek ‘beast’; moku A ‘tree’ —, while
those referring to “body parts” — e.g., shu F ‘hand; bi & ‘tail’; kon R ‘root’ — are
all categorized as yo .2

Both kyoji and jitsuji are called jitsugo B ‘real/full words’ and are both found in
the sho 1E “correct’, ‘actual’ category that, Ogyi claims, is defined as the “real core
of words” (go no shomi &/ 1IEBK). The concept of shé is contrasted with jo Bf
‘auxiliary’, as these words are those that get attached to s words in order to “help”
them (IE / Bh=7F L% /7 F V). As examples of jogo, Shizuki lists the Chinese
characters shi 22, ko %, sha #, ya #1, i =, en 5, sai #£.2* Apparently, one can

B b A BBEE N A ~VEEY AT DT X T U XEBH M BB R A~
SR VI BT AFIME=YE VX T HE A 7). Regarding dé ), on folio
24v, it is written: “It is translated into Japanese as ugoku [‘to move’]. It has not the meaning
of ieki % [‘to change location’]. It is the opposite of the character sei . Its meaning is
rather wide. The difference between do #j and shi iI- concerns people, things, the sun, the
moon and the winds.” (7 =7 b A ~AINE =BG A0 7 Xk KT ) #BRA T FE
ik NAA ARR~ 7T E@H 78 MY A b KEH).

23 TUCKER (2006, 42) claims that these two concepts (though TUCKER was not specifically
referring to the philosophy of language) were key terms in the discourse of Song and Post-
Song Confucians. He also claims that Ogyt had denied that they were used by Confucians
since ancient times, and that they were, rather, a Buddhist influence, as | have anticipated in
5.3.

24 These Chinese characters correspond to the following Japanese particles: shi 22 is no @; ko
~F is kana %272, ya <2, ka %>, yori & ¥ and o ¥ (exclamation); sha # is mono % @; ya th
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understand the difference between a jitsugo ‘H &% (all sho 1F words) and a jogo BhiE
as the difference between lexical and grammatical words, respectively. Ogyt adds
that jogo correspond to what in waka &k — referring to classical written Japanese —
is generally expressed as te 7-, ni =, wo 7, ha »>. To further explain the role of
jogo, in relation to jitsugo, Ogyt adds the following remark, in the first volume, on
folio 10v:

If one does not know the bunri, one must be

LERT M A YRR N H
E=3 =)
3 He

NTREEGEIAK F=FRIFEN T A EL
Fh
AT B OBIRET T Lo T X

=
T VBIEEAN ) B #E) U BRET Bl
NAE )T

able to understand the jihin, jisei and ji no ya,
only then will one be able to understand the
jigi. When doing that, if one does not know
the jogo, it does not work. The jogo are the
locks of the sentence. They drag the jitsugo
around.

This quote specifies that a jogo is a fundamental part of speech that is essential to
the understanding of how to pursue a correct bunri. The role of jogo is to “lock” a
sentence and fasten it while “dragging full words around”. For the sake of clarity,
Ogyt is using the term jitsugo ‘full word’, that includes both “full” characters
(nouns) as well as “empty” characters (verbs and adjectives). A further explanation
of these concepts is found again within the first volume, on folio 11v, in the quote
below:

AFF

. o o Generally, you should know the
f% ’_L\*/”—J IN=TE, B 'jj”/T %o | difference  between empty-full-dead-
e = USRI y lively-auxiliary ~characters, within a
=5%, 45 s s
R/N=7%. BH, ﬁEFiﬂ Ejj%,;;;/f phrase, within a dan and within a hen.

Full characters and dead characters are
vavy sy things, instruments. Amongst those

V., YEE/N=7, EANTZATT Y | instruments, there are those raising the
B owner and those raising the others. A

FHINN~NY, B, BF NV ER S

XH=SINVTET Y, § BTNV EA
He XNTEANIFVT7EA, VFEEFT

AL b
U, Bl & FAEF Y, o HERT M
7EFY, AT, =, 28
N

LR

quiet empty word indicates the condition
of the instrument or of the owner.
Moving character and lively characters
are actions. Thus, they are the characters
that use the instruments. An auxiliary
character is the bunsei, thus it is the spirit
of all.

Here, Ogyii claims that “full characters” and “dead characters” are used to name
things and people, “moving characters” and “lively characters” are used to refer to
actions and “quiet empty characters” are used to refer to qualities and conditions.
These correspond quite directly to nouns, verbs, and adjectives, respectively. The

isnari 72V ;i & is kana 7>7¢; en 15 is kore Z 41; sai &% is kana 7>7¢. This is not a complete
list.
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more unclear remark is added about “auxiliary characters”, however. They are
explained as corresponding to the bunsei, the last level of translation, and they are
the “spirit” of it all. Perhaps, this means that “auxiliary characters” are to be
considered as one of the last steps in the forming of a well-done translation. For this
reason, they are the “spirit” of all (the text). Their addition, in the correct spot,
provides cohesiveness and expressivity to the text in its entirety.

As for the category of jisei F- %%, it represents the way characters interact
semantically with each other. In jisei there are three dichotomies: fsi-kyoku 18 J7j;
gen-man J#1€; and tan-fuku HifE. The rsi-kyoku i J5) opposition, in more familiar
terms, refers to the relationship of “hypernymy” (zsi 1) and “hyponymy” (kyoku /&)
). Indeed, among #siz characters one can find san [l ‘mountain’ and sen JI| ‘river’,
while in the kyoku category one finds 46 1§ ‘peak’. Ogyil adds the example of the
tsii hypernym dé #)) ‘movement’ and the kyoku hyponyms hi 7 ‘to fly’, s6 & ‘to

run’ etc. This points out that the jisei categorization disregards the previous jihin
categorization as the two subjects consider characters form two different aspects.

The gen-man %12 opposition regards characters indicating very precise and “strict”
(kewasiki 77 7 ) meanings, and those indicating imprecise, vague and “loose”
(ourari 77 V) meanings. That is why Ogyil provides, as examples to gen ji%, the
Chinese characters for the numbers, the cardinal points, and some colors, as they all
represent very established and precise definitions. For the man 1 category, instead,
Ogyil writes the characters hen % (also i2) ‘around’; bo % ‘next to’, ‘close’; ji IKf
‘time’, ‘when’; sai B ‘moment’, ‘when’; sho JiZ ‘place’, ‘where’.

The last dichotomy within jisei F 2% is tan-fuku Hi#8, where tan H. ‘single’,
identifies the Chinese characters that can be used without being combined with other
characters, i.e., independent kanji, while fuku # ‘plural’, identifies the Chinese
characters that can only be used in combination with other characters, i.e., dependent
kanji.

The last branch of jihin it is ji no yo “7>/ F ‘the use of characters’ or ‘the
function of characters’. Among these, there are four dichotomies, two of which will
have strong impact on Shizuki’s theory of grammar. The first opposition provided
by Ogyi is shi-katsu FE7i, where shi 3£ means ‘death’ and katsu {& means
‘vitality’. This is a very important distinction that deserves a closer analysis. Ogyi
proposes three characters as examples: sei 7% ‘clean’, ‘pure’; ka HX ‘to sing’, ‘song’;
bu #& ‘to dance’. He adds that these characters, in and of themselves, ought to be
read as kiyoshi, utau and mau, respectively. When used as shi 5t ‘dead’, they must
be read as kiyoki, uta and mai, respectively. When used as katsu 7% they must be
read as kiyomu, utawashimu and mawazu. All these renditions apparently have
nothing in common, and just seem arbitrarily selected variations, yet one can indeed
find patterns, as exemplified in Table 32.
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Chinese e -
characer ™ LA %
Kiyoshi &3 & mau = 7
Unmarked _y i ; utau T ¥Y ki formn of
reading Shus:é?:éti?/;m ° shitshikei form of verb Shmhlszlrborm °
Use as o ;
‘dead’ klyolfl - X9 uta & mahi < &
hive B rentaikei form of ren 'yokei form of
* l})}% adjective noun verb
Use as utawashimu 7 # 7 > A mahazu <=/~ A
‘lively’ kiyomu 3.4 mizenkei form of verb mizenkei form of verb
kqtsuyé verbalized form + +
i shishikei of suffix -shimu | shishikei of suffix -zu

Table 32 “Dead” and “lively” use of Chinese characters, in Ogya’s Kun yaku jimo.

What Ogyt calls the reading of the character “in and of itself” — that | have adapted
as “unmarked reading”, within the table — corresponds to what the scholar identifies
as the “original” reading connected to that character. This implies that, in an isolated
context, the Japanese readings of these characters correspond to the “in and of itself”
reading. In fact, although one might be tempted to read ka #X as uta ‘song’ (a noun),
it is clear that it must be read as utau ‘to sing’, since Ogyu refers to it as a dé no kyo
‘empty moving’ character. Furthermore, these three examples all belong to the kyo
category, this implies that the shi-katsu dichotomy only affects verbs and adjectives.
This would agree with Shizuki’s elaboration of this concept (see 7.2.1). The
“unmarked readings” of these characters all feature the corresponding Japanese kyo
word, conjugated in its shishikei form, with no additional affix adjoined to it.
Instead, the use as “lively” (katsu) always sees the intervention of an external
element, an affix, that changes the nuance in meaning of the “original” character.
The fact that there is no consistency in the three different “lively” forms might
suggest the idea that a “lively” use of a character corresponds to any instance in
which the unmarked reading combines with one or more affixes. The use as “dead”
(shi), instead, seems to encompass the forms in which a specific character is used in
a nominalized fashion. This is because, in Japanese, adjectives and verbs can be
conjugated and combined with affixes, thusly affording “vitality”, while nouns
cannot, thus not being able to be “vital”, meaning they are “dead”, “un-inflectable”.
Indeed, the character ka #X, originally read utau ‘to sing’, in its ‘dead’ use is read
uta, ‘song’; the character bu %, originally read mau ‘to dance’, is read mai ‘dance’;
while the character sei {3, originally read kiyoshi ‘clean’, is now read as kiyoki, its
rentaikei, a form that can be used to nominalize an adjective. A specific
characteristic of these nouns is that they are not to be considered as originally
belonging to the noun category. In Japanese, according to Ogyii’s explanation, these
characters probably do not turn into the jitsu category and remain within the kyo
category, albeit “dead”. In addition to this, while covering the theories of Ogyi, one
needs to keep in mind that his explanations were not fundamentally linguistic or
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grammatical, in nature. Ogyil intended to teach Japanese scholars to “properly
translate” a Chinese text into Japanese, by means of kundoku annotation. In this
sense, thus, there might be another explanation that would only incidentally
correspond to what | have just illustrated. The two main operations one would need
to enact while applying kundoku annotations to a Chinese text where the reordering
of the characters, according to Japanese syntax, and the application of okurigana,
specifying things like the grammatical inflections absent in Chinese, yet necessary in
Japanese. In this context, thus, one could understand the vital use of a character, as
the instance in which, in order for it to be properly rendered into a Japanese
sentence, it required the translator to apply additional okurigana, while its dead use
would be when no okurigana was required to be added. Since only adjectives and
verbs can be conjugated (thus can have okurigana added to them), the fact that the
“dead” use mostly corresponded to nouns would simply be incidental, for Ogyi.

The next opposition within the “use of the characters” (ji no yo -/ Hl) is the sei-so
FiHL, that identifies the use of two semi-synonymic characters as different nuances
(sei ¥%) or as the same nuance (so #f1), that means treating them as full synonyms.?

%5 In Yakubun, on folio 33r of volume 2, one can read the following definition, for the
character sei ##i: “Is the character of polished rice. This is seen in compounds such as seisaku
FE&E [‘polished rice’], seirai f#&2€ [‘polished goosefoot’]. When it is read as kuwashiku
‘precise’, ‘accurate’, even in compounds such as seisai fEl ‘detailed’; seisho ¥&af, it means
‘concentrating onto the examination and being very careful of the details’.” (7 7K b =7
FF U REBRE S R U i=2 /~v N b 3 ARG R A L REBIRT >
ATHA =/ ANV #= k7 V). The character sei ## is, thus, connected to concepts of
‘precise’, ‘detailed’, ‘polished’ and the Japanese words kuwashii and komakai, both
expressing slightly varying nuances of these same concepts. In the sei-so dichotomy, then, the
use of two semi-synonymic Chinese characters as representing different nuances in meaning
is considered ‘precise’ or ‘polished’, ‘careful of the details’. Interestingly, no mention is made
in this entry to the character so #fl, which Ogyi uses as opposite to this, referring to the use of
semi-synonymic characters as if they were full synonyms. Regarding the character so #f. one
read the following, on folio 37r of the same volume: “It is the contrary of sei f#. It is the
contrary of mitsu 4. It is the act of distancing oneself from the seimitsu %%, ‘accuracy’.
The character ryaku i is the opposite of shé Ff. Also, ryaku & means to distance oneself
[from accuracy] but, in this case, it is not something negative. When so ¥ is the opposite of
sei f#, originally sei #% means ‘polished rice’, thus it means to concentrate onto the
examination. Conversely, so . has the meaning of “poor’, ‘shabby’ and expresses something
negative.” (f§ / ¥V & BT VREEIC T 7 7 T % 2 MUK FoNit s RO
VET Z7F%Fa b L RET VX a b=F T XM B KE =TT~ F53
A RBFEFTNIANGE )< VX VET VHANY U TFva~ R VET L
~T7 %577 V). As we see from this entry, the concept of so il is more tightly related to
its opposite sei f&, than what sei was with so. The character so #l is defined as lacking
details, lacking accuracy, thus it is connected to the character ryaku #%, which means
‘abbreviation’, ‘omission’. The fundamental difference between the two is that so i actually
expresses a negative type of lack of accuracy, while ryaku I has no sense of moral
evaluation attached to it. Consequently, we can assume the difference between the characters
meaning ‘accurate’, sei & and shé 7, to differ in the fact that sei actually expresses a
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The next dichotomy is shin-ka Ef&% (simplified: E.{K), that identifies the use of a
certain Chinese character as literal (shin &, meaning ‘real’, ‘actual’) or non-literal
(ka %, meaning ‘provisional’). This mostly refers to those compound words in
which a character is not used for its literal meaning.

The last dichotomy distinguishes between kei-jo #£ E . The character kei #§
(simplified: %) means ‘light’ as in the opposite of ‘heavy’, that is, in turn, expressed
by the character jo6 . Some characters are considered “heavier” than others. In
order to explain this, Ogyii cites a quote from The Doctrine of the Mean (Chiiyo
J#), one of the fundamental books of Confucianism. The Chinese sentence goes as
follows zhongshit wéi dao bii yuan HEAREIE A% and can be translated as ‘Honesty
is not far from the path’, where “honesty” is the rough translation of the word
zhongshu, pronounced chijo H2AR, in Japanese. This word, that should be better
translated as “acting in honesty and consideration toward others” is composed of the
two characters chii 'L, meaning ‘loyalty’ and jo %%, meaning ‘acting
considerately/with loyalty’. To explain the opposition between kei-jo ‘light and
heavy’, Ogyt claims that the character chi is “light”, while jo is “heavy”. The
reason why jo is to be considered “heavy” and chi “light” is not at all intuitive.
Perhaps this has something to do with compound words, since chiijo is one. Since
chii & means ‘loyalty’ and jo %} means ‘acting with loyalty’ and the whole
compound means ‘acting with loyalty’, I assume the concept of kei-jo to refer to
which character transmits the main meaning to the resulting compound word. In
modern linguistic terms this would be referred to as the “head” of the compound
and, in this sense, it does indeed correspond to the character that possesses the
highest “weight” in the compound.

However, this dichotomy is also used in the context of bunri, where it refers to the
use of characters within a sentence. In fact, on folio 21r, Ogyt refers to this
characteristic with regard to the character ko 7 ‘old’, ‘ancient’, within the sentence:

daigaku no motte hito wo oshibeshi tokoro no koho nari
2y F Y
RE/FT LB N7 2

‘The Great Learning, is an ancient rule by means of which one can teach people’

Ogyii adds that “When one writes like this, the character ko 7 becomes light. In
order to make it heavy, it has been raised above” (ZEFE =3, F ¥/, /$ﬁ$§

positive type of accuracy, while sho # — which Ogyil places as contrary to ryaku % — is a
morally neutral type of accuracy. This allows us to also claim that the sei-so distinction is
fundamentally based on the assumption that using semi-synonymic kanji as if they were full-
synonyms is considered a poor stylistic choice, one should refrain from indulging in, a rather
fundamental belief in Ogy@’s theory of translation.
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7 FntU, /$7E7 vkt =, L= %)V, ). After this claim,
the sentence is reworked into:

inishie no daigaku wo motte hito o oshiuru beshi tokoro no ho nari
>

W ET w T KRBT BT LN 2R

‘It is a way of teaching people by means of the ancient Great Learning’

This second sentence is actually the original quote from the Great Learning. Here
the character ko 7 is in first position and is read in Japanese as inishie ‘antiquity’
which modifies the term daigaku X% ‘Great Learning’ by means of the genitive
particle no. What Ogyl wants to explain is the fact that, according to how one
interprets the character ko 77, in that Chinese sentence, within the context of
kundoku, it could refer to two elements. Since Chinese sentences were conceived of
as a string of characters that needed to be reordered to translate them into Japanese,
one could place the character ko 1 either before (above) the characters daigaku X
¥ or before (above) the character 46 i ‘rule’, as to form the compound word koho
Y% “ancient rule’.

In the first volume of Kun yaku jimé, Ogyt anticipates the “light-heavy” dichotomy
in the context of bunri. On folios 10v-11r, he writes the following:

SR BTN, B BT # S | Ultimately, the bunri comes down to

S A4 44 how you arrange characters vertically,
ﬂ??_fu %i At/ %ﬁfﬁ%?ﬁg” above or below. Firstly, you need to
NV, YNTTFRANT, b ;T know the danzoku (kiretsuzuku). When

Fa'F. H7 L FoEy =, 4| You know whether a character is tsuzuku
v R T or Kiruru, you notice how they distribute
T, MEA ARy, HPN=, | vertically and look at how they mix with

[Fl% 25 &7 17 UekE K/ /2 6 | each other. Among these there are equal

SREFATF characters. These are characters that
= 1,5 -2 | have the same position according to their
/ / / weight and dimension. Equal characters

/ ﬂ—j]]; NEIYY ﬂ_{ l/; %/ 5 1 such as “heaven” and “earth”, “sun” and
FTANB\EXZL RE, o5, Foig | ‘moon”, “long” and “short”, “big” and
e A “small”, “clean” and “bright”, “empty”
=7 EF /@i, A7 7 X717 | and “empty” etc., even though they pile
U, WHEITRYTHA N, BT =7 | vertically there is no unanimity
_ 77 . regarding their positioning, and how

T HF=TT_YAFX [/7;\;;/ thgir meganings afe orderec?. With only

THEXFT Y, F/5H 7 = |this exception, in all full and dead

% On the left-hand side of the characters, the alternative reading kiretsuzuki & 1> N2 is
also annotated.



340 Dutch Grammar in Japanese Words

Asy . . | characters, if two pile up, the lower is
A= +/D+ Vo WL B heavy. Its use and insertion become
N Rl ﬁ F VY, T |clearer. With lively words and
. £ . _. | auxiliaries, the upper character becomes
FImW T 9\' WAF Y L7 FT | their lord, as it takes the lower character
E,Ei ‘% 7 ) % &@ﬁ;jgﬁf ) & 1~ | and drags it around. It is in the upper

VEpE=— character that the meaning is ultimately

N, MW R m~ALT = F U 7 | made clear. For example, when one says
a4 A . | Ishiyama, yama is the body, while ishi is
T =TV UIAR BN | he name. However, when one says
=7 F[LEFF U, fF | Yamaishi, ishi is the body, while yama is

[N the name. Full words are feminine. The
NiEX 1 N\

f}f‘j;};) - BATT 7@7hi , | feminine is the principle of respecting
A A ANE PN / = — = % | that which is below. For example, if you
77977 R N say /R#44F, the meaning is specified by
Yf‘éf i A AN B K:’: %i the character A~. If you say & A~4f, the
TRIVEE A, %L/ T, R/ f meaning is specified by the character .
g Al AF Y. % 5 M}ZT” Hﬁ}j In both, it is the upper character that
3TS Ao FEIF 50 drags the lower ones around, as in the
IR i B K o al sentences kanarazu dewa nai yoi ga and

you nai koto ga kanarazu ja.

Here Ogyt restates that the heaviness of a character is to be factored in whenever
you need to arrange characters piling up. He presents a few exceptions to what
would otherwise be a unanimous agreement on the order in which characters need to
be (re)ordered. Regularly, with full characters and dead characters, the lower one is
heavy. This would be in agreement with what he claimed above regarding the word
chiijio H27%. He provides two further examples, with the terms Ishiyama and
Yamaishi. Both terms are composed of the two characters yama [/ ‘mountain’ and
ishi f1 ‘stone’. However, according to which of the two characters appears second
(lower character), the compound changes its meaning. In the word Ishiyama, yama
is the lower character and is thus the real “body” of the compound, while Ishi is just
a name. This would be like saying “Stone Mountain”, in English, where Stone is the
name of the mountain. Conversely, in Yamaishi, the word ishi appears below, thus it
becomes the “body” of the compound, while yama is just a name. this would be like
saying “Mountain Stone”, where Mountain is the name of the stone. The fact that
full and dead characters rely on the lower element to clarify the meaning of the
compound makes them “feminine” ([Z). Instead, lively characters and auxiliaries
work quite differently. For these characters, the upper element becomes their “lord”,
which takes and spins the lower characters around. This is a figurative reference to
how these types of characters behave according to the kundoku annotation. Ogyt
provides two Chinese phrases, composed of the same three characters which are

27.0n the left-hand side of the character, the alternative reading tsumari >~V is also
present.
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placed in a slightly different order, and are glossed in kundoku, in a different
manner. The characters are hitsu &% ‘necessarily’, ‘certainly’; fu 4~ ‘not’; and k6 4F
‘good’. In the first sentence, the characters are ordered as fit hitsu ko 7~ 4 and the
character fu 4 is the one that “clarifies the meaning”. The kundoku rendition of this
sentence reads kanarazu de wa nai yoi, where fu is moved after hitsu, in the meaning
of ‘it is not necessarily good’. The second sentence, instead, places the characters in
the order hitsu fu ko W /~4f. Here, Ogyl claims that it is the character hitsu &4
which “clarifies the meaning”. Thus, the upper characters grab their lower ones and
spin around them. This expression is a reference to the so-called re-ten, a symbol
used in kundoku to signal that two adjacent characters need to swap place.
Specifically, this is glossed underneath the upper character, thus giving the graphic
impression that it grabs the lower one and spins around it, ending up after (below) it.
In this second phrase, both hitsu and fu are glossed with a re-ten, meaning that all
upper characters grab the character below them and spin around it, thus the sentence
ends up in Japanese as yoi nai koto ga kanarazu ja, meaning ‘it is certainly not a
good thing’.

On folios 48v-49r, in the third volume of Kunyaku jimo, Ogyt mentions the same
dichotomy when covering the characters zen #X and ji ifii. ® After having provided
the two sentences sono haikan miru ga gotoku shikari # A& - H AT 4% and i
aimotomuru gotoku shikari & 418K %X, Ogyi references the heavy and light
uses of the character zen X, here corresponding to shikari. He adds that “used in
this way, the character zen #X is extremely light” (% ¥ 7 = 7 /LI~ 8 20
= U). This is contrasted with the use of the same character zen & that Ogyi
compares to the character ji 1fi (although he claims that this is mostly featured in the
middle of sentences) and the combination of the two characters 4. It meaning
‘similarly’ in kundoku, an expression often used at the beginning of sentences. Other
examples of this “heavy” use attributed to zen #A by Ogyii correspond to expressions
such as saredomo, shikaredomo etc., roughly corresponding to the English
“however” or “nonetheless”, also generally used at the beginning of sentences. The
“heaviness” of this use of the character zen #X is explained by Ogyii with the
expression “The character zen #X is heavy. It pushes and fixes the upper sentence,
and it moves its meaning to [the sentence] below.” (JX /) F/\EE L/ XT TH
A~ KN AT I~ Y LEF V). This use of the “light-heavy” category refers thus
to the syntactic property of specific characters.

Sometimes, a character influences the whole sentence, in which case it is called
“heavy”, some other times, the scope of the semantical meaning of a specific
character is limited to just a few other members of the sentence, in which case the
character is considered “light”. Because of how Japanese morphosyntax works, a
“heavy” character tends to appear at the beginning of a sentence, while a “light”
character is generally found in the lower end of it. It can be said that this “light-
heavy” dichotomy was used within the context of kanbun kundoku to help a
translator and a reader of a Chinese text understand the syntactical relations between

28 | will go back to these sentences in 7.2.2.
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each character, so that one could be able to move and translate that specific
character according to Japanese morphosyntax and semantics.

In conclusion, there are three different uses of the kei-jo dichotomy. In the first
example, it referred to compound words. When two full characters combine in one
word, the lower character is “heavy”. This weight is not a consequence of its
position, but a consequence of the fact that it is the lower character that clarifies the
meaning of the compound, which really possesses the “body”. This distinction is
perhaps less intuitive with example of the word chiijo, however, it is much clearer
via the two examples with “mountain” and “stone”. In all these cases, thus, the
heavy character is what is nowadays called the “head” of the compound. The second
use of the dichotomy refers to the heaviness of a character within a sentence. This is
what the example of ko 7 intended to express. In this case, for ko to be “heavy” it
needed to be found in an upper position. This is because it being above allowed its
semantical meaning to impact more elements within the sentence. In those two
sentences, when the character is placed before the character 46 7% and at the end of
the sentence, ko only modifies %4, as in “ancient rule”. However, when ko is put at
the beginning of the sentence, it modifies the entirety of the sentence. Specifically,
in the first case, the sentence would be translated into “The Great Learning, is an
ancient rule by means of which one can teach people”. Here, “ancient” (ko) only
really modifies “rule”. In fact, the Great Learning is not “ancient”, neither is the
“means” or the “teaching of people”. The second case, instead, translates into “The
ancient Great Learning was a rule by means of which it used to be taught to people”.
The word “ancient” directly modifies Great Learning and still semantically
influences the other element of the sentence. In fact, if the Great Learning is
ancient, then the rule also is, which implies it was an ancient means by which
ancient people were being taught. The last use of the kei-jo dichotomy refers to the
use of characters across sentences. A heavy character, in this case, is one that brings
two sentences together, by fixing the upper one and dragging its meaning toward the
lower one.

What hitherto presented are all the categories and subcategories in which the theory
of “translation” (yakubun 7%£3Z) can be divided. It is known that Shizuki knew and
relied on Ogyti Sorai’s theory, as he mentions the Confucianist colleague in his own
works (generally as Busshi I, from his alternative name Bussorai or Butsusorai
WAHAK). Thus, as | will demonstrate in Chapters VII and V111, it can be asserted that
Shizuki had embraced, to a large extent, these categories, yet he repurposed them to
the necessities of the Dutch language. While explaining how to translate a Chinese
text into Japanese, Ogy was mostly concerned with finding categories that could
guide the annotator in the understanding of how to treat each character. This is the
jigi F°F§ part of translation, that could be understood as the “study of the meaning
of characters”. The jigi is divided in three sub-fields: jihin, jisei and ji no ya. The
jinin 5=/ ‘sorts of the characters’, that categorizes them in “full’ jitsu 3% and
‘empty’ kyo K%, and further into ‘rightful words’ shé 1E and ‘auxiliaries’ jo Bf.
These roughly represent morphological categories, corresponding to the field of
“etymology” in 18M-century Dutch grammatical tradition. The jisei F 2
‘expressivity of the characters’ covers the topic of how characters are semantically
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related to each other,

as well as the relationships of morphosyntactic
interdependence across characters. The last field, the ji no y6 -/ i engages with

the way in which characters are to be “treated”, or “used”. Since this regards issues
such as conjugation and semi-synonymity, it appears to be more focused on the

kundoku rendition of the text. Ogyl never intended for his theories on translation to
be utilized as grammatical framework for either Chinese or Japanese.

Ogyl’s categories can be ordered hierarchically in the following manner, as
illustrate in Table 33.

&)
/ da

o

| kyoji

1E _ EEE
sho itsugo
i Jisug

T jitsui

iR
|\ /| sitkyoku B By
E'a L "I s 7 g jo
yakubun 1\ jisei gen-man

Jjogo

kuha 'I tan-fuku

Nl i
unser | =y shi-katsu
jinoys %>

L

sei-so

VN EE
\ shin-ka

‘ kei-jo
Table 33 Structure of the theory of translation according to Ogyt Sorai.
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However, these are all categories that concern the field of jigi, the interpretation of
characters. The rest of the essay written in the first two volumes of Kun’yaku jimo
covers the subject of bunri, that also contains relevant notions concerning
morphosyntax, and specific reworkings of these categories, in the context of the re-
ordering of Chinese characters. | will provide a sample of these theories in the
following paragraph, as they allow to better understand some of the concepts
hitherto mentioned which Shizuki adopted and readapted in his works, to some
extent.

6.1.2.1 The subject and concept of bunri in Ogyu’s Kun’yaku jimo

The entirety of the second volume of Kun'yaku jimo comprises the section titled
Bunri-rei SC¥E] ‘Examples of bunri’. As the title suggests, in this volume, Ogyil
demonstrates with practical examples how to produce a correct translation of
Chinese text, using the proper bunri. As discussed in the previous section, the bunri
concerns the understanding of how the characters of a Chinese text are to be ordered
and combined when forming Japanese sentences. The example sentences used by
Ogyii to demonstrate his theories, come from the text written by Zhii X1 4<% (1130
—1200) as introduction to his commented version of the Great Learning (Daxué X
£), known in Japanese with the title Daigaku shoku jo KFFHAJFF. As Ogyi
claimed in the beginning of volume 1, according to how the translator treats the
bunri, the interpretation of a sentence can change, even when it has a fixed amount
of characters. He will demonstrate this by presenting, for each sentence of Zht Xi’s
text, one Japanese reading (kun) and a plurality of translations (yaku %), evidencing
that the same characters in one Chinese sentence can create a multitude of Japanese
sentences with different meanings, according to the way one reorders them. I will
not go into too much detail with these sentences since their analysis is beyond the
scope of the present research. However, it is worth raising a few examples, so as to
understand how the jigi and bunri are to be applied, in practice, in order to provide a
“correct” Japanese translation. Furthermore, many of the important parts of speech,
as illustrated by Ogyt in the context of jigi, are covered again in this section,
providing further context for their interpretation.

In the original text of the introduction to the Great Learning, there is a Chinese
sentence that, in Modern Mandarin would be read as gai zi tian jian shéngmin 7€ ji
mobil yii zhi rényi lizhi zhi xing yi %5 H KA R RIBES A Bl DM 2818 2 M 2.
Ogyt covers the first character in another section, and provides to the rest of the
sentence the following Japanese reading (kun):

sunawachi sude ni kore ni atauru ni jingireichi no sei wo motte sezu to iu koto nashi
AFANFAF=FY bR THEILAlL= EVFE PUXFLAF BT

HIBE &R = B o ML fREmEe R

As viable translations, Ogyt provides the following three alternatives:



Shizuki’s Japanese Sources on Language 345

1. ko areba nai sore ni jingireichi no sei wo yarazu to iu koto wa tokku ni
ATZT VNI = FTEAX BTN Y7 Yv=7
Rl BE - B R B2 DL o R
2. sé areba nai sore ni yaranu to iu koto wa tokku ni jingireichi no sei wo
YT LN = FTEX FETIAN \7 Y=
A B - 2 OR Z u A FIE 2R
3. s0 areba nai yaranu to iu koto wa tokku ni sore ni jingireichi no sei wo
YUTLAR = FEXRRTN FTYLET
Al BE 32 A B2 DL A 2R
All these sentences roughly mean something along the lines of “If not so, then they
would not be provided with the nature of jingireichi”, where “they” refers to the
people of this world, while the “true nature of jingireichi” refers to a group of
spiritual values the people of this world have been given from the Heavens,
according to the Confucian creed. The most notable differences, across these
translations are in the way the words are re-ordered, and consequently changed as to
comply with Japanese morphosyntactic rules. Between the kun and the many yaku,
there are also notable word changes. The only real difference between translations 2
and 3, for example, is the location of the word sore ni, Japanese adaptation of the
Chinese character shi -2, that in sentence 2 is comprised within the relative clause
with yaranu ‘do not provide’ as predicate, while in sentence 3 it gets unbounded
from it and placed outside of that clause. It is worth pointing out that these are not
complete sentences, as the main clause lacks a predicate. These translations are
commented as follows, on folio 25v:

B 5, b7 w47, aLF Lok | The character soku HI , receives the
7%%4430 / TN, REEE ) W Lo | sentence above and has the meaning of
BTy, mr B A | O o conmection e &

S //—‘—» g — .
/m#% Vo #=, JH:/j/\. . word that reinforces the phrase ko nare ba
To YATEXINAETY ., V=T ko ja (‘If so, then so’). Thus, this phrase
= s has the kuho of placing and pulling
e o ] _
/Bl b =7 1 TRV S Y, E)F:\ together the character soku Hif and i %.

m b/ ”j?‘ )‘m;; b= E 7 = You should know that what lies between

Ne bV =, FUVH bR 775 F= | them is the interruption-connection of

£y 7R fm, AL | W e e S L v e
e N SH. 2k — :

%ﬂ‘ Jo {ﬁ””ﬁ%f\° ”%f:T/\ meaning of tokku ni dé shita. However, if it

> YliE s & 7B 7 REY, % | is not below, then it is not complete. That

LN, WYY =, FAF Y, i R 27 = | is why one sees the character maku 3,

I SO I .. | below. In popular language, or in poetry, in

F 1, /H“T"T;@Z PETET Y, %‘lﬂ\ phrases where one can read nakare or

KRB 2P ET TN, EF | nashi ya, it is the same as the character mu

FY b =7 T F Y, RUIE, IR B 2| | #% However, it becomes tokku ni nai, or

A N=7 TN, RV 2 =F4 hE7 T HF 4 | nani ga tokku ni nai. Underneath, there is

T ov®us T v uq | the phrase fu yo shi RELZ. This phrase

LAFanx Y, FPSR/igE 2 M | basically means tokku ni nai dori ja.
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FE7EFET U, RS, [CFEIEE 2T | However, when one says fu yo shi 7REid2,
. 7 . © © 0O | one does not hear it without a tokku ni nai.
U\T Y= BAX RN BY 7 = | Bejow, there are the seven characters i jin
j_4» b5 TO T/.’??o b k. x| 9 rei chi shi sei w:%m%%ﬂz_&:

»» = =z | However, when you say that the jingi
vk, FA B ,{k /5/1/7L ) . Eﬁi/\%/\i reichi no sei is not provided, you say tokku
ni nai, and the character i %, below,

=7 ARV 5@“7 ‘/33’\“}_ UIZ]F | connects most certainly the word nai. The

i 7z one giving is the sky above (ten X). What
1% 1% Hi
NE=TMER 7&' 7 %T Vo B receives it is shi .2 kore ‘this’. This “this”

€/

Wy N 2 M U points at the characters seimin 4=k ‘the
people of this world’, above. The provided
thing is the jingi reichi no sei.

Here, Ogyt specifies the meanings and relations between the characters. He finds a
tight relation between the two characters soku HI and i %=, that hold the sentence
together. The character ki B, instead, has a tight relation with maku %, since
together, regardless of their positioning in the Japanese sentence, they mean
“already not”. At last, he also specifies the subject-object relations of the different
nouns, relative to the predicate. He wrote that, while the central verb is yaru ‘to
provide’, ‘to give’, the one providing is the character ten X ‘Heavens’, the one
receiving is the character shi =2 — here interpreted as a demonstrative pronoun —,
that refers to the noun seimin ZE X ‘people of this world’ above, and the thing that is
being provided is the “nature of the jingireichi”.

He subsequently flips the Chinese sentence into zé ji yii zhi mobu rényi lizhi zhi xing
yi RIREEL 2 EOR LI 35088 2 22, inverting the position of the two characters
mobu Z A and the two characters yii zhi B1ZZ. The Japanese reading he provides
iSZQ

sunawachi sude ni kore ni ataeni jingireichi no sei wo motte sezu to iu koto nashi

F=7T

RIRE=BL= 2 =2 R L7 il R
The sentence is, thus, translated into Japanese as

s0 areba yaru ga sore ni tokku ni jingireichi no sei wo motte sezu to iu koto nashi
LARNY 7= YAy Lr= JFE BTN

AEBE - B2 - B URDL e R

The main difference between these versions and the previous ones it that the
negation is not relative to the verb yaru / atauru anymore, but it is added to the verb
su ‘to do’ that combines with motte ‘with’. This makes the new sentence mean “If

29 The readings of some of characters that are not specified here, are based on the readings
previously provided for the kun of the sentence before flipping it.
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The

difference is thus not in the ultimate meaning of the sentences, but rather on the
nuance in morphosyntax with which a similar concept is expressed. In the previous
translations to the original form of the sentence, the structure, simplified, was “if

you do not do this, you will not get this”
do this, you cannot not get this”
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. In this new version, the structure is “if you
. Ogyi adds the following explanation, on folio 26v:

Similar to the original text, the two
characters baku fu % A<, are below the
character ki BE and above the entirety of the
phrase. The character ki BE interacts with the
character maku %, meaning tokku ni nai.
The characters 24~ interacting with what is
below, interact in both & X EHi (ataezuru
koto nashi) and ZLASLL (motte sezuru koto
nashi). However, the two characters %= 7~
combined can have the meaning of the
character jin 7 [/ ‘exahustive’]. They can
also have the meaning of the character hitsu
W [‘definitely’, ‘necessarily’]. It corresponds
quite accurately to the lower sentence %A~
HEFF. Similar to this sentence, when putting
LA below, it does not interact with the
character atauru i~ /L, but only with the
character i LL. However, it does not mean
that all the people of this world with no
exceptions have received it from the
Heavens. It is not given a unanimous and
definitive claim regarding whether there are
people in this world remaining who might
have not received it yet. The character ki B,
being above the character yo Ei& means that
the people of this world have been receiving
it from before their life. If we can say that
such a thing has been provided, it means that
there is no possibility of the “nature of the
jingireichi” not being taken. However, it is
unanimous that this reinforces the point of
whether the jingireichi no sei is being
included or not. Furthermore, these two
characters 24 have the meaning of a heavy
character hitsu . Interacting only strongly
with the thing being provided, it means nai to
iu koto wa nai, meaning “it must be so”, and
there is no unanimity regarding whether

30 The additional reading zaru #°/L is added on the left side of the character.
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O OO among the people of this world, any is still to
T BATLE )RR N, BANET | et Y

X)X,

Ogyt is demonstrating the fact that, through the practices of kundoku, the meaning
that the sentence takes can vary sensibly. In the original quote, the two characters
maku % and fu /X are both interpreted as expressing negation and are found
together, one right after the other, in that order. However, according to the
interpretation, they can either negate the word motte su — a verbal compound that
best translates the English ‘with’ — or the verbs atau or yaru ‘to provide’. This
creates a different nuance that could be simplified as “without the nature of
jingireichi”, in these last examples, or “not providing the nature of jingireichi”, as of
the previous examples. In the last examples, the verb “to provide” is positive, and
roughly correspond to “if done so/so provided, then there is no way they [the people
of this world] do not have the nature of jingireichi”. In the former examples, it was
the verb “to provide” itself that was negative and used to render the meaning of “If
you do not do this, then the nature of jingireichi is that which you do not provide”,
where the character i UL — previously motte — is analyzed as corresponding to the
direct object particle wo.

Ogyt subsequently (27r-27v) reorders the sentence again, providing a new Japanese
reading:

sunawachi sude ni kore ni atae to shite jingireichi no sei wo motte sezu to iu koto
nashi

HIRE=3E Bl b4 27 =R T DI7E T2l 27 R
This sentence gets translated as:

s0 areba nai sore ni yaru to iu koto wa tokku ni mono wo jingireichi no sei wo denai
FYs= FEYALRRTA YL=FhE E/T

BIPN BE - HL L R - DL 2T R
s0 areba tokku ni sore ni yaru koto nakereba, jingireichi no sei wo motte sezu
HIBE=327 2 BT 2 RO DY A28l 2 7 3R

m7 @ SN, B, B RER D n” =048 | When putting them in this way, learning
. 7 this kun and this yaku, the bunri is well

7o %ﬁﬁg 7 xfoﬁ‘ouo%’o\ﬁ 7 JJVSF | put. When one tries to invert it, meaning
SN I “without the jin gi rei chi no sei”, then it

7o AT t:(j*g%g%f/z PE7 R #7 | means with the remaining things. But this
PIF ZAF Y, (3% 3 U T, ¢ | Mmeansone is specifically not giving other
0000 0O things from the jin gi rei chi. When one

V7 AN 7=, 74 F=x7EF S | attempts at interrupting the verse, if one
does not say “giving this”, the jin gi rei
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chi is not it. The rule of the phrase
specifies that it is the jin gi rei chi that is
being given. However, it is not being
discussed whether there are individuals
remaining [i.e., not having received it
yet] among the people of this world.
Even though they have received, they are
not to be seen. If they get to receive it,
they are still to receive the other things.
Also, the sentence shunjo tokoro tome
hika narazu to iu koto nashi have the
same bunri.

Ogyt flips the sentence again so as to provide a new Japanese reading:

50 areba tokku ni sore ni jingireichi no sei wo motte sezu to iu koto naki wo atau

HIPE= B -2 SR 2 5877 R

This is transalted as:

PETUDITE T R

s0 areba yaru jingi reichi no sono sei wo motte senu to iu koto nai to iu mono wo

sore ni tokku ni
rYr= YAvL=

P
RV BE =B 2 (i Z

E b

€/ 7 X b=

ﬁ v RO R

As a comment to this, he adds the following remarks (28r):
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Below the character shi =z, there must be a
dead character. Thus, in the kun, it is
annotated as naki. In the yaku it is
annotated as nai mono. In accordance with
the bunri, the yaku is improved by means
of the kun. So-called jigni reichi and sei are
generally divided and distinct according to
the name, however, in reality, they are one
thing. There is nothing else regarding this
type of texts. Now, let’s try to insert
different characters and discuss this bunri.

Ogyt refers here to concepts he discussed in the first volume, concerning the parts
of speech. According to Ogyi, the Chinese character shi 2, can be adapted into
Japanese in two manners, namely: as the particle no, expressing possession; or as a
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demonstrative pronoun (in the oblique case) kore ni or sore ni. Either way, he adds
that below this character one always finds a “dead” character. That is why, he adds,
in the Japanese reading, he annotated the reading of the subsequent character maku
%2 as naki, while he wrote nai mono, in the translation. The grammar Ogyi is
referencing here is not classical grammar, where the form nai (written as nahi 72 TU)
did not exist. But it also does not correspond to Contemporary Standard Japanese,
however, it can be deduced from the way he utilized the two inflected form of the
adjective nashi, that the form naki is a “dead word”, just like what he claimed with
regard to the adjective kiyoki (see 6.1.2) that can function as a noun, thus, being
followed, in Ogyt’s sample sentence, by the direct object particle o, generally only
combining with nouns. The form nai, however, is an attributive form, thus requires
the reading nai mono — where mono is used to nominalize it — thus making it “dead”.

Ogyt subsequently (28r) provides the following Chinese sentence, where the on
reading of each character is annotated:

soku ki yo shi ki do ai raku shi baku fu i ki i
V¥ a vk RTAT2 VR 0T A4 F A

AI BEBL 2 B2 22 38 22 S RPLRR

In contemporary Mandarin, this would be read as zé ji yui zhi xi nu ai lé zhi mobu yi
g1 yi. Syntactically, this sentence is very similar to the last version of the previous
one, with the only notable changes being semantic, namely: the substitution of the
four characters jin gi rei chi {—-Zi28, with the four characters ki do ai raku =/
%% and the substitution of the character sei £ with ki %, whereby jin gi rei chi no
sei is thus substituted with ki do ai raku no ki.
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Below the character shi =z there is a dead
character. It becomes a thing. This becomes a
character that interprets the ki do ai raku in
detail. In the so-called ki do ai raku if the
phrase ki wo motte [‘with the energy’] does not
move, [the sentence] does not work. Thus, the
sentence would mean that with the energy of
the ki do ai raku, what does not move gives
something that is not to them. As far as the two
characters yo #& and shi 2 combined are
concerned, since they are above, all the things
below the character ki = are what is being
provided.

81 The alternative reading komaka ni toku =~ 7% = k2 is also added on the left side of the

characters.
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This excerpt demonstrates that the quality of “dead” and the capacity of being able
to “move” has also strong implications in the context of the bunri, and not only in
the jihin, as it might have appeared by only reading the content of the first volume of
Kun’yaku jimo. The Chinese character shi 2, always requires a dead word
underneath it, and this stays true regardless of the two very different Japanese
readings that can be provided for this character. Ogyl explains that the bunri
dictates the reordering of characters according to logic. For example, in the sentence
he quoted above, the character maku %<, that corresponds to a negation nai, in
Japanese, is put right after the character shi =z, analyzed as functioning as a genitive
to the nominal compound kidoairaku. However, if one does not move the character
maku %= from that position, according to Japanese syntax, the character maku would
negate the kidoairaku, and the sentence would end up meaning that the kidoairaku
does not exist and, logically, one cannot give (atauru Ei) something that does not
exist. For this reason, the character i L. needs to be moved after (underneath) the
character ki &, that becomes its direct object, and needs to be placed before the
character maku %, that becomes its negation, in the form ki wo mottesenu to iu koto
nai to iu mono 0.3

This phrasing uses the verb ugoku to refer to the movement of Chinese characters in
order to provide a kundoku reading of a Chinese sentence. This can be taken as a
hint as to what the term “to move” also means when it is used regarding the
categories of “nouns” and “verbs”. If the verb ugoku ‘to move (intransitive)’ refers
to the act of displacing a Chinese character within the practice of kundoku, one
might deduce that the label of doji B)F ‘moving character’ for verbs could refer to
the fact that verbal characters ought to be moved, when translating a Chinese
sentence in kundoku. Indeed, if one looks at the examples of kundoku (be they kun
or yaku) within this chapter on bunri from Kun ’yaku jimé, one would notice that all
the characters that are “moved” are either verbal characters (doji) or auxiliary
characters (joji). Even when a character is moved underneath another one that
requires a “dead” character (e.g., under shi :2), the character that was moved is a
dead version of an “empty” character and never an originally “full” character.
Within this chapter there are approximately thirty kun or yaku renditions of Chinese
sentences (depending on how one counts them), and within all of them, the only
characters that are “moved”® are the following: the auxiliary sho 7T, read as tokoro
no, as the past affix -ta etc.; the verb kyo #4, read as oshiuru, oshie etc.; the auxiliary

32 For the sake of specificity: ki o is the character ki &i; motte se is the character i L; nu to iu
koto is the character fu /<; and nai to iu mono wo is the character maku %, based on the
kundoku provided for the previous sentence.

33 ] have considered a character as “moved” whenever that character presents a kaeriten, thus
either a re-ten or a numeral, except for the number one, or a position, except the “up”
position. This is because, if a character is either annotated with “one” or “up” this means that
they receive the other character(s) below itself, thus, the character in question is not itself
being moved, it is the other characters moving below it. | relied on the list of auxiliaries
present inside Kun'’yaku jimo in the confirmation of whether a Chinese character was to be
considered as an auxiliary.
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i LA, read as mochihi, motte, and as the particle wo; the verb kei #& (#k), read as ato
wo tsugi; the verb ritsu 37, read as tate; the auxiliary maku %, read as nai, or nashi
and variations thereof; the auxiliary fu 4~, corresponding to forms of the negative
affix -zu; the auxiliary ki BE, read as to(k)ku ni; the auxiliary and verb yo EZ, read as
the verb ataeru or the particle to; the auxiliary shi .z, read as sore ni or the particle
no; the auxiliary waku 2k, read as mo ari; the auxiliary no #g, read as naru; the verb
and auxiliary yi 4, corresponding to the verb ari; the auxiliary zen 4,
corresponding to the phrase mattaku suru koto; the verb chi %, corresponding to the
verb shiredomo; the auxiliary ji H, read as the particle yori; the verb shi 2, read as
the compound itaru made (verb+particle); the verb nyia A, read as iri; the verb and
auxiliary kyii %, read as oyobeba; the verb kyii 4%, read as kiwame; the adjective sho
1F, read as tadashiku (thus in its adverbial use); the verb shi &, read as osame; the
verb chi i, read as osamuru.

In the reordering of Chinese characters as to form a sentence coherent with Japanese
syntax, there needs to be a fixed methodology. For example, if one could reorder
any character at one’s own will, the reader would find him or herself to always deal
with different notations. It makes sense, thus, to expect the kundoku system to be
based on a few common rules. One rule that governed the practice was, probably, to
never put kaeriten (except for “one”, “up” and similar characters signaling the target
location of the movement) underneath a “full dead” word. Since in both languages
adjectives are placed before the modified noun, this allows the reader to expect that
whenever a character is annotated to be moved below in the sentence, that character
is either a verbal character or an auxiliary (joji), albeit with exceptions. This might
also be the reason why adjectival character are called “quiet”. Adjectives are
“empty” words; thus, they distinguish from “full” words because they require to be
combined with a full word and they need to be conjugated (in Japanese), however,
they are not “moving” since they are generally found, within the Chinese sentence,
in the same location one would find them in the Japanese sentence. This also
explains why Ogyti needed to distinguish between the category of “full” and “dead”
even though they are almost always treated together. There are certain characters,
like shi =z, that, by rule, always require a non-inflecting word after them, a “thing”
(mono #), using Ogyii’s words. The “dead” use of “empty” characters functions as
a non-inflecting form thereof that can be used in such circumstances.
Morphologically, Ogyi has already discussed the difference between the “dead” and
“lively” use of words, as I have illustrated in 6.1.2.

To make the topic of “dead words” clear, Ogyt adds yet another example from the
Great Learning, in the phrase kishitsu no hin 5% 2 Z “to receive the dispositions”,
in the excerpt below (28v):

/ £, %7, 5 =7 /7 | Below the character shi =2 there must be a dead
B . v character. If you say ukeru, then it is lively. It is

Uo |77 M B~ SEFF U #T | an action. If you say uke or uketaru, it becomes
Y[ | s 5 ¢ & # Lk m~s%, — | one thing, however, this is a dead character. Even
when read in on’yomi they all become dead
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Mp=F )L UKL, WFF VU, & | characters.

=34 3I7%, WEFE=TLT U,

In Chinese, the character bing ZZ, corresponding to the Japanese verb ukeru (“being
endowed” or “receiving from someone or something above”), is not conjugated in
any fashion. Regardless of its syntactical role within the phrase, the verbal character
bing T= always retains its morphological characteristics. In Japanese, this is not
possible, since verbs and adjectives must be conjugated according to different
parameters. This makes the interpretation and translation of a Chinese text
particularly difficult since one needs to deduce, from the context, which Japanese
conjugated form a specific Chinese character corresponds to, in each of its uses. In
this case, Ogyt claims, the context is clear enough to understand that this character
bing Z& needs to be adapted into Japanese as a “dead form”. In fact, he adds, the
form ukeru would be a “lively word”, thus it cannot be the correct reading of the
character bing Z£ since it is featured after the character shi =2. Among the viable
“dead” versions of the verb ukeru, Ogyu provides the form uke and uketaru.

After this, Ogyti continues by providing a few other examples and sample sentences,
to illustrate the meanings and Japanese renditions of other Chinese characters.
Afterwards, by the end of this volume 2, on folio 32v, he adds two interesting points
that are worth looking at carefully. He writes:

" ToA Ay Generally, when it comes to characters,
WA T FIRTEL TR T T | we have things like jike, join, jigi, jinin
N7 f?%,\f?/%gg;%ggj_ and jisei. The jikei is the drawing of
et B radicals. This is not something

U, 2L 2B F=,, ~F4 57 | concerning the writer of a text. However,
FU, RLUIE, FTE, OTE/, AV I things do not work if one ignores the jigi
T and jion of characters. The jigi and jion
IV, mIATEFIXTFY, =i, F | must be known. The jihin and jisei are
AT like the sankei and san’i of [Chinese]

T, B =TT U, G, B | poetry. The jihin is like the sankei, the
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jisei is like the san’i. This concerns each
and every character. This can be seen in
the first volume. Even if the nine types of
jive [FH “uses of characters”] also
concern each and every character, this is
the overlapping of characters, in one
phrase, one sentence. This can also be
seen in the first volume. Being able to
distinguish properly between these jihin,
jisei, jigi and jiyou, when making a
phrase and a sentence, knowing how to
tell whether to put a character above or
below, this is called fuchi. Sometimes,
the upper character glares at lower one,
that draws the upper one toward itself,
according to the logic of speech. This is
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called bunri. However, the fuchi is like
the head, body, arms, and legs of
humans. The bunri is like the energy, the
blood, the muscles, and the veins. If the
head, body, arms, legs, bones, flesh, skin,
and hair are not held together, one cannot
have a human body. However, if the
spirit and blood do not flow in the
muscles and veins then you have a dead
man. Similarly, with the fuchi one can
raise the “body” [tai f&] of the goku [7&
] ‘sentence and phrases’], in the bunri,
one adds the “function” [yé ] to the
goku. In this way, with Chines characters
that make the goku, on top of that goku
that is made, one can get closer to the so-
called language of the Tang people,
where there is the thing called bunkan.
This is just the correct spreading of the
chifu. Until the fuchi and bunri, the good
or bad kuho does not pass through.
However, there is the thing called goku.
There is indeed a difference between a
well done goku and a badly done goku.
On top of that, when one has understood
the bunkan, becoming a well done goku,
one is good at Chinese. For example,
when the bones, flesh, skin, and hair suit
the head, body, arms and legs, if the
energy and blood flow in the muscles and
veins, then a person becomes a person,
however, otherwise, if the head is too
big, or the legs too short and one arm is
longer than the other, that is one ugly
person! Similarly, if the bunkan is bad,
the goku is ugly. A pretty bunkan is a
person with nice looks.

This excerpt expands on the theoretical framework, while also addressing some new
issues and concepts. This passage is dealing with the concept of character (ji F7), a
term he uses to refer to Chinese logograms specifically. He claims that in the
understanding of characters, there are six subjects to consider, namely: jikei “7*/¥;
jion 3% jigi 7%, jihin T4 jisei 2 and jive 7. The jikei, literally
“character-form”, refers to the graphic rendition of Chinese characters, meaning the
order of the strokes and the radicals that compose them. The jion, literally
“character-sound”, refers to the pronunciation of each character. One can assume
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this to refer to the on’yomi reading of characters that Ogyi annotated — through
furigana — on top of each Chinese character in the sentence, before providing its kun
and yaku renditions. This should be understood, in the context of translation theory,
more as a sort of way to “call” characters, similar to how the letter < b > is called
bee, in English, when reciting the alphabet, for example. The jigi, literally
“character-concept” is the meaning of the logograms. The meaning of Chinese
characters, corresponds, thus, to a series of Japanese words that are to be used and
annotated when providing a Japanese rendition of the Chinese sentence. The jihin,
literally “character-sort”, is what I have discussed in 6.1.2. The jiyo, literally
“character-use”, is how each character is employed within a specific sentence. | have
covered these in 6.1.2, as well. Ultimately, the jisei, literally “character-
expressivity” is a bit more complicated, as it is not directly defined. In order to
explain this, the excerpt refers to the Shijing 4 an ancient collection of Chinese
poems that is structured according to so-called rikugi 7S ‘six concepts’. These six
concepts are further divided into two groups, namely the ‘three warps’ sankyé —i&
and the ‘three wefts’ san’i —##. The “three warps” correspond to the three concepts
of fiu f\, ga ¥ and sho 2H; while the “three wefts” are fulli, hi kbt and kys Bi.
Without going too much into detail, the three warps roughly correspond to poetical
genres, while the three wefts correspond to styles or manners of expression. Ogyt
compares the three genres to the jihin, and the three styles to the jisei. One can
understand, thus, that the jihin corresponds to the types of characters, like genres of
poems, while the jisei corresponds to the way in which characters are used in order
to express specific meanings and concepts. Unfortunately, Ogyi does not really
expand on the concept of jisei and does not explain how one is supposed to employ
it and study it. On the contrary, he proceeds by presenting yet another series of
concepts. He relates the concept of bunri SCEH with a new term, namely: fuchi 7 (&
The fuchi is defined as being able to discern where to place each character according
to the jihin, jisei, jigi, jiyo and subsequently being able to construct each and every
clause and sentence. The bunri, instead, is when one can make each character
interact with each other, according to the logic of speech. If one looks at the sample
sentences above, thus, the fuchi, roughly corresponds to being able to put each
character in a logical position, while the bunri, corresponds to the practice of
annotation, meaning being able to understand the logic behind the kaeriten
annotation. A more intuitive metaphor used by Ogyl to explain the difference
between the fuchi and the bunri, equates the fuchi to a human body and the bunri to
the blood and energy (ki &) glowing inside muscles and veins. These are references
to Chinese traditional medicine, according to which it was believed that veins and
muscles were channels through which blood and the “vital energy” flowed. In this
metaphor, the fuchi corresponds to the different body parts that are essential to make
a human. Without them you cannot have a body. However, without the bunri — the
vital energy — the fuchi is nothing more than a dead body. Subsequently, Ogyt
expands this metaphor, by stating that the fuchi raises the “substance” (tai {£), while
the bunri adds the “functions” (yo ). As | have discussed in Chapter V, the
characters tai & and yo | have been used by Japanese scholars to refer to “nouns”
and “adjectives/verbs” respectively. However, the way Ogyl uses these concepts
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only indirectly points at these categories. He claims that the fuchi allows the writer
and the translator to build up the body of the text, meaning to order the Chinese
characters that are necessary to create a sentence. However, since these characters
are not put into a linguistically logical order, from the Japanese point of view, then
one needs to understand the correct bunri, which allows Chinese characters, to
move, interact and conjugate according to a sensed Japanese morphosyntax. The
rules governing these interactions are comparable to those governing a healthy
human body. Going back to the word classes, as illustrated by Ogyt in volume 1, I
can now re-interpret them as referring to linguistic concepts by considering them as
organs of a body. The subsequent point does precisely that, as can be read below
(34n):

- % i . As far as the fuchi is concerned, these are the
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language, as written in the first volume. It
concerns the “dead” and “lively” [use] of
characters. When a “dead quiet” character is
feminine [[2], the lower part receives the upper
part. This is heavy; thus it goes below. When a
“moving lively” character is masculine, the
upper part ties up with the lower part, thus the
proper duty (giri ##1) is defined based on the
upper part. However, one cannot have two
dead characters or two lively characters in
succession. Dead and lively characters must be
inserted scattered through the text, sometimes
going up, other times going down, thus making
changes while inserting them in a scattered
fashion. This is how one can obtain the flow of
the language. The scattered insertion [of
characters] in the upper and lower position
within the flow, allows us to obtain what we
call inhei [K3F. The in [ is when each
character meets and either goes down or goes
up. The hei I is when, after doing that, the
characters that are sparse and separated, are
properly ordered. Based on this inhei, we
obtain the bungé 734

This excerpt deals with two main topics. Firstly, it states that the fuchi is no different
from the previously mentioned (see 6.1.2) danzoku, that corresponds to the
distinction between Shizuki’s and Motoori’s tsuzuki kotoba and kiruru kotoba (see
8.2). This danzoku is specified by the characters being “dead” or “alive”. However,
Ogyii also adds two new concepts, central in Taoism: the Yin (in [&) and the Yang
(vé6 F%). He claims that “dead quiet characters”, meaning nominalized adjectives, are
Yin, while “lively moving characters” are Yang. He claims that dead adjectives are
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considered Yin because the lower character receives the upper one, and the heavy
part is in the lower character. Verbs are Yang, instead, because the upper character
has control on the lower one, so the meaning is established by the upper part. |
assume this to be a reference to the fact that adjectives are placed before the
modified noun, in Japanese, meaning that the “heavy” part, the “head” of the phrase,
will be below, while since verbs are placed at the end of phrases, what “controls”
them, meaning the subject, is always above. The term Yin is thus used in order to
refer to the instance in the combination of characters, whereby the “head” of the
compound is in a lower position, in the vertical writing, while Yang is the opposite,
meaning that the character that defines the meaning of the compound is found
above.

Ogyil afterwards introduces another concept, called inhei [K3f7 (likely pronounced
inpei). The inhei is composed of two steps: firstly, the in [X] is when two characters
meet and combine and they move either upwards or downwards, while the hei it is
the arrangement of such characters that were previously split and scattered. From
this inhei one obtains the bungd 434 . This new concept is not further explained in
words, however, Ogyii draws a series of schemes illustrating precisely this. The first
scheme, that can be seen below, addresses the bungo 434 of the series of characters
found in the first sample sentence | have quoted at the beginning of this paragraph,
namely: yi rén yi Ii zhi zhi xing UM 588 2 1.

Y\

éj\

(I S

N
1} =

Pt i

Figure 8 Illustration of the function of bungo in a sample sentence, form Kun 'yaku jimo from
Waseda University’s SCE 17 W36.

This phrase, that Ogyt generally adapted into Japanese as jingireichi no sei wo

motte, references four values of Confucianism, namely: jin 1= ‘benevolence’; gi #%

‘human relations’; rei i (fL) ‘rites’; and chi & ‘wisdom’. All these characters are
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connected by means of the character shi 2 ‘of’, to the character sei 4 ‘nature’, and
are introduced by the character i LA, that functions similarly to a conjunction “with”,
“by means of”. In the interpretation of this sentence, however, the four characters jin
1=, gi %%, rei ™ and chi 5 all interact individually with the characters shi .2 and sei
4. According to the bungo 434, thus, the characters first split (bun 47) after the
character i LA, meaning that they are to be interpreted as “with/by means of” (i LL)
the “nature of the jin” (jin no sei {=:214), the “nature of the gi” (gi no sei F&Z '),
the “nature of the rei” (rei no sei 2 4£) and the “nature of the chi” (chi no sei %
Z1'E). However, the characters combine (go 4) into the phrase jingireichi no sei 1~
FeiE 2 M, with i LA being read as motte, and moved, in the Japanese sentence,
after the compound, to which it connects by means of the particle wo. As Ogy adds,
this table illustrating the bungo — the division and combination of characters — does
not only work in the making of a inhei [X3f7 of these four characters, but it can also
refer to broader structures, including an entire text.

6.1.3 Conclusions

The first two volumes of Ogyii Sorai’s Kun’yaku jimo contain a complex essay on
translation, with specific focus on the practice of kundoku, by means of which one
can render a Chinese text into Japanese. The first point raised by Ogyt is, in fact, on
the nature of translation itself. Ogyt distances himself from the traditional practice
of kun )l — the Japanese reading of a text — in favor of a new series of techniques
that allowed a Japanese scholar to actually “translate” (yaku #R) a Chinese text. It is
only in function of translation that Ogyti engaged with linguistic and grammatical
issues, in the first place. Ogyt’s focus is on evidencing the fact that Chinese and
Japanese are two different languages, and the contents of Chinese texts (kanbun 33
) need to be analyzed as a foreign language. In order to become a professional
translator, one needs to pursue all the subjects that fall under translations studies.

The first level is jigi F 5. The subject of jigi studies the interpretations of
characters. Many Neo-Confucians books have been published about it, during the
Edo period, belonging to the genre TUCKER (1998 & 2006) calls with this very term.
It is within this sub-level of translation studies that one finds the categories that are
used by Shizuki to refer to Dutch grammatical vocabulary, such as “empty-full”
(kyo-jitsu i 5%), “quiet-moving” (sei-do 7)) and “dead-lively” (shi-katsu Ei%).

After mastering the jigi of characters, one can engage with the subject of bunri SCEE.
The bunri is the principle/logic of a text. It teaches how to logically bring the
characters together, according to Japanese morphosyntax. This subject is very
complicated as Ogyl demonstrates that to each Chinese sentence corresponds one
Japanese reading (kun) yet, possibly, many translations (yaku) according to how one
interprets the bunri. It is only by understanding Ogyi’s conception of bunri, |
believe, that one can also understand what those categories he named in the jigi
really mean. It is in the level of bunri that one sees these categories in action and
understands why they are distinguished and on what basis.
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As | will discuss in Chapters VII and V111, Shizuki too was interested in translation,
and this is probably why he reached out to sources such as Ogyl’s book.
Nonetheless, (Neo-)Confucian studies on translation were apparently not sufficient
for Shizuki as he also relied on Motoori Norinaga’s theories, from the kokugaku
school, that I will present in the following paragraph 6.2.

6.2  Theory of language by Motoori Norinaga

Motoori Norinaga Z< & & (1730 — 1801) was born in the city of Matsusaka A&
in the Ise {J+£% province and moved to the city of Kyoto at the age of 23, where he
was trained as a physician for six years. During that time, he developed an interest in
kagaku, the study of Japanese poetry, as well as kangaku ‘Chinese studies’, and
began his research on Japanese and Chinese literature. Afterwards, he returned to his
hometown continuing both his medical job and his research on the ancient language
used in the classics of Japanese literature. He thus published several annotated and
commented versions of literary works, such as Kojiki-den @ %3t/= (between 1790
and 1798) or Genji monogatari tama no okushi JFF#)3E £ /M (1796). The
analysis of the language used in these texts made him understand the necessity of
developing instruments to describe Japanese. Thus, Motoori is also known for his
publications on language. His language-related works comprise Gengo katsuyo-sho
=BT P (1781), covering the conjugation of inflecting words in Japanese, Jion
kana-zukai 7% T F# (1776) on the phonetic use of kana, and Kanji san’on-ko
i =% (1785), concerning the pronunciation of Chinese characters (FURUTA &
TSUKISHIMA 1972, 248). His most relevant publication in the context of the present
research is Te ni wo ha himo kagami TIZ % | Z#&5 (1771), presenting a table
illustrating the inflecting patterns of Japanese verbs and adjectives and their affixes.
The table lists, for each ending or affix, the shiishikei, the rentaikei and the izenkei,
which are the general forms resulting from the interaction of the main predicate of
the sentence and a particle, in the relation that is nowadays called kakari-musubi.
The theory upon which this relation is based is explained in Kotoba no tama no o Al
D E#E& (1785), by means of real usage of the language found in citations from the
classics. This last book is cited by Shizuki and influenced Shizuki’s understanding
of grammar.

Motoori Norinaga is mostly known as a scholar of kokugaku, a term that he did not
favor personally, preferring terminology that did not put his scholarship in contrast
with kangaku, the ‘Chinese studies’. This idea is expressed in his other work Ui
yama bumi 9 OML 52, where he writes the following:3*

Wte bk, BREIOSMA WS, £ | The term mono manabi %)% (‘learning things’),
CiemL &, 7= SR L DI~ | refers to the studies on our empire. Since ancient
. B0 A, Foip L | times it has simply been called “study”

(gakumon ), but when “Chinese studies”

34 Original quote from TANAKA (2020, 6). My English translation.
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(kangaku %2) started, in order to distinguish
between this study and that of our empire, we
began using words such as “Japanese studies”
(wagaku Fi) or “National studies” (kokugaku
[£]“%). These are, nonetheless, very bad terms.
This is our country. Precisely because it is the
study of our empire, then we should simply use
the term “study” to refer to it and use kangaku to
distinguish Chinese studies from it. If one judges
it possible that it could be confused with
kangaku, then one could use terms such as
kochogaku ZH]% (‘studies on the empire’), yet
terms such as wagaku and kokugaku imply
looking at our empire form the outside. They
take the point of view of foreign countries such
as the Tang people, the Koreans or the Dutch,
thus it is not a good manner of referring to
things of our own country.

L
. OO EEOZ L&, Kns

~NELLARL,

Motoori is trying to define Japanese culture and literature in a way that allows it to
be referred to without the employment of exogenous elements and interpretations of
what Japan is, or ought to be. Terms such as wagaku and kokugaku can only exist if
one first postulates the existence of something that is not “Japan” or is not “our
country”. This is why Motoori believes that, when talking about Japanese studies, a
Japanese should just use the general term of “study” (gakumon [if), that does not
imply a distinction with the foreign. A similar but opposite perception of the term
kokugaku and kokugo is displayed, nowadays, in the thesis according to which these
terms, by virtue of containing the character koku ‘country’ are better used by
natives — i.e., the Japanese — to refer to their own country’s language and culture, as
opposed to the more “neutral” nihongo, that simply means “Japanese language”.
This position is embraced by MABUCHI & lzumo (2021, 1) in their history of
Japanese linguistics, originally published in 1999. They begin with the premise that
“[...] foreigners can call the language of the Japanese as nihongo, but they cannot
call it kokugo”.®® They add that the term kokugo is unique to Japanese, Chinese and
Korean, while all European languages lack such a term and refer to their own
language with words such as English, frangais or das Deutsche that allegedly point
to them from an external standpoint. This type of reasoning is not particularly
dissimilar from Motoori’s assertion, although the term kokugo, deemed by Motoori
himself as pointing exceedingly toward the “outside”, is now being promoted as the
term that represents a completely endogenous nomenclature, to the point where
foreigners are, supposedly, not allowed to make use of it. Furthermore, the
endogenous point of view of terms such as “English” is still to be demonstrated, and

% Original quote: “AMENIZTHARANDEFEL THAFE LMESZ LIXTED23, TEHE

EMESZ EILTERVY,
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the lack of corresponding words to kokugo is also questionable, as phrasings such as
vaderlandsche taal ‘fatherland’s language’, for example, were anything but rare up
until the recent past.3®

Motoori believed that disregarding the Chinese influences on Japan was necessary in
order to understand the language and message contained in the Japanese classics.
The Chinese “heart”, or karagokoro &, as he called it, needed to be abandoned
when trying to understand the “purer” way of the classics, along with Confucianism.
This is because he saw a smaller influence from the foreign philosophies in the
language and culture expressed by the Japanese classics, that had become
unintelligible as a consequence of the corruption of the Japanese way and the
Japanese language (TAJIRI 2012, 137-138). Similarly to Ogyd, he understood that
modern awareness could not be used to understand the “heart” of the Japanese who
authored the classics, thus calling for a readoption of an older form of language.
Unlike Ogyii, though, who believed in the fundamental utility of “popular” spoken
language (f&5%), in order to make contemporary Japanese people understand the
teachings of the past, Motoori was much more holistic in his favoring the classical
language, displaying a tendency to write, even his “essays”, in a kango-free fashion,
with strong awareness of the historical use of kana.

The influence from Motoori Norinaga on Shizuki is undeniable, and this can be
claimed not only from the fact that this is one of the two Japanese sources Shizuki
cites directly, but also from the general understanding of how verbs functioned in
Dutch, particularly in his twenty-seven sentences in Seizenfu (see 8.4.4). The work
Kotoba no tama no o is the only source of Motoori’s that is directly quoted by
Shizuki and, as such, | will provide a general presentation of its contents, theory and
methodology.

6.2.1 Kotoba no tama no o and the (re)discovery of kakari-musubi

The work Kotoba no tama no o serves the purpose of illustrating through real-
language examples the use of kakari-musubi as drawn in the table of another work
by Motoori, titled Te ni wo ha himo kagami TIZ % 3485, A kakari-musubi is a
particular grammatical construction of Old and Early Middle Japanese, that was
rather outdated in the spoken language of the 18" century, but that was preserved in
classical-style written Japanese. In most Old and Early Middle Japanese sentences,
the predicate ought to end in a shishikei form, that signals the end of the sentence.
When a specific particle appears, called kakari, the predicate, the musubi, turns into
a different form from shiishikei, according to the specific particle used. There are
five such particles, namely: zo % koso Z %; namu 72%» (also nan 72 A); ka 2>,
and ya =<°. They are mostly used to identify the focus of the sentences and/or to turn

3 Note also that the three examples of “foreign countries” that Motoori mentions include the
land of the Dutch. This element mirrors the importance that the Republic had in the context of
the cultural discourse in Edo Japan, particularly when it comes to the definition of the
Japanese culture in contrast with the foreign. The Dutch are listed along with China (the Tang
dynasty) and Korea, two countries that undoubtedly had had a much longer cultural and
historical interaction with Japan.
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the sentence into a question. When one of these particles is added, the final verb
must end in a rentaikei, except for koso, that requires an izenkei. Most kakari-
musubi appear in the middle of a sentence, except for ka that is also found at the
end. FRELLESVIG (2010, 249-252) identifies one main use as focus construction,
comparable to the thema-rhema distinction in traditional Greek grammar, although
for poetic uses is not rare to find these kakari-musubi contributing to the
construction of a sentence holding an exclamative, interrogative or doubting nuance
in meaning. The term kakari-musubi, that could be literally translated as ‘hanging-
tying’, refers to the two elements that interact in this grammatical construction. The
predicate corresponds to the specific musubi, that “ties up” the sentence, in
agreement with the previous kakari. FRELLESVIG also points out that, although
traditionally kakari-musubi were seen as an automatic agreement rule, more recent
studies emphasize the syntactic differences between sentences with and without
kakari-musubi.

In Kotoba no tama no o, Motoori Norinaga deals with this topic in a slightly
different fashion as compared to modern approaches. The first section of this work is
a long table that is based on Te ni wo ha himokagami. Firstly, he identifies eight
types of “particles”, that he divides in “three columns” (misuji —f4). These three
columns are ‘right’ migi /4, ‘center’ naka ' and ‘left’ hidari 72, according to the
order in which they appear in the table. The entirety of the first part of this book
presents this division for each verbal ending such kakari can combine with. The
table is called by Motoori himo kagami no misuji no étsuna LD =5 D K
“The great net of the three columns of himo-kagami”.

As for the manner in which linguistic phenomena are illustrated, Motoori Norinaga
mostly relies on the language of waka in order to draw examples of historically
attested grammatical forms. This is not dissimilar to what Ogyt did. Ogyi, as a
Confucian interested in the Chinese language, often relied on Chinese-language
quotations from Confucian sources, like the Great Learning. | would argue that the
centrality of the sample sentences in both authors and schools of thought is an
element of fundamental agreement in the way languages were studied in Edo Japan.
I would argue that drawing sample sentences from authoritative sources in order to
provide what was conceived of as the most correct use of the language was an
approach to language-learning very well established in Japan, regardless of the
school. As discussed in Chapter Ill, the Dutch often did the same. Of course,
depending on the personal persuasion of the scholar, what was regarded as a source
worthy of citation varied. What Confucians regarded as authoritative sources were,
obviously, Confucian sources that implies an embedded sense of sacrality and
religiousness of these written texts. Such sacrality was of fundamental importance,
as seen in the introduction to Ogyt’s Kun 'yaku jimé, on folio 3v, volume 1, where
he wrote the following claim explaining the difference between the Confucian
school (jugaku f&5%) and the Japanese waka school:

. TFay . EREAN Even if Confucianism is also a way of
{5~ Wity /BT VIE. HH =N | the samurai, in China there are people
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called “saints” [seijin 2 A]. Japan is a
country without “saints”. For this reason,
the way of the samurai is a part of
warfare.
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Ogyt is implying that the study of waka is ideologically inferior to the study of the
Confucian school in that Confucianism is a Chinese philosophy, created by seijin 22
N ‘saints’, a specific type of people that do not appear in Japan. The samurai, who
are at the top of Edo Japan’s social structure, are not “saints” and their study of the
Japanese waka is still connected to the philosophy of war, and the cultural
establishment of the bushido & 1+ i&, ‘the way of the warrior’. In Ogy@’s
judgement, this makes the study of waka an inferior scholarship as compared to the
Confucian school, since it lacks a justification in sacrality.

Motoori Norinaga does not agree with this claim, yet he does not disregard the
argument of sacrality, at all. In Kotoba no tama no o, in fact, he opens the
introduction with the following remark:

TICZEITIL, HREVBO S5 E
D ERITERIIN T, TOERAKRE
MIE~BHIFTDHIEEVRART,
bRtz sz Vs, FEO
EFEETEH, BOSHhHE I ESD
OT, ER~NDELITEE S S

The te ni wo wa have been afforded to us, since the
era of the gods, in the form of countless words,
and have been established in their [position at the]
end or beginning (moto-sue).3” There is nothing
more to be said regarding that time. Even until less
ancient times, we have orderly used them

ViFH%E, <720 Tk, FKich &
HHRFAICEH, ZOESD~EHRE
DT, KRLTOBLDLHEVDHR
BIENs@ 212, BONSKEE N
EHOITEDLIE, FDOITEEVED
S ELAZEIALETRY,

completely without mistakes. Yet, with the passing
of the ages, we have started misunderstanding that
order, even in the words of the poems [i.e., waka].
Because there are many misconceptions with their
type, concerning their positioning at the end or
beginning, | will now discuss them in the present
book. That established [order] shall be thoroughly
and accurately discussed and explained.

Motoori states the sacrality of the Japanese language or, rather, a specific graphical-
grammatical feature of the Japanese language, that finds its origin in the era of the

37 The term moto-sue 4K literally means ‘root-tip’. It is used often in Kotoba no tama no o,
though, | would argue, with two different nuances in meaning, that somehow overlap in
poetical studies. As attested in Kogorei-kai jiten (on page 446), the character sue K can be
used with the meaning of “(ultimate) effect” ({AI2>23MToiLiz, ZDOFER, HIF < ORET
). Alternatively, the character sue & can also be used as a synonym of shita no ku ™)
‘lower verse’ (as attested in the same source, on page 447), where the term moto A< opposes
to it, with the meaning ue no ku _E 4] ‘upper clause’ (same source, on page 806). Within
Kotoba no tama no o, Motoori uses both nuances, probably reinforced by the fact that,
according to Japanese syntax, the lower clause often includes the resolution of the setting
described in the upper clause (e.g., protasis and apodosis, in the hypothetical sentence).
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gods, referring to the kami #{ of the creation myth in Shinto, the native religion of
Japan. The implication consequential to believing that the Japanese language was a
gift from the gods to the Japanese people is that any variation from its original form
is a deviation from what the gods intended. Consequently, Motoori wants to
reconstruct and reestablish the purest form of classical Japanese that (n)ever existed.
What can be assumed, regarding Motoori’s description of the language of the waka,
is a preference of prescriptivism and formalized use of language, and a disregard of
the description of linguistic tendences and natural uses of a variety of Japanese that
was, in the 18" century, mostly kept alive through conservative uses of written
language, and copies of ancient sources. This is to say that Motoori Norinaga’s
description of Japanese cannot be interpreted as a description of 18™-century
Japanese, written or spoken, nor can it be interpreted as a description of classical
Japanese either, as his prescriptivism must have inevitably led to a constructivist
approach, superimposing his preferences and expectations upon the linguistic
patterns he found, that were less consistent in oral uses. Keeping this in mind, I will
now provide a concise overview of Motoori’s description of Japanese grammar, that
concentrates on the phenomenon of kakari-musubi since, as will be discussed in
Chapter VIII, his theories and methodologies have strongly influenced Shizuki’s.

As T mentioned, Motoori divides his table in three sections or ‘branches’ (misuji —
48): migi A ‘right’, naka "' ‘middle’ and hidari Z= ‘left’. Each of these “branches”
corresponds to a variable number of Japanese particles that, in the context of kakari-
musubi, influence the conjugation of the predicate it relates to. The particles in the
right branch are those that require the predicate to end in a shiishikei, that can be
considered the “unmarked” ending of Japanese sentences. The particles in the center
are those requiring the sentence to end in a rentaikei, that is otherwise generally
used in relative clauses. The particle koso Z %, that is the only particle present in
the left branch, requires a izenkei form, that would otherwise not be found without
another affix attached to it. In the right branch, agreeing with a shiishikei, there are
the particles wa % and mo %, and the Chinese character to #&, for which the
reading tada is provided in furigana. While wa and mo need no introduction, the
Chinese character tada fE is used to refer to the instances where no particle is used
atall (¢ & 13 REVSDRE LAV ITHNSM),
Clearly, with no specific particle, there is no element influencing the conjugation of
the final predicate. In the central branch, agreeing with a rentaikei, there are the
particles zo %, no @, ya <> and the Chinese character ka {a]. This Chinese character
is used to refer to many words that could be called interrogative pronouns, while
Motoori still categorizes them as te ni wo ha. The complete list of the particles in
this category present in Kotoba no tama no o is: tare 7241 ‘who’, iku V< ‘how
much’, ikani \X2>Z ‘to what extent’, nado 72 & ‘etcetera’, nani 7212 ‘what’, izure
VN3 ‘which’, itsu VYD ‘when’, nazo 72 F ‘why’, taga 7272 ‘who(se)’, izu \ D
‘where’, ika V72> ‘how much’. In the last branch, the left one, agreeing with an
izenkei, only koso Z % is to be found. Table 34 illustrates this more concisely:
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Position Left /2 Center Right £
EZ f) wa |
Particles koso Z % mo b
ya x> None &
Interrogative pronouns [
Conjugation | izenkei ELSAJE rentaikei & {A shiishikei %11

Table 34 Illustration of the three columns in Motoori Norinaga’s Himo kagami table.

At this point, one might wonder why only three out of the six predicative forms are
considered here, by Motoori. The reason, as already said, is that the kokugakusha, in
this work, is only presenting the kakari-musubi phenomenon, and not the entirety of
Japanese verbal-adjectival inflecting patterns. The two “particles” interacting in the
kakari-musubi phenomenon tie the whole sentence up in a clamp of morphosyntactic
agreement. What I have called “particles”, here, is referenced to as te ni wo wa by
Motoori. Motoori uses this term to refer to all the elements involved in the
phenomenon of kakari-musubi. In the introduction to Kotoba no tama no o, Motoori
adds the following remarks, regarding these particles (vol. 1, p. 1):

NG SH
OrEMicg A, TICHITS E XD
FOMLEN~Y, WEHNDHR0H 7
Lz, B LEDHLET B ABIEN
OV, FTICWEILBTIESNE
bHe LVESIMCIZEITZ LIS LEMR
bOIRAAT D, ZOPRITNDINDG
SHEOTENSIRDMIE, TORER
LEHOTHLT, bz ssl
FVEFRELDORDE, TZIES,
LMW EEEVOHERFT, WESh
HLENORNE, SOHEE SO, &
HATHTRTNZSH T EICRARDLD
L%, WEELELLRLITEDIMIC
T, rEftziEm i< Lt BoT, »
7o 2L T DAL, £EDiFSLT
X, FSWROHHETEIRSTZESD, £
WCBIFEENL, SD2E1P0HTFLVS5
e, BIEHRELTIE SOLBVE Y=
B AT, HARZEN 2~AbDE D
BHLOZELT, ZSBONPLTENE
DS FT o oniE, WE VWAL E
OB T DOHSIH RS DER,

In recent times, some have been saying that
the joji Bh5 of Chinese texts are similar to
the te ni wo ha. Since this claim might be
appropriate, there are many people who only
learn this. Although they might look very
similar, one might never really know the te ni
wo ha, if one conceives of them simply this
way. Furthermore, when one refers to
Chinese joji, comparing them to the moto and
sue, there is no established matching, while
in the te ni wo ha there are certainly traces of
such “establishment” (sadamari) which,
when sensibly differing, words do not get
orderly in place. In poems, and anything else,
it probably becomes completely useless,
being this an incomplete relationship
[between the two]. In recent times, of the
people who believe they are correctly reading
poetry, with the exclusion of those who
understand this, there are many who are
doing damage by stating the untrue. Had
them just completely relied on our own
“heart” without ending wup thinking
unreasonable distortions on the moto-sue,
such as assuming these joji to be completely
identical [to the te ni wo ha], that would have
been to us a highly appreciated gift.
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Motoori addresses a plethora of interesting issues, in this excerpt. Firstly, similarly
to Ogyt, he acknowledges the fact that the Chinese category of joji had oftentimes
been compared to the Japanese te ni wo ha and, just like Ogyt claims, although
there are, indeed, similarities, the two do differ sensibly. Motoori seems to suggest
that one could simplify the explanation of these two categories of speech by
comparing them to each other for practicality in more casual conversations.
However, if one intends to properly read “poems” (uta #X) — meaning waka F1iKk
thus, classical written Japanese — then one would need to properly distinguish
between them and learn the specifics of the Japanese te ni wo ha. There are a few
specific characteristics of the Japanese te ni wo ha that make them differ from the
Chinese joji. From a philosophical — and nationalistic — point of view the te ni wo ha
are godly gifts, afforded to the Japanese by the kami a long time ago. From a
linguistic point of view, instead, it could be said that the Japanese te ni wo ha differ,
from the Chinese joji, in two aspects, namely: the “established arrangement” and the
moto-sue relationship. The “established arrangement”, for which one generally finds
the terms sadamari £ % ¥ ‘establishment’ and totonoi £\ ‘to arrange’, ‘to put in
order’, refers to the idea that the te ni wo ha were given to the Japanese people in a
well-established and fixed distribution, within the Japanese language. This
distribution is considered, by Motoori, specific to the Japanese language and
endangered by the inconsiderate use of it by the more contemporary Japanese
people. Since well into the Edo period, linguistic phenomena of Japanese were still
mostly conceived of as a series of displacements and substitutions of characters,
their “established arrangement” refers to the correct manner of enacting such
substitutions. One peculiar example of the arrangement of the te ni wo ha is referred
to, by Motoori, with the terms moto A& ‘basis’, ‘root” and sue 7K ‘tip’ or ‘end’, as I
have addressed above.

In order to understand what these two concepts refer to, one should look at one
sample sentence used by Motoori, to explain the effects of specific te ni wo ha in
influencing the form of a clause-ending adjective. The sentence ariake no tsurenaku
mieshi wakare yori akatsuki bakari ukimono wa nashi D> 72 < B2 Lbh
VLV BEXY 5 ZH D172 L (“1 could clearly see the moon of Ariake, since
parting with that chilled person, there has never been a harsher time than before
dawn”), that he took from Kokin wakashii, is placed on the right column, meaning it
requires a shashikei form, and under the wa class. Indeed, Motoori underlines the
character ha (read wa), corresponding to a topical particle. The other character that
is underlined is shi, the last one, that represents the shishikei ending of the adjective
nashi ‘no’, ‘non-existent’. Had there been a different particle than wa, for example
one belonging to the “left” side of the table, like koso, then there would have been
an izenkei form, that would have turned that shi, into a kere. An example of this, is
another waka, that Motoori also takes from Kokin wakashii, reading kokoro koso
utate nikukere somezaraba utsurou koto mo o shikaramashiya = ~ AZ % 572 C
WL TNBEEHIEIDASFELELMNSE LS (“If my heart does not get
tainted by not caring [about you], would | feel saddened by my heart changing, as
well?”). In this sentence, Motoori underlines the “particle” koso, that expresses
focus on the preceding element, and the characters kere, here the izenkei ending of
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the adjective nikushi 1% L ‘detestable’, ‘unlikeable’. These two examples portray
how Motoori envisioned the “established arrangement” of the moto-sue interaction
of the Japanese te ni wo ha, according to which it is the presence of koso in the
second example, and of wa, in the first one, that influences directly the
“arrangement” of the character shi, instead of kere, where shi and kere are two
different inflected endings of Japanese adjectives.

The book Kotoba no tama no o is composed of seven volumes, each containing
subparagraphs covering different aspects of Japanese grammar. The structure of the
work is as follows:®

e Volume 1 —®3%: Introduction (#:7f); Poetic evidence of the three
changes (ZH5FERR);

e Volume 2 —™3: The te ni wo ha which change the above from the end
of the sentence (£ 0 XV _L~7>~2% TIZ%13); Overlapping te ni
wo ha (EE 72 % TIZ & 1T ®#%); Irregularities (5 #%); The sort
transferring to real songs (AHK(Z -3 % #%); Te ni wo ha in out of tune
songs (CIZZIIAFHIK H—REOHNEZDREH BREDHITZ L
TELEFHSDHITTEA~T DT, BIE<IED HED); Songs with
single cases of mistaken te ni wo ha transcription (—AKIZ TIZ % 3% 5
LR % #K).

e Volume 3 =®%: haiZ; baiX; mo ;20 Z;no ?; ga 73.

e Volume 4 U 3%: ya < (doubt); ya =° (exclamation); ya (plurality); ka
7>, {aT DA (‘pronoun’ type)

e Volume 5 L& koso Z%;to &;do &;wo %;nilZ;te C;de T;
na 72; mi A; yo &; ne 43; shi L; raku & <; maku ¥ < ; keku iF<;
kashi 7> L.

e Volume 6 /<™ musubikotoba ¢ 3" TNZ &1 (shi L; zu 7 nari 72
D keri 17V ; nu ¥; tsu -2; level 19 to 32 of Himokagami; n A; ran &
Aus ken VF Aup nan 7z Au; mashi £ L rashi & L tsutsu -2 > ; kana 2372
; gana 2372), see 8.6.1;

e Volume 7 £ ™3 inishie buri & “Ancient style”

As it can be seen, the entirety of the content of this work concentrates on the
category of te ni wo ha and to the comparative study of how they behaved in the
language of the classical masterpieces. In the first volume, there is also an
introduction presenting the historical and theoretical framework within which
Motoori operates, parts of which | have already presented above, together with the
main table that illustrates what one could understand as the “regular” functioning of
te ni wo ha, in the context of kakari-musubi. This section is called Santen shoka —.
HAZIERK ‘Poetic evidence of the three changes’, where the “three changes” refer to

38 From FURUTA & TSUKISHIMA (1972, 253-254).
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the shiishikei, rentaikei and izenkei forms, in this order. These variations are
demonstrated by waka quotes from the classics, wherein each of the kakari particle
interacts with one of the affixes in a specific form out of those three. The second
volume presents some specific uses of te ni wo ha that might fall outside of the cases
presented in the first volume. Particularly interesting is the paragraph on the overlap
of more te ni wo ha, that refers to the combined use of more te ni wo ha in a single
string of words, a similar phrasing to what Shizuki uses in the context of compound
verbs in Dutch, of which more will be discussed in 8.4.1. | would also like to shed
some light on the paragraph titled henkaku Z5#% ‘Irregularities’, since this is also a
term adopted by Shizuki, in Rangaku seizenfu. The introductory explanation to this
section claims that (vol. 2, p. 13):

ZhiF kicZE © R [ZDFEEF | In these, one does not place zo, no, ya, nani etc.
MNPELT, D oB 725 (FBH | They connect [musubi] with nuru, tsuru, naru,
5 BS $xLge’t EREOT, E=h ker_u, seru, ruru, nu (negation), shi (past) etc.,
g%ﬁ—:lign_@’ BE. TIZEIERL Whlleh bemg hthe exceptlonhyohthe e_stabllzhed type,
- . ~ e together with poems in which te ni wo ha are not
& 6%%1&3%@?%() A heard in dissonance. These we would call henkaku
L7350 T ICHiEY [“irregularities’] and are shown here.

These “irregularities” are all instances in which specific predicates are featured in
their rentaikei form, even though there are no zo, no, ya, nani types of kakari
particle, which is what one would expect otherwise, if they found a predicate
(musubi) in that form. One could consider these, thus, as irregular exceptions of the
use of kakari-musubi, that are, nonetheless, part of the “established” (sadamari)
distribution of Japanese te ni wo ha.

In volume 6, Motoori writes a chapter titled musubi (no) kotoba (that he spells as
both #¢3"T' Z & X and #» 3 UVEE). This chapter covers a few affixes that
Motoori had expressly not written in the forty-three levels (Pt =E%) of the himo
kagami table. However, he writes, these are still to be considered musubi kotoba.

FE8E 4R+ =B, X ZF0IiEA 7 | The 43 levels of the three changes in Himo kagami.

B, TRTEOES &K1 | Also, all those musubi kotoba other than those in

W, HtizZ L7 b o L 7px g | that work are here presented. Among them, those

T EAE TN S which do not present variations have been excluded
° - ¢ and will not be covered.

In this chapter, Motoori covers a few additional affixes or alternative forms of
specific affixes, that he did not put in his himo kagami table. It will be especially
clear that this section was closely studied by Shizuki, as I will claim in 8.6.1. To
raise one example, | will illustrate how Motoori describes the first musubi kotoba in
this chapter, relative to the characters shi and ki. As | have mentioned, most musubi
words present three inflected forms (=#%), that correspond to the three forms that
concern the phenomenon of kakari-musubi. This musubi-kotoba, however, only has
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two, and that is because the two characters shi and ki actually correspond to two
different morphemes of Japanese. Motoori writes the following (vol. 6, p. 1):

BIELZLLE LMMAEICE

ONIEYH, — IR,
., s 4TI
EV)?T}L ‘:PVfT)% T nTHQ
i, T B, A%4T
‘ATIE
Lo 174 ")b% Conm Th
., =1 =B, £°
. = ATIR
x, Efﬂ””ﬁ)bo Caw T
W, FEIUEREE I BT = B ICIA
L, &C=omriz, kB
% .
m— OLIT, WTWHBEDL,
TE&%%?@LbowiwéL

i H, IZLIZOH
EOLRY, fﬂfu:maﬁf X1
B D2 EakEnP, T LHEEE
Hic, LEZFEIT, ENZOEOED N
L, TNO\<%&@T%m <, EoT
IZZIZIC LTEROT, EDDHRICZZH
no :.t£<ITL<T FlebLo L

fﬂfﬂ_f@ai&;ni k= fx(/)%
s BEOE L NWSRL, TZED

il‘l BEOE LV SREicoz D
STE B 13 b fONN Y
DL &K, ig;ig@#\
VDL EE LI NE, B

IBHIA~LTIE b DN V)f?)
Re& EHEODL 2 O R fAIdo N D

BEL LGS, HEFRIED & b5
HELORT L, M H— 0%
D =HEH L L EA~LETD
XEHAL

As a whole, in the conjunct variation of [the
characters] shi and ki, there are three changes. The
first is what I drew in the first level of Himo kagami:
right column shi and middle column ki (the left
column is kere). The second is the second level: right
column shi and middle column shiki (the left column
is shikere). The third is the third level: right column
ki and middle column shi (the left column is shika).
The fourth and fifth levels are the same as the third
one. Furthermore, in the two upper levels (levels one
and two), the shi is the so-called “present shi”. The
shi in the lower three levels (third, fourth and fifth) is
the so-called “shi of past”. (In the name given by the
later generations, shi has only the name of “present”
and “past”. You do not hear any name for Ki.
Originally, also the fifth level, this shi and ki and
their kiruru versions, they only change in the
conjunction with the tsuzuku below, according to the
te ni wo ha above, though the meaning stays the
same. Even ki, just like shi, has the meaning of
present and past. In the two upper levels, ki is called
ki of present. In the lower three levels, ki is called ki
of the past.) Thus, the two upper levels, with a kakari
of the wa, mo, tada type, you have shi as a musubi.
With a kakari of the zo, no, ya, nani type, you have
ki as a musubi. With the lower three levels, it gets
inverted. With a kakari of the wa, mo, tada type, you
have ki as a musubi. With a kakari of the zo, no, ya,
nani type, you have shi as a musubi. This issue easily
confuses our colleagues of the elementary study. |
discuss extensively this in Himo kagami as in the
first volume [of Kotoba no tama no o] in the
[chapter] Poetic Evidence of the Three Changes.

This excerpt demonstrates the main vocabulary used by Motoori in the description
of Japanese grammar. Referencing the table drawn in Himo kagami, Motoori calls
its columns kudari 179 (also called misuji —f£) and the lines “levels” dan E%.
There are forty-three such “levels”, all referred to with cardinal numbers (55— B,

B etc). The three columns are mentioned by their position in the table, namely
“left” (hidari Z£), “middle” (naka ') and “right” (migi £5). Each column refers to
one “mutation”, referred to with the character ten ## (#z), likely read korogari,
literally ‘to roll over’. The te ni wo ha referred to by the term kakari ‘to depend on’,

‘to hang on’ correspond to what are nowadays called “particles” (joshi

B13), while
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the te ni wo ha referred to by the verb musubu ‘to connect’ correspond to the
verbal/adjectival affixes (nowadays jodoshi BhEhF). The first five levels of the
Himo kagami table present the morphemes of specific affixes that possess ki and shi
as viable forms, yet in different context. The first level features the adjectival
endings of -ku adjectives (among which Motoori includes the ending for the affix -
beshi). These are conjugated as -kere (left column, i.e., izeneki), -ki (middle
columns, i.e., rentaikei) and -shi (right column, i.e., shishikei).®® The second level
features the adjectival endings of -shiku type adjectives. These are conjugated as -
shikere (left), -shiki (middle) and -shi (right).*® The third level features the past affix
-ki. This is conjugated as -shika (left), -shi (middle) and -ki (right).** The fourth and
fifth levels are a bit different from the others. Firstly, their left column is empty,
suggesting such form (izenkei) not to exist. Secondly, they present the conjugation
of the past affix -ki combined with either the affix -nu (fourth level) or the affix -tsu
(fifth level). The fourth level, thus, presents the two forms -nishi (middle) and -niki
(right);*? while the fifth level features the forms -teshi (middle) and -teki (right).*3
As one can notice, in most of these conjugated forms the syllables ki and shi are
present, yet not always in the same column. These syllables, although really being
different realizations of different morphemes, were probably sometimes confused by
the Japanese of the Edo period and, for this reason, Motoori believed it necessary to
distinguish among them precisely. In this explanation, he also mentions what he
calls “the names of the later generations” (gose no meimoku % >4, H), whereby
he probably meant that that terminology is not found within the classics, yet it
represents a later coinage by scholars of the classics. He distinguishes between a
“past shi” (kako no shi 75 L) and a “present shi” (genzai no shi ZIED L),
with the former referring to the shi found in the middle column in the third, fourth
and fifth level (rentaikei of past affix -ki), while the latter referring to the shi found
in the right column in the first and second levels (shashikei of the endings of both
types of adjectives and that of the affix -beshi). This excerpt will be fundamental to
understand Shizuki’s explanations in 8.6.1. In Motoori’s vocabulary, the term
musubi and musubi kotoba, thus, referred to the kana relative to all the
adjectival/verbal affixes and endings. In the chapter titled Musubi kotoba, Motoori is
not introducing a new concept, he is only expanding on some less-clear issues
concerning a few affixes/endings he already listed in the Himo kagami table or
introducing a few elements — still acknowledged under the concept of musubi kotoba
— that were not properly featured in that table (e.g., the words ari and nari).

39 For example, the -ku adjective yoshi ‘good’ is conjugated as yokere (left column), yoki
(middle column) and yoshi (right column). The affix -beshi is conjugated as bekere (left
column), beki (middle column) and beshi (right column).

40 For example, the -shiku adjective ureshi ‘happy’ is conjugated as ureshikere (left), ureshiki
(middle) and ureshi (left).

41 For example, the verb ii ‘to say’ is conjugated as iishika (left), iishi (middle) and iiki (right).
42 For example, the verb chiri ‘to spread’ (generally referring to the spreading of the petals of
cherry blossoms) is conjugated as chirinishi (middle) and chiriniki (right), with -ni being the
ren yokei of the affix -nu. | discuss the two affixes -nu and -tsu in 8.2 and 8.4.8.

43 For example, the verb ii ‘to say’ is conjugated as iiteshi (middle) and iiteki (right), with -te
being the ren yokei of the affix -tsu.
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Kotoba no tama no o by Motoori Norinaga represents something that one could
compare to a dictionary of grammar, based on citations from the classics. The
entirety of this work is focused on the analysis of those parts of speech that Motoori
calls te ni wo ha, that are considered, to some extent, the Japanese parts of speech
corresponding to the traditional Chinese joji “auxiliary” class of words. The te ni wo
ha, according to Motoori, exist, in Japanese, as a divine concession that the people
have started misusing, in the course of time, slowly losing the ability to “properly
order” them (totonoi), according to the correct manner that the kami have
“established” (sadamari), back when Japanese was created. The reasons why so
much attention was given to the category of te ni wo ha could be explained in many
ways. As claimed above, the kokugaku school was trying to defend the claim that
that of the Japanese could be considered a complete culture that could exist
regardless of the historical Chinese influence. The te ni wo ha, thus, required to be
made special vis a vis their Chinese counterpart. Justification for this was found in
the allegation of divine intervention in the creation and distribution of such particles.
On more practical terms, instead, since these te ni wo ha solely held grammatical
meaning, understanding them correctly in the context of centuries-old forms of the
Japanese language was, often, a difficult task even for educated individuals, in 18%"
century Japan. An explanation with more modernized tools was, thus, certainly
required for those approaching the exegesis of such ancient works. And that was
Motoori’s overt goal. At the same time, Motoori was also promotor of what he
believed to be a better use of language, that ought to be based on such standards set
by the classics. The myth of the divine intervention was, certainly, functional to the
justification of his stringent prescriptiveness of proper use of Japanese and its
morphosyntax. It is, indeed, morphosyntax which is laid in the focus of Motoori’s
research, trying to find fixed, “established” patterns in the use of such grammatical
elements and particles. The “discovery” of kakari-musubi, by Motoori, is not simply
self-serving. In fact, it could be said that Motoori was part of a movement that really
discovered syntax, in the context of the Japanese language. Motoori did not only
schematize and collect the rules of conjugations dependent on this specific category
of speech, but he also expanded the discourse toward the idea that sentences cannot
be understood as a series of independent phrases only connected by logic, but as
pieces that coordinate and influence each other, also from a purely grammatical
standpoint. If one understands Motoori’s explanation of kakari-musubi as a much
broader phenomenon than what one generally means with this term, one can
understand that this “hanging-tying” relationship could be expanded to the entirety
of the grammatical relationships between the te ni wo ha.

6.3 Conclusions

In the present chapter, | have presented the ideas and philosophies of the Neo-
Confucian Ogya Sorai and the kokugakusha Motoori Norinaga, with specific focus
on their theories on language and translation. The two have been central individuals
in the development of the culture and literature of Edo Japan. The importance that
both gave to historical and classical sources is one of the causes that led them to deal
with issues related to language. On the one hand, Ogyi needed to learn Chinese in



372 Dutch Grammar in Japanese Words

order to read Confucian texts, while on the other hand, Motoori needed to learn an
older version of Japanese that was not quite intelligible anymore. This encounter
with linguistic intelligibility sprouted the motivation to pursue investigations on
language, in order to be able to read the much-cherished documents.

Motoori’s approach was quite distinct from that of Ogyt. With Kotoba no tama no
0, Motoori made a series of morphosyntactic phenomena of classical Japanese
explicit which had mostly died off in the linguistic sensibility of the Japanese of his
time. He also provided a very specific theoretical and methodological framework.
Firstly, he believed that the rules of Japanese are preestablished and fixed; any
diversion is to be interpreted as a corruption of the original form of the language
from its divine conception. Secondly, he demonstrated how those rules can be
deduced by reading analytically the classics of poetry and by noticing patterns of
language use. Furthermore, Motoori, by discussing Japanese grammar, also provided
concepts and terms concerning linguistic features that do not exist in Chinese but do
exist in Dutch, like conjugation.

Ogyi’s introduction to translation, instead, provided a way to conceptualize written
text as the written form of a lively spoken language, aiding the idea that kundoku
was but a practical expedient developed in the past by the Japanese to interpret the
written from of the language of the Chinese. His pseudo-morphologic categories,
most of which derived from Chinese philosophical concepts, provided a way to
distinguish characters in groups according to which a Japanese translator could
conduct a translation. They were not meant to be “grammatical” categories per se,
but they eventually indirectly referred to grammatical issues by virtue of the fact that
different Chinese characters represent different Japanese words which correspond to
different word classes. Furthermore, the rest of Ogyu’s Kun'yaku jimé contained
what one might call a “glossary” of auxiliary characters. This glossary belongs to the
jigi genre, and more specifically to the “Thoughts on Auxiliary Characters” sub-
genre and probably provided Shizuki with a Sino-Japanese counterpart to European
dictionaries. This is probably how Shizuki approached Marin and Halma’s works,
namely, by interpreting them as Dutch jigi books, from which he selected specific
words that did not belong to the “empty” and “quiet” dichotomy, in order to compile
his own Joshi-ko.

In the following chapter, | will analyze how Shizuki treated morphological and
morphosyntactic issues, within his manuscript, evidencing how what just argued
influenced his description of Dutch and its theory of grammar.





