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“EX-EMPEROR GO-TOBA’S SECRET
TEACHINGS”: GO-TOBA NO IN GOKUDEN

Translated, with an introduction and notes by

ROBERT H. BROWER

THE UNIVERSITY OF MICHIGAN

I. INTRODUCTION

centuries in Japan are identified largely with the esthetic ideals

and literary accomplishments of the Mikohidari #§F % house—
Fujiwara Shunzei BRIEMER (1114-1204) and his son Teika E#M
(1162-1241) and their adherents—the age 1s no less surely dominated
by the talents, tastes, and vivid personality of the imperial patron par
excellence, Ex-Emperor Go-Toba #EBMEE (1180-1239; r. 1185~
1198).! Perhaps the most talented of Japan's many poet-emperors,
Go-Toba was also an astute and sensitive critic. And one of the most
important critical documents of the early thirteenth century is his
“Secret Teachings” (Go-Toba no In gokuden %EPEEMOE) 2 a
short treatise written probably during the last few years of his hfe,
when the ex-emperor lived in exile in the province of Oki FFEE, a
group of inhospitable islands in the Japan Sea off the northwest coast
of Honshu.

The present study consists of an annotated translation of the ““Se-
cret Teachings,” together with a discussion of Go-Toba’s significance
as a poet and patron and an account of his relations with Teika, the
man who became the most important critic of the age. For not only 13
the treatise of considerable intrinsic interest and value as poetic criti-
cism; it is a forceful and telling attack upon Teika’s personal idio-
syncrasies and critical attitudes, and it provides revealing insights into
the conflicts between the greatest patron and the doyen of profes-
sional poets in the Age of the Shinkokinshi.

][F the poetic achievements of the late twelfth and early thirteenth

5



6 ROBERT H, BROWER

Go-Toba as Poet and Patron

Although Go-Toba’s importance to Japanese literary history is as a
poet and a patron of poetry, he was an intelligent, energetic man with
varied interests and enthusiasms. He was a devotee of the military
arts—archery, riding, and swordsmanship—and insofar as his exalted
state permitted, was even something of an athlete. As sovereign and
ex-sovereign, he was determined to exercise active rule; he achieved
a considerable measure of success by establishing a strong “camera
government” (insei BEBZ) and by firmly controlling the two reigning
emperors wha succeeded him, his sons Tsuchimikado F## (1195-
1231; r. 1198-1210) and Juntoku NA# (1197-1242; r. 1210-1221).

Go-Toba’s political ohsession was to overthrow the ‘illegitimate®
Minamoto ¥E-Hajo L4 military regime at Kamakura and “restore”
authority to the Kyoto court, and when his oldest son T'suchimikado
proved insufficiently enthusiastic about this plan, he deposed him and
set up Juntoku, his third son, as puppet emperor. But the long period
of watchfulness and military preparation, begun on the death of the
first Minamoto shogun, Yoritomo ¥ (1147-1199), ended in a swift
and ignominious defeat in the brief Shokya KA War of 1221. Go-
Toba’s military forces were completely routed by a strong Kamakura
army; the ex-sovereign and the Emperor Juntoku were sent into per-
manent exile to the Oki islands and the island of Sado ¥, respec-
tively; and although Tsuchimikado had played a passive role and was
judged innocent of wrongdoing, he went into a self-imposed exile in
the province of Tosa 2 and later Awa FT# for the remainder of
his life.?

Go-Toba’s political activities succeeded ironically only in entrench-
ing in power the feudal regime he hated, but his participation in and
sponsorship of the cultural life of the court—particularly the many
activities that centered upon the practice of wake TEE, or Japanese
poetry—had more gratifying results. At the same time, his intelligence
and lively temperament led him to take an interest in everything
around him, and he gained considerable skill either as a participant
or connoisseur in most of the courtly pastimes and accomplishments
of his age.* He was a trained performer on the lute and other instru-
ments, an excellent go # player, an expert on court football (kemari
%), an authority on court practices and traditional lore, and an
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enthusiast of serugahu # # %, the early dramatic performances of
his day, and of the singing and dancing of the female shirabyashi B #
+ performers.® Horse racing, hunting, cock fighting, wrestling, swim-
ming, shooting at runmng dogs and stationary targets from horse-
back, swordsmanship and the judging of swords, and other martial
arts are also listed by the chroniclers as activities that absorbed him at
different times, especially during the period of restless, almost obses-
sive moving about from palace to country villa, to distant shrine or
temple, and back to the capital that followed immediately after his
abdication in 1198.% Eulogizing the ex-emperor’s gifted versatility,
his private secretary Minamoto lenaga R & wrote:

Letting the radiance of his power and majesty shine forth unobscured, at
the same time he amused hmmself with every variety of art and accomplish-
ment. In all of these he was second to none, so that people wondered when
and how he had gained such proficiency. And many who were experts at
one or another of these arts were enabled by the ex-emperor’s interest to
attain fame and fortune. It is said that the Buddha leads all men to salva-
tion, even those guilty of the ten evils and the five deadly sins. For his part,
the ex-sovereign showed an interest in every accomplishment, even those
which seemed of the most trivial and insignificant kind, so that all sorts of
people who had any claim to knowledge of these matters were summoned
to his presence, where, it appears, they could petition freely for his favor.?

However, as Ienaga goes on to write,

Among all these arts, his skill in Japanese poetry might be said to leave one
at a loss for superlatives. People may think that to speak in this way is to
make much out of nothing. But since a great many of the ex-sovereign’s
compositions may be easily found in various collections, anyone can judge
for himself. It may be imagined what must have been his skill in other arts
and accomplishments. But as long as endure the texts of his poetic com-
positions as people have written them down and preserved them, even re-
mote generations may see for themselves the extent of his poetic mastery.?

Go-Toba’s participation in the poetic life of his time began in
earnest with hus abdication in 1198 at the age of eighteen. No sooner
had he attained his freedom from the ceremonial prison of the im-
perial palace, than he began to sponsor and participate in poetry
parties and contests, and 1in due course he made known his intention
of commissioning a new imperial anthology of Japanese poetry. The
new collection, the eighth, was to be called Shinkokinwakasha F x4



8 ROBERT H. BROWER

FIRE, the “New Collection of Japanese Poetry, Ancient and Mod-
ern,” a title which echoed that of the first and most revered of the
imperial collections, the Kokinshii T4 (go5). At the same time, the
title announced the hope of Go-Toba and his committee of compilers
of recapturing the standard of poetic excellence that, it was held, had
gradually deteriorated over most of the intervening three centuries
until a resurgence of talent and poetic achievement in recent times.
The Shinkokinshii was to contain some of the best poetry of the past
while providing the coveted means of publishing the finest work of the
compilers’ own day.?

From the outset, Go-Toba personally supervised the compilation.
In the seventh month of Kennin 1 (1201), he established a Bureau of
Poetry (Wakadokore FOREF) at his Nijo =& palace, naming his
secretary lenaga Librarian (Kaiks BAIE]) and appointing eleven Fellows
(Yoriudo %A} from the most prominent and promising literati of the
day. Later in the same year, the ex-emperor officially appointed six
of the Fellows compilers of the Shinkokinshii, and work on the collec-
tion formally began. The Bureau of Poetry was not, however, merely
an office where work on the imperial anthology was carried on: it was
the center for numerous formal and informal poetry meetings, con-
tests, and other activities sponsored by the enthusiastic Go-Toba. The
ex-emperor personally took part in many of these events (his poems
were always submitted under a transparent alias, such as ““The Lady
in Waiting”™), and many of the poems produced were chosen for the
Shinkokinshii. '

Indeed, Go-Toba participated in at least eighty poetry meetings
and contests between 1201 and the end of 1226, These are the occa-
sions for which there is a written record and from which poems by the
ex-emperor have survived, but there were doubtless many more.!® The
single most famous and important event was the Poetry Contest in
1,500 Rounds (Sengokyakuban utaawase T 1. H B F) commissioned
by Go-Toba in 1201 and probably completed late in 1202. The poetry
contest actually took place on paper: it was put together from se-
quences of 100 poems composed by Go-Toba and twenty-nine other
participants. The resulting 3,000 poems were paired off into rounds,
and nine of the participants were designated judges for specific por-
tions of the contest. The ex-emperor himself judged a segment of 150
rounds, couching his decisions in acrestic verses which made up in
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novelty for what they lacked in critical acumen, This event was un-
precedented in size and importance—an obvious attempt by Go-
Toba to outdo the Poetry Contest in 600 Rounds (Reppyakuban
utaawase 7B BHAA) sponsored by Fujiwara (Go-Kyagoku HEHH)
Yoshitsune B8 in 1193, hitherto the grandest affair of the kind. The
list of participants in Go-Toba’s great contest includes most of the
outstanding poets, both men and women, of this brilliant poetic age.
And though but one of the many such occasions sponsored by Go-
Toba in the early thirteenth century, the Poetry Contest in 1,500
Rounds may be taken as representative of the new spirit and impetus
which the ex-emperor’s enthusiasm brought to the cultural life of the
Court.'!

The number of Go-Toba’s surviving poems is impressive. A canon
of some 2,364 poems can be put together from the two principal texts
of his personal collection and from other sources.” As modern West-
erners, we need not be overawed by the imperial glory; at the same
time, although Go-Toba’s poetry seems often to fall short of the best
the age produced, it must be admitted that its general quality is high.
In the context of the different poetic schools of his age, the ex-
emperor has been described as one of the “rhetoricians”—a label
somewhat arbitrarily attached to such poets as Go-Toba, Jien, and
others who belonged to no special faction, but maintained a middle
course, emphasizing the central tradition of courtly elegance inherited
from the age of the Kokinsh@i.'* Following is Go-Toba’s most famous
poem, composed when he was twenty-five years old; it exemplifies the
style of the rhetoricians in its treatment of the view from the ex-
sovereign’s favorite villa at Minase in terms of the rival claims to
beauty of spring and autumn:

Miwataseba As T gaze far out, I see

Yamamoato kasumu The spring baze rise upon the lower slopes
Minasegawa Along the River of Minase:

Yiibe wa aki to Why had I always felt that evening

Nani omotken, Had beauty only in the autumn light?'4

Another important strain in the ex-emperor’s poetry is his pref-
erence for the “lofty style” (take takaki ya 121122 3 EE) of noble
dignity and forthrightness, often expressed in simple declaration or
description. Such poems were constdered especially appropriate to
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one in Go-Toba’s exalted station. The following represents his use of
the style.

Sasanaml no Along the shore
Shiga no urawa ni Of Shiga in Sasanami

Kiri harete The mist has cleared,
Tsuki sumiwataru And the moon shines forth radiant
Karasaki no hama. Upon the beach of Karasaki.!$

Of Go-Toba’s surviving poems, more than 1,600 were composed
between 1199 and the Shokya War of 1221, and of these, nearly 1,200
can be traced to the seven-year period between 1199 and 1205.1 The
fact is significant as a reflection of Go-Toba’s restless spirit and shift-
ing interests. The period of his most intense involvement in poetry
was between the ages of nineteen and twenty-five, from just after his
abdication until the first official version of the Shinkokinshi in 1205,
Once the festivities celebrating the completed anthology were over,
the ex-emperor became increasingly absorbed in other matters: court
ceremonial, foatball, linked verse and the composition of poetry and
prose in Chinese, religious rites and pilgrimages, the mulitary arts,
and, of course, palitical intrigue. Although he continued to tinker
with the Shinkokinsh@,'" his enthusiasm for waka was largely sup-
planted by these other concerns until after his exile to Oki.** In such a
lonely place, there could be no elaborate ceremonials, football matches,
or elegant parties, and 1t should not be surprising if, faute de micux,
the ex-sovereign’s interest in waka should have revived. Indeed, ac-
cording to the Masukagami, it was poetry alone that consoled the ex-
emperor as he dragged out the remaining eighteen weary years of his
life.»?

Among the books and papers which Go-Toba carried with him into
exile was, of course, a copy of his beloved Shinkokinsh#@i, and this he
began to mark up and revise afresh, adding new poems and deleting
others that no longer seemed suitable. The ex-emperor’s revised text,
known as the Okebon BEIEA Shinkokinshi, has not survived inde-
pendently, but the nature of his revisions can be established fairly
accurately from annotations 1n other manuscripts and copies of the
anthalogy.”® As far as Go-Toba’s own poetry 1s concerned, although
we have only about 700 poems from these last eighteen years of his
life, it may be assumed that a great many more have not been pre-
served. It 1s known that he kept up a correspondence with several
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people in the capital, particularly with his loyal supporter, the aging
Fujiwara Jetaka R/ (1158~1237), formerly a member of the Bureau
of Poetry and compiler of the Shinkokinshii, of whose poetry Go-Toba
writes with warm appreciation in his treatise, In fact, the ex-emperor’s
enthusiasm for poetry revived to the point where in 1236 he even
conducted a poetry contest, the famous “Poetry Contest from the
Distant Isles” (Enté utaawase SEE ¥ A"). For this he asked Ietaka to
send to him sets of ten poems from some of his former intimates and
sympathizers in the capital, and he then paired the poems (including
ten of his own} into eighty rounds and judged them himself, writing
out his comments in considerable detail,*

Go-Toba’s poems compaosed for this and other accasions in his later
years often contain specific references to his pathetic circumstances.
A few—especially same of those written in the early years of his exile
—are bitter and recriminatory in tone. Although such laments on
the speaker’s sad plight form a recogmzed category in the traditional
classification of poetic topics and themes—that of jukka: M1 or
“personal grievances”-—Go-Toba’s sometimes msistent self-pity can
make a modern Western reader uncomfortable. To many Japanese,
however, who have tended not to distinguish clearly between the poet
and the poem, between the personal life and circumstances of the man
and the quality of his work, the verses in which the exiled former
emperor refers to his wretched life have had a moving pathos that we
as Westerners cannat perhaps expect to feel to quite the same degree.
The following poem is from a sequence of a hundred probably com-
posed not long after Go-Toba arrived at his place of exile.

Mi no uki wa In such a world,
Touhek: hito mo Where those who ought to ask do not inquire
Towanu yo ni About my wretchedness,
Aware ni kinaku How touching that the timid woodthrush
Hototogisu kana. Still comes and sings at his appointed time.??

The three poems that follow are from 2 sequence of 500 probably
written several years later.

Kyo mo kure The empty years pile up,
Asu mo suginaba to While T cantinue hopelessly
Omou ma ni Brooding on the time,
Munashiki toshi no Wondering, *“Will this day never end?

Mi ni tsumoritsutsu, Will tomorrow never pass away?P*'?3
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Tsuyu shigeki In the loneliness
Mugura no yado no Of my garden overgrown with mugwart
Sabishikt nt And heavy with dew,
Mulkashi ni nitaru The chirping of the bell-crickets
Suzumushi no koe. Still sounds unchanged from Jong ago.*
Omoe tada Oh, think of me!
Koke no koromo ni Night after lonely winter night
Tsuyu okite I lie awake,
Nezame sabishiki While the dew settles on my mossy robe
Fuyu no yona yona. Stained with the falling of many tears.?s

If Go-Toba maintains a high standard within the restrictions of the
waka tradition, his poetry nevertheless lacks that quality of intensity
and conviction possessed by the best poems of Shunzei or Teika. The
difference is not merely a matter of varying poetic gifts; there is also a
difference of attitudes toward poetry. To poets like Shunzei and
Teika, the composition of poetry was a way of life, an activity of
supreme importance, requiring intense discipline and a quasi-religious
effort to achieve spiritual identity with the poetic materials. Go-Toba,
on the other hand, while appreciating the need for discipline and
practice, remained throughout his life the grand dilettante—a man
who in his way appreciated and loved poetry, but who never ceased
to regard it as a kind of elegant pastime. Such an attitude is implicit in
the ex-emperor’s flitting from hobby to hobby, and it is, as his poetic
treatise illustrates, at the heart of his critical differences with Teika.
“Why,” Go-Toba asks in effect, “cannot a poem be appreciated as
much for the occasion that produced it as for any intrinsic merit?
Why must there be only a single standard for judging poetic quality®”

Such questions reflect attitudes that are by no means umque to
Go-Toba or to his literary age. And although an attempt to deal with
them in detail lies outside the scope of this study, since the ex-
emperor’s poctic treatise 1§ in large measure an attack on Teika for his
uncompromising standards as well as for his unamiable personal qual-
ities, a brief account of the relationship between the two men will help
explain the opposition in their critical views.

The Relationship Between Go-Toba and Teika®®

In 1198, when Go-Toba abdicated, Tetka was scarcely overjoyed.
He was now thirty-six years old, and for almost ten years had been
ingloriously occupying the minor court post of Lesser Commander of
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the Palace Guards of the Left {Sakon'e no Shisho ZRFE WV HE). Al-

though he was well known as the son of Shunzei and was a brilliant, if
controversial, poet in his own right, he had worldly ambitions too, and
there was little prospect of improvement in his political and material
fortunes as long as Minamoto (Tsuchimikado E#) Michichika &
# (1140-1202), Go-Toba’s father-in-law and the political enemy of
Teika’s Kuja patrons, remained in power. Indeed, Teika wrote in his
diary, Meigetsuki, on the day Go-Toba’s forthcoming abdication was
announced, “This has worked out very well for Lord Michichika, but
apart from him there is no one from the new sovereign on down who
will rejoice.”” Later, rumors of the new ex-emperor’s frivolous gad-
dings-about were greeted by Teika with indignation at Michichika and
Go-Toba’s other advisers, who seemed incapable of controlling or
guiding the hot-headed young man.”® One evening in the following
year, Teika had a nearly disastrous encounter with the ex-emperor’s
carriage on one of its frequent nocturnal dashes through the streets of
the capital. Teika was on horseback accompanied by one or two re-
tainers, and “On my way home,”” he wrote, ““I met the ex-emperor’s
carriage. It came hurtling at me at terrific speed, as if rushing off to the
ends of the earth, and at the crossing of Takatsujt & ik and Higashino
Toin BIBEE it was already within 100 yards. I put my horse to the
gallop and fled to take cover, but my servants told me afterwards that
though I managed to reach safety, the ex-emperor’s carriage nearly
shaved off the chest-piece of my horse’s trappings. Such was the
divine protection accorded me this day, showing that my stock of good
karma has not yet been utterly exhausted. But I shall be extremely
cautious about going out into the streets after this. And since no good
could come of this episode, I warned my servants to keep quiet about
1t,772

The stories that the new ex-sovereign intended to sponsor many
poetry contests and other activities that might bring honor and recog-
nition to the participants and provide fresh material for a new im-
perial collection also brought cold comfort to Tetka, whereas his arch-
rivals, the Rokujo 7S£ poets and their leader Suetsune &K (1151
1221), were elated, for they hoped to gain advantage for their waning
poetic faction through thetr patron Michichika. Teika’s patrons, on
the other hand—Kujs Kanezane LR E (1149-1207); his son, the
young and poetically talented Yoshitsune (1169-1206); and Kane-
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zane’s brother, the former Tendai Abbot Jien ¥[8 (1155-1225) —had

been living in retirement since Michichika had brought about their
fall from power 1n 1196, And although Yoshitsune was permitted to
return to Court as Minister of the Left in 1199, there was little the
Kujd could do to recommend Teika to the ex-sovereign’s favor. Shun-
zel had enormous prestige as the grand old man of Japanese poetry,
but he was eighty-four years old at the time of Go-Toba’s ahdication,
in poor health, and in no condition to play an active part on Teika’s
behalf. Between Teika and the ex-emperor’s notice stood the arch-
enemy Suetsune, determined to use his influence with Michichika to
prevent Teika’s superior poetic gifts from receiving attention.

Such was the alignment of forces when, in the seventh month of
1200, Go-Toba announced the first major poetic event of his camera
rule. Known today as “Ex-Emperor Go-Taoba’s First Hundred-Poem
Sequences” (Go-Toba no In shodo hyakushu ||| EEH), it was a
poetry contest to he put together from sets of 100 poems submitted by
a score of the most accomplished poets of the day.3® Predictably,
Teika was omitted from the list by Suetsune’s contrivance—a calami-
tous turn of events of which Teika wrote in his diary in pretended in-
difference, while in fact carrying on a frantic campaign to have his
name added to the roster.®# Michichika justified the choice of partici-
pants by claiming that the honor was to be extended only to “older
poets” on this occasion—a lame excuse, since Teika and certain others
of his faction who had been left out were scarcely young any more by
contemporary standards.’? Prayers and offerings at the Kitano JL¥f
Shrine may have helped the choice of an opportune moment for de-
livering the desperate letter from the aged Shunzei that actually seems
to have turned the trick. Writing directly to Go-Toba only after re-
peated appeals to Michichika had proved ineffective, Shunzei argued
that the ex-emperor should make his choice on the participants’
merits, not on the basis of their closeness to him. The letter arrived
at the office of the palace guards at a moment when Go-Toba hap-
pened to be personally present, and so there was no opportunity for
Michichika to intercept it and report its contents to the ex-emperor
with suitable deletions and emendations. On reading the letter—
which had been written in Japanese instead of the official Chinese in
order to emphasize Shunzet’s sincerity—Go-Toba immediately com-
manded that Teika and two other promising younger poets of his
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faction, Tetaka R (1158-1237) and Takafusa 2B (11481209}, be
added to the list of those to submit sets of 100 poems.3*

Having received the coveted invitation, Teika took extraordinary

pains with his sequence. He composed, revised, deleted, and added
new poems over a period of more than two weeks, and finally present-
ed the sequence a day late, after submitting it to the inspection and
criticism of Shunzei, Kanezane, and Yoshitsune. To his great joy, he
received a letter from one of Go-Toba’s secretaries the following day,
granting him official access to the ex-emperor’s inner palace. In the
pleasure of the moment, Go-Toba’s failings and his own dissatisfac-
tions were all forgotten. Ever prone to identify his personal successes
and reverses with the fortunes of the Art of Poetry, Teika wrote in his
diary,
This was quite unexpected. I had made no request for the privilege recently,
and sa it was a complete surprise. Could it be that the ex-emperor was sud-
denly maved to pity by the poem in which I complained of being excluded
from his palace? On the other hand, it is not surprising after all that I
should be admitted ta the palace at this point, nor is it anything I had my
heart set upon. But that the privilege should be conferred on the basis of my
hundred-poem sequence—this is a great honor for the Art of Poetry and a
beautiful and inspiring story to pass on to future generations. My gratifica-
tion is unhounded, This incident shows better than anything else that a
revival of poetry has taken place.®

According to Ienaga’s diary, the poem Teika intended particularly
to move Go-Toba is number ninety-three in the sequence, the third in
a small sub-group of five on the topie, “Birds”:

Kimi ga yo m In our Lord’s gracious reign,
Kasumi o wakeshi Will 1 still have cause to cry aloud,

Ashitazu no As cries the crane
Sara ni sawabe no Wha now stalks desclate in reedy marshes,
Ne o ya nakubeki. Far from his former cloudland of spring haze?

As lenaga explains, Teika alludes to a poem sent by Shunzei to Ex-
Emperor Go-Shirakawa fourteen years previously, in 1186, the year
after Teika himself had been disgraced and temporarily banished
from Court for striking a superior officer. The allusion conveys the
hope that just as Shunzer’s poem obtained his erring son’s restoration
to rank and office under Go-Shirakawa, now Teika’s own poem will
win him admisston to Go-Toba’s Court despite his connection with



16 ROBERT H. BROWER

the “disgraced” Kujd faction. Teika also suggests by the metaphor of
the earthbound crane who once knew celestial realms that he had
formerly been a courtier in good standing at Go-Toba’s palace when
the latter was reigning emperor.®

Teika’s sequence is remarkable in other ways. It is one of the best
he ever composed, and it contains several of his finest compositions in
the mode of descriptive symbolism for which he and his father Shunzei
are famous, The following two poems, the first on spring, the second
on winter, are perhaps the best:

Ume no hana Upon my perfumed sleeve,

Nioi o utsusu White plum blossoms pour their fragrance,
Sode no ue ni Vying in beauty

Noki moru tsuki no With moonbeams filtering through the eaves

Kage zo arasou. And sparkling in the wetness of my tears.?’
Koma tomete There 1s no shelter

Sode uchiharau Where I can rest my weary horse
Kage mo nashi And brush my laden sleeves:

Sano no watari no The Sano ford and its adjoining felds

Yuki no ygure. Spread over with a twilight in the snow.

Teika was elated by the ex-sovereign’s appreciation of his poetic
efforts. He was henceforth in constant demand at Go-Toba’s palace
to participate in impromptu poetry parties, to judge contests, and to
give his opinion on other poetic matters.®? His reputation and prestige
were greatly enhanced by these marks of imperial favor, and his
“right” to succeed Shunze as supreme arbiter of poetry at Court be-
came much more firmly established. Not surprisingly, he was soon
designated by Go-Toba as one of the participants in and one of the
nine judges of the important “Poetry Contest in 1,500 Rounds,” and
he was appointed Fellow of the Bureau of Poetry on its establishment
in the seventh month of 1201, and named one of the six compilers of
the Shinkokinshii in the eleventh month of the same year. Go-Toba
even put together and judged a little ““contest” made up of six each of
his own and Teika’s poems, giving Teika three wins, twa draws, and
only one loss.*

If we may believe Teika, he reciprocated the ex-emperor’s warm
admiration. The comments in his diary on Go-Toba’s hundred-poem
sequence for the “Poetry Contest in 1,500 Rounds™ are typical: *I
was commanded to inspect the poems composed for the occasion by
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the ex-emperor. Truly, a poetic voice as rare as gold and precious
jewels! This time all of his compositions were beautiful beyond the
power of words to express. In the present age there is no one, high or
low, who can match him. Each poem was marvelous. I could scarcely
keep from shedding tears of admiration.”

Although allowances must be made for Teika’s deep veneration for
the imperial office as distinguished from the intrinsic merits of Go-
Toba’s poetry, such a poem as the following on the coming of spring
~-a combination of simple description with forthright declaration in
the “lofty style” —cannot have failed to strike Teika as happily ap-
propriate to the exalted poet.

Katsuragi ya In Katsuragi
Takama no yama ni Upon the Peak of Takama,
Yukt kiete The snow melts away:
Saeshi araghi wa Before, the freezing winter gale,
Haru no hatsukaze. Now, the first warm breeze of spring.$?

But the happy atmosphere of sweet accord did not long endure. It
was a heavy burden for Teika, whose chronic bronchitis and rheuma-
tism made him a semi-invalid, to be caught up in the ex-emperor’s
hectie life.* Not only did Go-Toba move restlessly about Kyoto, but
he made constant trips back and forth bhetween the capital and his
country residences at Toba &% and the more distant Minase (near
modern Osaka). Teika avoided as many of these journeys as possible,
but his presence was often required for poetry parties at Toba and
Minase as well as closer to home. These country residences were
distant enough from Kyato to be inconvenient, and in the case of
Minase, it was difficult to make the round trip in a single day. Teika
was thus often forced to stay overnight in the Minase area, finding
makeshift lodgings as best he could, perhaps in the storage shed of a
neighborhood oil merchant or in the hut of a local peasant. Sometimes
Go-Toba stayed at Toba or Minase for days or even weeks on end, and
Teika was expected to be on instant call. He had to hover about the
neighborhood, making occasional overnight trips back to his family in
Kyoto, The expenses as well as the inconvenience of the ex-emperor’s
excursions were borne by the courtiers in attendance, and for one who
subsisted in Teika’s state of shabby gentility, this was an added cause
of worry and discontent—especially since the ex-sovereign’s apprecia-
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tion and favor were seldom expressed in material terms, The lengthy
separations from his family were difficult; Teika worried about his
children, particularly his young heir Mitsuna =% (Tameie %),
who were subject to various childhood chills and fevers for which
religious incantations were the only known remedy.

On an extremely uncomfortable stay at Minase during some heavy
rains in the fifth and sixth months of 1202, Teika wrote in his diary,
“Though I work hard, it profits me nothing; though I run about in the
service of the great, I am poor and ill; old and lame. Yet there 1s
nothing I can do about my wretchedness. Forced to abandon wife and
children, I lie in misery in a dilapidated hat, where the rain leaks
through onto my bed. All night I find no rest. How much longer will
this drifting life go on?’#

It was the work of compiling the Shinkokinshii, however, that led to
the first serious differences between Go-Toba and Teika. By tempera-
ment fussy and irritable, Teika would probably have been dissatisfied
with any arrangement requiring him to share editorial responsibility.
As it was, the Shinkokinshi was compiled by a committee of six
courtiers (reduced to five after Jakuren’s death),”® while Go-Toba
himself retained final say in every case, The possibilities for disagree-
ment were myriad : there could be a dozen different opinions about the
intrinsic merits of a given poem and its superiority over a number of
other contenders for a place in a given book of the anthology. Then
there were comphicated questions of rank and precedence, Was such-
and-such a person entitled to have one poem selected, or two, or none
at all? Whose poems were to be given the places of honor at the
beginning of each of the twenty books? And so on.* Apparently,
Teika’s opinions were often disregarded or overruled by Go-Toba,
whom we may imagine descending upon the Bureau of Poetry when-
ever the mood struck him, scattering poems and decisions in all
directions. It must also be remembered that in 1204, when the work
of compiling the Shinkokinshii was in full swing, Go-Toba was a rash
young man of twenty-four, Teika an aging courtier of forty-two.
Though he could scarcely complain of the treatment accorded his own
poems,*” Teika’s education and temperament disposed him to be ex-
tremely careful in questions of protocol, ceremonial, and precedent,
He was pained at Go-Toba’s willingne:: to accept poems by social up-
starts and poetic nonentities, feeling that compositions by himself and
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other recognized poets were cheapened by such company. In the third
month of 1205, he wrote in his diary:

In a situation like the present, where he has included poems by a great
many people one has never heard of, whose names have remained in almost
total obscurity for generations, and persons whao have only recently begun
to attract attentton have as many as ten poems aprece included—in such a
situation it is no particular distinetion for me to have forty-odd poems chao-
sen, or for letaka to have a score or more. The Ex-Sovereign’s recent de-
cisions make it appear he 15 choosing men rather than poems—a question-
able procedure,t®

Since Teika did not confine his criticisms to the pages of his diary,
eventually some of his slurs were reported to Go-Toba, who was much
displeased. (In fact, as the “Secret Teachings™ attest, Teika’s criti-
cisms still rankled after many years,) Teika was the only compiler who
failed to attend the banquet celebrating the official completion of the
Shinkokinshit, refusing stiffly for the reason that such a banquet was
unprecedented.® Thus, although both Teika and Go-Toba continued
to have a genuine respect and appreciation for each other’s poetic
accomplishmenis, a certain coolness grew up between them. Perhaps
as a consequence, Teika found his ideas largely 1gnored with respect
to revisions of the Shinkokinsha, upon which the ex-emperor em-
barked as soon as the anthology was “complete.’?

Other problems and disagreements, both personal and political,
tended to separate the two as the years went by: Go-Toba encouraged
Teika’s son and heir Tameie to play court football instead of pre-
paring himself to succeed to the family’s poetic headship as Teika
wished; the ex-sovereign continued to plot against the military gov-
ernment at Kamakura, which was supported by Teika’s patrons, the
Kujo family. And after the Shinkokinsha was compiled, Go-Toba, as
has been mentioned, turned increasingly to other interests, while
Teika was also less active in poetic affairs, clatming ill health and a
general lack of inspiration.®

But Teika was responsible for the final rift. In the second month of
1220, he responded to a summons from Go-Toba to a poetry party by
producing only after many delays two poems complaining of the ex-
sovereign’s coldness. The offending poems are preserved, together
with an explanatory headnote, in the more complete texts of Teika’s
personal anthology, Shiii guss &R B E
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Having been summoned to the palace for a poetry gathering on the thir-
teenth day of the second month in the second year of Shakyt [1220], I had
begged to be excused because of a ritual defilement, it being the anniversary
of my mother’s death. I thought no more about it, but quite unexpectedly
in the evening of the appointed day, the Archivist Iemitsu ¥ came with
a letter from the ex-emperor, saying that I was not to hold back on account
of the defilement but was to come in any case. [ continued to refuse, but
after the ex-emperor had sent two more letters insisting on my presence, I
hastily wrote down the following two poems and took them with me.

“The Moon in the Spring Mountains®

Sayaka ni mo The lofty mountain
Mirubeki yama wa That should stand out clear hefore my eyes

Kasumitsutsu Is hidden in a haze of tears,
Waga mi no hoka mo While the beauty of the spring night’s moon
Haru no yo no tsuki. Is given to others than myself.

“Willows in the Fields”

Michinobe no Along the roadside,
Nohara no yanagi The willows standing in the fields

Shita moenu Are coming into bud—
Aware nageki no Compare the smoke of my smouldering grief
Keburi kurabe ya. With the beauty of their shimmering green!%?

Though both of these poems allegorically reproach Go-Toba for
bestowing his favor on others and withholding it from Teika, the first
poem is at least respectful, whereas the second is stronger—indeed,
not a little shocking with its smoking grief and rather abrupt impera-
tive form at the end of the last line (some texts have ni instead of ya,
however). It was evidently this second poem, which could also be
taken as complaining of the ex-sovereign’s lack of feeling for Teika’s
grief for his mother (she had actually died in 1194, twenty-six years
previously), that infuriated Go-Toba. He banned Teika from further
poetic gatherings at Court,® and it is doubtful that Teika ever man-
aged to make it up with the ex-sovereign before the brief Shokya War
broke out in the fifth month of 1221.

Unfortunately, Teika’s diary as we have it today is almost a com-
plete blank for the nearly six years from the second month of 1219
until New Year’s Day, 1225. However, that he remained detached
from the violent events going on around him may be gathered from a
colophon he appended to a copy of the second imperial anthology,
Gosensha PE#2%E . The colophon, dated the twenty-fourth day of the
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fifth month, 1221, is as follows (Teika alludes twice to the Shu ching,
the Chinese ‘““Classic of History) :

I finished copying this text at the Hour of the Horse [11:00 4.M.~1:00 P.M.]
on the twenty-first day of the fifth month of the third year of Shakyt
[1221]. At this moment a great mobilization of warriors is geing on through-
out the country. The Emperor and the three Ex-Emperors are all gathered
in one place. “The white banners flutter in the breeze, and the frosty blades
glitter in the sun.” But the chastisement of the red banner of the insurgents
is na concern of mine. Lying alone in my wretched hat, I continue to nurse
my ailing hady, but only suffering is my lot. ““When the fire blazes over the
ridge of Kuan, gems and stones are burned together.™ In the brief span that
yet remains to me, I could only brush away the bitter tears of old age {and
set zbout copying this text].%

There is no record that Teika ever wrote to Go-Toba during his
exile—the dereliction has been contrasted unfavorably with the un-
flagging devotion of letaka, who corresponded and exchanged poems
with the ex-sovereign through the years of his exile and arranged his
“Poetry Contest from the Distant Isles.” Further, when in 1234 or
thereabouts Teika submitted the final draft of the ninth imperial
anthology of Japanese poetry, Skinchokusenshi ¥THIEEE (of which he
had been appointed sole compiler by Ex-Emperor Go-Horikawa #3#%
#l}, the completed version contained not a single poem by Go-Toba,
nor by the two other exiled former sovereigns, Juntoku and Tsuchi-
mikado. Although the facts are not entirely clear, it appears that the
decision to omit all poems by the ex-sovereighs in disgrace was rather
that of the Regent, Kujo Norizane & (1210-1235) and his father
Michiie & % (1193-1252) : Teika had evidently included some in his
manuscript, but deleted them because his nervous patrons feared to
offend the Kamakura government. Yet 1t cannot be demied that his
silence and tame obedience are uncomfortably suggestive of time-
serving.

Since the Shinchokusenshii was compiled during the ex-sovereign’s
lifetime, it may be assumed that Go-Toba knew of Teika’s failure to
include any of his poems. And his indignation at Teika’s neglect
during the years of exile and his recollections of Teika’s arrogance and
intransigence in the days of the Shinkokinshii probably contributed to
the acerbic tone of the ex-emperor’s remarks about his former courtier
in the “Secret Teachings.” Even so, the student of Japanese poectics
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cannot but be surprised and a little shocked to discover that what
starts out ostensibly as a few rudimentary remarks on the composition
of poetry ends as a bitter and resentful attack on the great Teika him-
self. Go-Toba’s harshness is in startling contrast to the prevailing
Teika-worship of the later medieval critics.

It might be supposed that Go-Toba’s attack would have led to
defenses and rebuttals on the part of Teika’s descendants and the
hereditary poetic schools that sprang from them. In fact, their silence
is total. Although in the fifteenth century such a famous poet and
critic as Shotetsu B (1381-1459) went so far as to invoke a curse
upon anyone who might dare impugn Teika’s perfection,® reverence
for the imperial throne apparently made Shatetsu and other adulators
of Teika shy away from specific criticism of Go-Toba. The best that
could be done was ignore the embarrassing document, stress Go-
Toba’s often-expressed admiration for Teika’s individual poems, and
pass over in silence the personal animosity between the two men.*

In spite of the medieval critics, the liveliness and strength of Go-
Toba’s remarks will strike the modern reader as the most interesting,
even entertaining, aspect of the “Secret Teachings.” Yet Go-Toba’s
unflattering sketch of Teika’s personality is combined with a genuine
if grudging appreciation of Teika’s skill as a poet and a sensitive
analysis of one of his finest poems. The attempt at fairness disposes us
the more to accept the criticism, and the injured tone and defensive-
ness in turn reflect Go-Toba’s own personality—the proud, sensitive,
gifted, yet capricious nature that played such an important role in the

age of the Shinkokinshil,

Structure and Confents of the ** Secret Teachings™

As it has come down to us, Go-Toba’s short treatise falls into three
distinet parts.®® These divisions appear to be a combination of planned
and impromptu elements, and the general impression is of incom-
pleteness—as if the document were a draft that the ex-emperor had
set aside for further work. It should be pointed out here that the
original work probably bore no title. “Ex-Emperor Go-Toba’s Secret
Teachings™ may seem a rather exotic and mystifying way to render
Go-Toba no In gokuden, the title by which the text came to be known,
but the element kuden TI{E—literally, “oral transmission” —justifies
the translation. The word originally meant handing on verbally cer-
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tain inner mysteries of esoteric Buddhism: the secret ritual transmis-
sion of precious knowledge by a master to a disciple who had attained
the proper stage of enlightenment. From the twelfth century, the
word came to be used in the titles of poetic treatises, the art of poetry
having become by this time 2 Way (michi &) influenced in many re-
spects by the usages of esoteric—specifically Tendai—Buddhism.
Although there is actually nothing occult or mysterious in most such
treatises, they were jealously kept from the eyes of outsiders. In the
squabbles of the Nijo —{£, Kydgoku ¥, and Reizei 4 R families of
hereditary poets descended from Teika, the possession of such docu-
ments was essential to bolster claims to poetic legitimacy.®® And like
the first colophon to Go-Toba’s “Secret Teachings,” warnings and
injunctions were often added by copyists to treasure these writings
and keep them secret.

In spite of the later mysterious trappings of title and colophon,
Go-Toba’s treatise is quite straightforward and practical. The first
section, at least, was avowedly written as a simple aid to students
in the early stages of their poetic training—although for whom and
under what specific circumstances is not known.®! The document
begins with a short introductory statement of a kind often found in
Japanese poetics: Go-Toba declares that excellence in poetry is spon-
taneous, proceeding from the individual sensibility and not to be
achieved by artificial means.® At the same time, the ex-sovereign con-
tinues, important considerations besides spontaneity and inspiration
affect the success or failure of a2 poem: decorum, suitability to a given
occasion, and an appropriate poetic style. Notwithstanding the com-
plexity of the subject, Go-Toba writes, he has summarized under
seven headings certain principles essential for the beginner.

Although the ex-emperor’s seven items contain no secrets and few
surprises, they nevertheless furnish valuable confirmation of princi-
ples basic to the composition of poeiry in the age, and set forth in
other important treatises, such as Teika’s Kindai shitha IRFEHR,
Maigetsusha 4 A¥P, and Figa taigai % KHE : the need for constant
practice, familiarity with alternative styles suited to different subjects
and occaslons, a basic knowledge of the poetic tradition, and facility
in handling the conventional topics with decorum and correctness.®
Go-Toba’s seven points also provide certain details not to he found
elsewhere in the poetic documents of the period concerning the extent
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to which the poet may use the classical prose literature as well as
older poetry as sources for allusion.®

Essentially, Go-Toba’s counsels to the aspiring poet deal with prac-
tical problems rather than abstract theory or esthetics. His concern
with such matters as whether it 15 permissible to borrow ideas as well
as diction from poems in certain prose works may seem trivial to the
modern Western reader, but like the rules for poetic allusion set forth
by Teika in his Kindai shitka and Maigetsushs, Go-Toba’s recommen-
dations reflect what was thought to be central to the composition of
poetry in the strongly neo-classical age of the Shinkokinsha.

Having concluded his seven items with the remark that he could
take up many other matters of a similar nature, Go-Toba turns to an
entirely new subject, the criticism of individual poets, Structurally,
this third part of the “Secret Feachings™ has little to do with the
practical advice of the preceding section, and since it comes at the
end to be increasingly obsessed with Teika and then to break off
rather abruptly, the effect is of fragmentation. At the same time, the
ex-emperor’s comments on fifteen of the most famous poets of the
Shinkokinshi age are unique and invaluable, the first such systematic
criticism of individual poets since Tsurayuki’s H2Z discussion of the
different styles of the “Six Poetic Geniuses” in his Preface to the
Kokinsha. s

The poets are taken up in 2 fairly consistent chronological order
beginning with Minamoto Tsunenobu {E#8f8 (1016-1097), one of the
first exponents of the new descriptive poetry, nearly a century before
the time of Go-Toba. The ex-emperor next discusses the eccentric
Toshiyori or Shunrai 28# (1055-1129), Tsunenobu’s son and the
outstanding poetic innovator of the early twelfth century. Four major
poets of the mid-twelfth century follow: Fujiwara Toshinari or Shun-
zel, head of the Mikohidari poetic house, father of Teika, and the
great judge, critic, and arbiter of poetry in his time; the priest Saigyd
FH4T (1118-1190), celebrated poet of asceticism; Fujiwara Kiyosuke
iH# (1104-1177), arch-rival of Shunzei and head of the Rokuja
poetic house; and the priest Shun’e 23 (b. 1113), son of Shunrai
and teacher of the so-called Karin’en #X#KZE (Garden of the Forest
of Poetry) group of poets. Go-Toba next turns to poets of “more
recent times,” beginning with the eldest and most august, the Im-

perial Princess Shokushi (or Shikishi) 3F R £ (ca. 1150-1201),
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and continuing with two other poet-patrons of the highest rank: the
Regent Go-Kyagoku Yoshitsune (1169~1206), and Yoshitsune’s un-
cle, the Archbishop Jien (1155-1225), four times Abbot of the Tendai
monastery Enryakuji JEZSF.

Finally, the ex-emperor turns his attention to a group of five poets
of lesser rank: the Priest Jakuren B (ca. 1139-1202), Teika’s foster
brother; Ietaka, adopted son of Jakuren and pupil of Shunzei; Asukai
Masatsune 7B (1170-1221), also Shunzei’s pupil and like
Jakuren, Teika, and letaka, one of the compilers of the Skinkokinshiz;
Fujiwara Hideyoshi Z588 (or Priest Nyogan X08H, 1184-1240); and
Lady Tango FH# (fl. ca. 1200), both personal favorites of Go-Toba;
and finally Teika himself.% Since the amount of space given to Teika
is about equal to that devoted to all the other poets together, this last
part of the “Secret Teachings” might be considered a separate divi-
sion of the work.

The ex-emperor’s remarks, even those concerned with Teika, can
hardly be called extended criticism: most of the poets are charac-
terized in only a sentence or two, or at most 2 scant paragraph, just as
the Six Poetic Geniuses are treated in Tsurayuki’s Preface to the
Kokinshi. Like Tsurayuki, Go-Toba shows himself an astute critic,
but in the ““Secret Teachings” a more appreciative one, since 1n con-
trast to Tsurayuki’s emphasis upon the poets® shortcomings, the ex-
emperor stresses the merits of his subjects in terms of certain stan-
dards and poetic preferences of his own. Shunzei, with his style
“gentle and evocative, infused with deep feeling, and moving in its
sensitivity,” particularly appeals to the ex-sovercign, as do those
other poets—Tsunenobu, Yoshitsune, letaka, Hideyoshi, and Jaku-
ren—adept at the “lofty style” (taketakaki tei 7213 124> 5 #2) so con-
genial to the former monarch. In all, Go-Toba employs nearly a dozen
words and phrases to describe poetic styles and effects pleasing to
him. Such terms as take ari (lofty), yasashi (gentle, easy), uruwashi
(elegant, beautiful), kokore fukashs L L (suffused with deep feeling)
are used repeatedly; others, such as en 8 (evocative) and omoshirosht
B E L (interesting), are less frequent, whereas momimomi (polished
and ingenious) characterizes a poetic effect which Go-Toba warns the
student to avoid, while admitting its effectiveness in the hands of a
master like Shunrai or even Teika.

It should be noted that although Go-Toba probably wrate the “Se-
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cret Teachings” some time during his exile, between 1221 and his
death in 1239, he wrote of the poets as he recalled them from a score
or more years earlier, back when the Shinkokinsh@i was being com-
piled. (In this section of the “Secret Teachings” are found verb and
adjective inflections chiefly in the aspect of kaisa [EJf or “*recollection
of the past,” for the most part the suffix -&1 in its various paradigmatic
forms.) In several cases he could do litile else, for some of the most
important of his poets—Shunzer, Shun’e, Princess Shokushz, Saigyd,
Jakuren, and the noble Yoshitsune—had died shortly after or even
before the Shinkokinshit was compiled.’? On the other hand, Ietaka
and Teika had continued to change and develop over the intervening
years, The point is particularly crucial for Teika, because his influen-
tial late ideal of ushin & A» (intense feeling, conviction of feeling) and
preference for simpler poetic effects over the complexities of his earlier
style of “ethereal beauty” (yden #k#%) are important aspects of his
total development that Go-Toba completely ignores. Otherwise we
should be at a loss to explain the ex-sovereign’s statement that “Terka
15 not fond of the effect known as the “style of intense feeling.’ ™ Al-
lowing for some difference in the meamng of the term ushin as used
by Go-Taoba, the ex-emperor’s statement might be accepted as true,
or more true, of Teika in his younger period, before the Shinkokinshi
and before Teika wrote his Maigetsusha (P1219), 1n which he insists so
emphatically upon the related ideals of “intense feeling” and “con-
viction of feeling,”

Indifference to the “style of intense feeling” is not the only poetic
misdemeanor of which Go-Toba holds Teika guilty. The first crin-
cism of him in the “Secret Teachings™ has to do with the correct
treatment of prescribed poetic topics, particularly the “compound
topics” (musubtdai 588) consisting of two or more substantive ele-
ments, such as ““A Mountain Village at Dusk® or “A Distant View of
the Sea.” To Go-Toba and the more conservative poets of the time,
the correct way to treat such topics was the traditional one of making
their imagery or situational elements the most prominent material of
the poem. As an example of decorous treatment of a compound topic,
Go-Toba approvingly quotes 2 poem by Yoshitsune on “The Water
in the Pond is Half Frozen QOver.”” Teika, on the other hand, com-
plains the ex-sovereign, “‘paid scant attention to the topic.”” And “asa
result, in recent times even beginners have all come to be like this,”%*
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Although Go-Toba cites no specific instance of Teika’s mistreat-
ment of a poetic topic, an example may be found in a rather mediocre
composition on the same topic as Yoshitsune’s {(and probably com-
posed for the same occasion) :

Ike no omo wa Perhaps the pond
Kari ya haten Will freeze over completely,
Tojisdru For the nights
Yogoro no kazu o Pile up one upon the other,
Mata shi kasaneba. Each adding to the caver of ice.?

From the strict “legalistic” point of view of a poetry contest, Teika
may be faulted for neglecting the idea of ““Half” in the topic, whereas
without actually using the word, Yoshitsune made the conception the
witty focus of his poem (see the translation of the text, helow).

To us, the criticism may seem trivial or irrelevant, since we are not
accustomed to judging poems on the basis of adherence to a topic.
Nevertheless, the matter was central to poetic practice 1n the age of
the Shinkokinshii, and although Teika could if he chose satisfy the
strictest rules of any poetry contest, often he departed even further
than in this example from the literal wording of the topic, as his
poems in the so-called ““Daruma” 3B style attest.” No doubt Go-
Toba had in mind the range of Teika’s practice, from relatively tame
examples like the poem above to the “gibberish® of the Daruma
poems.

The ex-emperor makes a less direct criticism of Teika in the second
part of the “Secret Teachings” in the course of some remarks about
the great innovating poet of the late eleventh century and early
twelfth, Toshiyori or Shunral. Shunrai, the ex-sovereign pomnts out,
had two distinctive styles: a gentle, evocative style of natural descrip-
tion (inherited from his father Tsunenobu and flowing into the poetic
mainstream of descriptive symbolism in the following generationy; and
a kind of complicated, ornate style (characterized by far-fetched con-
ceits, ingenuity of wit and intellectual play, and contorted syntax).™
Clearly, the ex-emperor prefers Shunrai’s more quiet, descriptive
mode, but, he writes with an almost audible smff, “It 1s the latter
style of which Lord Teika thinks so highly.”

Again, there is justice in Go-Toba’s observation. In fact, the very
poem the ex-emperor quotes to illustrate Shunrai’s “complicated”
style 1s also found in Teika’s own treatises, Kindai shika and Figa
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targai, as well as in other collections of exemplary poems put together
for his pupils.” There is no doubt that Teika admired this poem by
Shunrai, and to a considerable extent was influenced by the style
which it embodies, especially in his more exuberant youthful period
which, as has been pointed out, Go-Toba seems to have in mind.

The third reference to Teika is to be found at the end of the ex-
emperor’s appreciative comments on the poetry of one of his favorites,
Hideyoshi. Again, the criticism is somewhat oblique, ostensibly a
simple statement of fact: “‘Nevertheless, I have heard that in recent
years Teika has pronounced Hideyoshi’s poetry to be extremely bad.”
Seemingly innocent enough, but tn the context of Go-Toba’s relation-
ship with Teika, his other comments about him in the “Secret Teach-
ings,” and his expressed liking for Hideyoshi’s “easy, forthright
style,” the statement damns Teika as impossibly snobbish and fussy,
if not downright cruel and unfeeling, The phrase “in recent years”
also suggests that at this one point 1 his treatise Go-Toba may be
reporting a story about Teika brought from the caprtal to his place of
exile.

The section of the “Secret Teachings™ specifically dealing with
Teika is a mixture of apprectation and indignant disapproval. Two
things in particular arouse the ex-emperor’s ire: Teika’s proud and
arrogant bearing, his too eager readiness to criticize; and his stubborn
refusal to accept a flexible standard for judging poetic quality, a “dou-
ble standard which Go-Toba rightly claims to represent the tradi-
tional courtly (and dilettante) attitude in the highly social and occa-
sional contexts of Japanese poetry. It is this second “fault™ that epito-
mizes the difference in outlook between the two gifted men, both
products of ane tradition and one age, but basically opposed in their
views of the importance of the poetic art. The ex-emperor is one of the
chief ornaments in a long history of impertal and aristocratic patron-
age and dabbling in the arts.’® Teika represents the tougher, more
demanding standards of the professional to whom poetry stood for a
way of life. To the ex-emperor, the social accaston and personal cir-
cumstances of the poet were as significant in judging a poem as its
intrinsic qualities of expression. This viewpointis as old as Japanese—
or Chinese—poetry itself, and it is a perennial attitude, often finding
expression In an Insistence that the poetry is inseparable from the
man.”® The emphases are different in each historical period, but Go-
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Toba’s attitude may be said to be the more truly endemic one in
Japanese literary history, whereas Teika’s uncompromising standard,
though not merely an 1diosyncrasy, 1s newer, deriving from the un-
precedented seriousness with which Japanese poetry came to be re-
garded 1n the eleventh and twelfth centuries. The serlousness had
many causes: the total commitment to art for art’s sake was one as-
pect, but the rise of competing poetic houses and the struggle far
social status, literary fame, and even economic security played a role.”8
Upon examination, the motives behind netther Go-Toba’s nor Tetka’s
standards could be described as “pure”—nor was Teika always con-
sistently loyal to his own ideal, even though his insistence that the
poem must stand or fall on its own merits is more congenial to our
modern viewpolnt.

From Teika’s sharp tongue and scorn for opinions different from
his own, Go-Toba had suffered enough for the soreness still to remain
after many years. Nevertheless, the ex-emperor is fair in the “Secret
Teachings™ in recognizing that his own judgment has not been infal-
lible, and his willingness to grant Teika’s unusual poetic skill and his
appreciative comments on his former courtier’s poem on the “Grave
of [kuta® cannot fail to excite our admiration. Indeed, the brief discus-
sion of Teika’s poem is an cutstanding example of sensitive analysis in
traditional Japanese poetic criticism. If toward the end of his treatise
Go-Toba secems to become almost obsessed with Teika’s arrogance
and offensive behavior, there is much else that helps to make the
“Secret Teachings” one of the most interesting and valuable hiterary
documents of the age.

Time of Composition of the ** Secvet Teachings”

Certain people and events referred to by Go-Toba help to date the
treatise: Teika’s poem on the palace cherry tree (1203, according to
Ienaga’s diary);” the Shinkokinshit (*‘completed” in 1205; mentioned
as if long past); references to Yoshitsune as the “late Regent” (he
died in 1206); the contest of poems for the shiding doors of Go-Toba’s
Chapel of the Four Deva Kings (1207). Although the latest of these
events serves only to place the work after 1207, Japanese scholars
have suggested other reasons for a later date. First, as has been men-
tioned, the ex-emperor’s choice of verb inflections in part suggests the
time of writing to have been considerably after the beginning of the






























































































































