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“The Faint Smiles of the Gods” is a minor work of Akutagawa
Rytnosuke (1892-1927) about a Portuguese missionary who comes
to Japan to spread Christianity in perhaps the sixteenth centu‘ry
but has difficulty converting Japanese to this foreign faith. A
mysterious Japanese spirit appears out of nowhere and explains
why. This paper explores the meaning of this short story for
Akutagawa and argues that his petit-bourgeois social background
helps explain the sense of contentment in the story, even while it
deals with the issue of cultural collision between the West and

Japan.

In his 1958 essay on the question of Akutagawa’s death Yoshilr;oto
Takaaki begins with citing some of the various reactions to Akutagawa’s
suicide in 1927.7 One commentator called Akutagawa's death an “art of
actualized self-destruction.” Another said that his death was just one
more phase in the fall of the bourgeoisie. Miyamoto Kenji, the Japanese
Communist Party leader, responded to these comments in Haiboku no
bungaku (‘The Literature of Defeat) by citing Akutagawa’s statement to
the effect that, rather than blame us, future generations will understand
our passion. He argued that class background alone does not explain
Akutagawa’s suicide. Tayama Katai’s was strongly affected by the suicide,
too. It caused his political orientation to shift to the left. The right-

leaning, nationalistic Yokomitsu Riichi was also affected. The one



statement that caused Yoshimoto to seriously re-think this problem was
Akutagawa Rytinosuke to Shiga Naoya by Inoue Yoshio (1907-2003) in
which he wrote, “Every writer after [Akutagawal has to deal with his
death; only by dealing with it, can one not have to commit suicide. His
death has nothing to do with intellectualism; no matter how smart one is,
intelligence does not help.”2

Yoshimoto’s analysis of what caused Akutagawa to choose death
combines the familiar concept of Akutagawa’s “class complex” with this
point that his death had nothing to do with intelligence. Although
Akutagawa attended the best schools and received a university education,
he belonged to the petit bourgeois economic class. One of the key points in
Yoshimoto’s argument that lends it greater credibility is that Akutagawa
had a love/hate relationship with his origins, which included the family
that he grew up with.? Contrary to the usual image of Akutagawa as the
sophisticated and cool master of novel construction, where he is portrayed
as a kind of technician, Yoshimoto argues that originally, in Akutagawa’s
first three works, Rénen (“The Old Man,” 1914), Seinen to shi (“Youths and
Death,” 1914), and Hyottoko (Playing the Fool, 1914) he was not an

intellectualist writer. In these works he portrayed typical Shitamachi
commoners and characters who had a love-hate relationship with t}feir
family, just as he himself had with his family. He argues that the tragedy
of Akutagawa’s career is that it was only when he abandoned his natural
character that he became successful and gained the image of the
intellectualist master of “formalistic construction.” A sense of guilt about
having left behind his true self and a resultant self-loathing come through

in The Nose, Father, Kodoku jigoku (Lonely Hell), and Rashomon, works in

which characters make attempts to re-create their outer selves. As in The
Nose, the characters often only reach a place of inner peace once they
return to their original self. In a word, Yoshimoto views Akutagawa’s
death as the result of his failed attempt to escape his class. His career
rested on his outer reputation as a master of formalistic construction and

as long as he worked to live up to that reputation, he could not return to



his origins. In his work he was under pressure to deny himself. His
suicide came when he could no longer sustain this balancing act—in
Yoshimoto’s words “standing tiptoe”—and could no longer sustain this
struggle to produce works that played up form and structure.

Yoshimoto points out that the stories that contained a sense of
contentment were fairy tale-like stories. Here I will analyze one story of
this type that tends to be ignored by Japanese literary critics, “The Faint
Smiles of the Gods” (Kamigami no bishs, 1922, in this paper hereafter
referred to as “Kamigami”).# Writing in 1970, Endd Shiisaku wrote that
to his knowledge Sako Jun’ichirc was the only one who had emphasized the
importance of this work. He categorizes it as an “intellectual dial(;gue in
the form of a novel.” It is a dialogue between an old man, who is actually
an ancient god of Japan, and Organtino, a Portuguese missionary. Endd
says that the old man is Japan itself, and I would add that Organtino
stands in as a representative of the West.® The story begins with
Organtino walking alone through a garden at Nanbanji (Portuguese
temple), the Christian church in Kyoto. The garden is full of Western
plants, and the smell of roses in particular wafts through the air. In the
quietness of the garden there is the feel of an “inexplicable charm” thz%tvis
somehow not quite Japan. Organtino is lost in thought, recollecting the
things of home that he misses: European peaches, the central Catholic
church in Rome, San Pietro, the Harbor of Lisbon, the sound of a European
zither, and a song about the spirit and God. He is described as “red-
haired,” an old term for a European foreigner. In his homesickness he
calls out to God, but this makes him feel even more melancholy.
Organtino speaks to himself:

This country’s scenery is beautiful and the climate is warm. I prefer
those black-skinned people over these yellow-faced people. However,
it's easy to get close to these people. Now there are about 10,000
believers. Even here in Kyoto, the center of this country, there is a
nice Catholic church. Although I am not happy, I will probably not be
sad. Whenever I get dreamy, I get very depressed. I want to go back



to Lisbon. I want to get out of this country though. Anywhere is
fine—China, India, Thailand. However there are other reasons for
my depression, besides homesickness.

From the beginning this story abounds with images of race and national
culture: Rome’s central Catholic church, the harbor of Lisbon, European
music, red-haired, black-skinned, yellow-faced. Organtino is clearly an
outsider and just being in Japan makes him uncomfortable, not only
homesick. We get the feeling that he, the church, the roses of his land
with their foreign scent, somehow do not fit here. Any other Asian
country would be fine for Organtino. Japan is uniquely inhospitable for
him. These passages are rhythmic and poetic. From this soo‘thing
atmosphere that only hints of tension we feel a sudden increase in tempo
and sense of fear.

Organtino sighs and his eyes land on some cherry blossom (sakura)
petals fallen on moss. Sakura! He looks between the trees in the
dark spaces, sees ferns and a cherry tree with long branches hanging
down, sees the petals falling through smoke as in a dream. There is a
fallen branch, and as he is about to make the sign of the cross to rid
the place of evil spirits, he looks up at the cherry tree itself with an
eerie sense of fear. What he sees is more than eerieness. Itisd ap’aﬁ
itself, making him feel anxious. In another moment, he realizes it
was just the usual cherry tree, and making a pained and forced smile,
walks on down the path back to where he was before.

He goes to pray at the altar, under a domed ceiling above, and a
hanging lamp. On the fresco on the wall, there is the dead body of
Moses with the Devil of Hell on one side and on the other the angel
Michael, both fighting for his soul. Of course Michael, the angel, was
beautiful, but even the Devil was beautiful on this night in the light of
the moon. The reason it was beautiful may have been because of the
light or the smell of the European plants. Organtino praying at the
altar:

Oh, heavenly spirit! Our father who art in heaven! ... I am in this



depression because in the mountains, in the forests, and even where
people live, there is a miraculous power that overwhelms me. If it
wasn't for this power I would not be in the depths of depression.
Japanese are completely trusting these heathen gods and may never
pray to you, God, as true believers. Please give me the courage and
the strength to continue the struggle for you.

When Organtino gets spooked saying “Sakura!” it is as if he is saying
“Japan!” When he goes to the altar, he encounters an image of the
struggle between two spirits for the control of a man’s soul. We are
reminded of Organtino’s purpose in Japan. Although we know the
outcome of this struggle for Moses’s soul, in this light Lucifer is beautiful
and we feel as Organtino does, that God’s victory is less certain here. The
distinction between good and evil becomes less sharp. Some power
dwelling in the mountains and the forests (the gods of Japan) are deceiving
these people. Similarly Organtino and God are fighting the Japanese gods
for the souls of Japanese. Again the tempo picks up; Organtino’s pulse
begins to race.

He thinks he hears the sound of a chicken, but ignoring it he continues
to pray. He prayed to God, saying that this power lurking in
Japanese rivers and mountains was not inferior to the power of édd,
who parted the rivers for Moses. Organtino looks around him when
he hears a big commotion, and up on the altar is a rooster crowing
loudly, telling him the time. He yells and tries to make the rooster g0
away, but then he notices that from out of nowhere this central
chamber has become filled with a sea of rooster's crests. A powerful
light filled the room as from a bonfire, and breathing heavily, he then
sees the room fill with the shadows of people. As soon as he looks at
them, he sees that they are a non-descript group of men and women.
This group of men and women dance and frolic, the roosters crow
together loudly and the picture of Saint Michael is sucked out of the
room like fog disappearing. He is taken aback by this Bacchanalia of

Japan.



The people were wearing ancient Japanese clothing and sitting
around in a circle serving each other sake, with light from torches all
around. A large Romanesque woman stood on an upside-down barrel,
dancing wildly. A strong man stood nearby with a sakaki (a sacred
tree) tree that he had pulled out of the ground by the roots and the
jewels and mirrors were hung on the tree. The roosters were moving
about in a lively, happy way. There was a cave with a stone door.
The woman dances with vines in her hair, slapping against her chin,
and as she dances her large, uncovered breasts rise up. For
Organtino she is pure, sexual desire. He was unable to turn away, or
move his body, it being controlled by some mysterious force.

Suddenly everyone, including the roosters who were strutting
around to demonstrate their superior strength, stop and become quiet
and solemn. The beautiful voice of a woman suddenly can be heard.
“If T don't come out, the world will be dark. Why do you laugh and
have fun?”

This passage is rife with symbolism antithetical to Christian ideals.
Whereas in the previous passage the angel Michael (good) and Lucifer
(evil) were placed in binary opposition to each other, representing the
Western spiritual world, now we see Japan’s spiritual World—p&fe
Bacchanalia. The Western spiritual world is a dead and immobile
painting, while Japan’s is liveliness, bodily pleasure, sex, liquor, and
virility—the strutting roosters and the strong man who has ripped a tree
out of the ground by its roots and stands near the dancing woman in an
almost placid way. He holds this massive phallic object while gazing at
the dancer. Organtino wishes to turn away, but the force of life itself, and
Japan’s sexuality, makes him as immobile as the Western painting.
Symbols of state Shinto and the better known gods of antiquity from
Japan’s most ancient mythical texts are come alive before us—the jewels
and the mirror hung on the tree and perhaps sparkling as they rotate on
the sakaki and Amaterasu herself being seduced from inside the cave.

Later we will be asked who will win, Amaterasu of Japan or the God of the



West. Yet among themselves the Japanese gods are not fighting each
other and there is no dialectic of good versus evil with its synthesis, Moses,
a human capable of one or the other. The Japanese spiritual world
appears as pluralistic harmony, multiplicity rather than binarism.
The woman who was dancing before said, looking back at the others
(for their consent), “We are happy because there is a god that is even
superior to you.”

Organtino thought, “Perhaps this god is ‘Deus.” And he looked on
with interest. The boulder door rolled to the side and (Amaterasw)'s
light poured forth brilliantly. His tongue could not move to yell; his
feet would not let him run away. He could only stop and feei dizzy
because of the glaring light. He heard a loud, roaring cheer from the
large crowd of people rejoicing. They called out “Ochirumemuchi,”
another name for Amaterasu. They yelled out praises to her: “There
is no new god. There is none that compares to you. Look at how the
darkness is gone. Your rivers, your oceans, your mountains! If
anyone goes against you, they will perish.”

Organtino yelled and fell down.

This passage partially inverts the conceptual unity of the God of ?the
Bible as the “one true God.” When and why does Organtino lose
consciousness? It is just after he and we hear, “If anyone goes against you,
they will perish.” The same was said of the biblical God. Organtino is
literally felled through an encounter with this heretical idea and of course
through the powerful light, another familiar image of the biblical God, with
Amaterasu, a woman no less, in his place.

Later he regains consciousness and the sound of the gods from before
still reverberates in his ears, but when he looks around they are all
gone, and the wall painting is there again. Flabbergast, he groans as
his senses return. He could not make sense of what had just
happened. The only thing he was sure of is that the vision he had just
seen was not shown to him by God.

Organtino walked along saying to himself, “It is more difficult than I



thought to fight against these gods. I wonder whether I'll win or
lose.”

But then in his ear was whispered the words, “You will lose.” He
looked around but could not tell where the voice had come from.

It was peaceful and quiet and he could smell the scent of roses. The
only sound was from pigeons. It was so peaceful, as if the angels on
high would be drawn down to earth to search out the daughters of
human beings, like the twilight of ancient times.

“Yes, indeed the base, low gods of Japan cannot win against the
almighty God. Last night was just a vision, and since these several
people have become believers, I am sure that in the future finally ‘there
will be churches all across this land.” Without him knowing it, an old
man wearing jewels around his neck comes up, walking along beside
him.

We now return to the world of familiar Western symbolism and to
Organtino’s original peace—the smell of roses (a frequent symbol of the
West in the story), the fresco painting, and doves (a biblical symbol of
peace). It is the following evening after Organtino has had a day of
successful proselytizing. Several Japanese samurai have been converted,
or so he thinks. Shattering this peace, the devilish figure of an old m'ah
invades Organtino’s world, but he sneaks up on him, disappearing and
appearing like a sprightly elf. The image of angels coming down for the
daughters of human beings seems like an obscure reference, but the phrase
“Twilight of ancient times” appears in different forms three or four times in
the story, usually pointing to a pre-Christian multiplicity of gods.

From here begins the main “intellectual dialogue” referred to by Endo
above between the old man, a Japanese god living since ancient times, and
Organtino. (The old man does not give his name but identifies himself as
“one of the spirits of Japan.”) Organtino naturally suspects that he is a
demon, but the old man assures him that he is mnot. This
misunderstanding demonstrates Organtino’s limited consciousness. In his

world there is only good and evil, the singular God or demons. His field of



vision is closed and the old man’s purpose in speaking to him is to open
that field to include the gods of Japan. The old man is like an older
brother taking him aside and telling him of the world beyond his borders in
order to keep him safe. Near the conclusion of his talk the old man will
say, “I am just saying ‘be careful, because we are ancient gods. Like the
Greek gods we have seen the dawn of the world.” Many passages and
images compare the Japanese gods to the ancient Greek gods.

“You came here to spread Christianity, didn’t you? That may not be a

bad thing, but if God comes to this country, he will surely lose.”

“God is the all-powerful Lord, so to God...” Organtino changes his
tone of voice to the polite tone he uses towards potential converfs. “It
is not likely that [you and the other Japanese gods] will win against
God.”

“In fact, it 7s likely. Listen, your ‘Deus’ is not the only one to come
to Japan. Earlier Confucius, Mencius, and Zhuangzi came, and
besides them, other Chinese philosophers. But this country had just
been founded. They brought silk and jewels. They brought writing.
But did China conquer us? Look at their characters. Instead of their
characters conquering us, we conquered their characters. A poet I
knew named Kaki no Moto Hiromaru wrote a poem called Tanaga‘ta
that [is a Japanese alteration of an originally Chinese poem]. In
that poem the huge roaring rivers, like the Yellow River or Yang-zi,
divided the two gods, but in Hiromaru's story, it is a gentle Japanese
brook that separates them.

Famous people with good calligraphy like Kiikai showed us samples
of Chinese writing. We imitated that writing but it came out as
Japanese writing.

That is not all. Our breath, like the salty wind, softened even
Taoism and Confucianism. With Mencius's books, we, the Japanese
gods, became angry [when they came here] turning upside down and
sinking the ships that brought the books [kamikaze]. Ask any native
here and they'll tell you. Actually, the god, Shinato, did not do that,



but even the fact that Japanese people believe this shows our power,
we who live in this country.

The notion that there are “kamikaze” in the air protectively surrounding
Japan’s shores clearly defines an interior for Japan. Only some outside
things are permitted entrance, but even if they make it past the kamikaze,
once they arrive in Japan’s interior they are subjected to an air, or an
atmosphere, that transforms those things into something native.
Organtino earlier says that there is something different about the air in
Japan. There is a possible double meaning in the word “softened”
(vawaragemashita). Things are both softened and Japanized once they
arrive in Japan. One wonders if this is one effect of the internalization of
the Western Orientalist discourse that views Asia as female. Chinese
characters, Taoism, Confucianism, and possibly Christianity are figured as
hard, and by extension, masculine. The Tanabata folklore of China
imagined a huge river separating the lover gods. They look at each other
across this vast, roaring, masculine flow, but in Japan it becomes a
trickling, feminine brook.

In this passage Akutagawa gives the first hint about what he meant by
“the power of the Japanese gods.” To say that the gods are powerful 1s to
say that Japanese believe in them. Later he, through the voice of the E)ld
man, will say that the Greek gods died, yet the Japanese gods are still
living. The phrase “the Greek gods died” brings to mind the triumph of
Christianity over paganism. If the Japanese gods have been living since
the “dawn of the world,” then Japanese people, a monolithic, harmonious
mass have always believed in them. From the opposition of “the”
Japanese gods vis-a-vis “the” European God in “Kamigami” and its sense of
unified spiritual culture that has existed since antiquity arises an erasure
of difference within Japan. From this passage forward one begins to read
Akutagawa on a new, different level. Rather than telling us a fairy tell, he
is saying something about the persistence of myth in Japan and the
consequences of the persistence of myth for Japan’s negotiations with

“other,” outside forces.



Organtino turns to look at the old man with a blank look on his face.
He could only understand half of what the old man said.

The old man proceeds. “Next to come after that was Sidhddharta
from India.” (This was the name of Shakyamuni Buddha's name
before he became a priest). The old man picks and smells the roses
along the path they are walking in a light-hearted way, but as he picks
them they are left behind untouched, and the rose in his hand is only a
vague, misty approximation of the original.

“The idea of honji suzjaku is that Amaterasu is the same as Dainichi
nyorai (both gods of the sun). Even if many people do not know
Amaterasu but do know Dainichi, most native people do not imégine a
black face when they imagine Dainichi's face. They imagine a
Japanese face. The people who believed in Shinran and Nichiren saw
Shotoku Taishi's face when they imagined him.”

“But today I had several converts.”

“Yes, you will probably have many more converts, but there will also
be converts to Buddhism. We gods do not destroy things; we remake
them.”

“But even the Greek gods, the demons of Greece, have such power.
Anyway, God will win.” Stubbornly he said it once more. .

But the J. god continued to speak slowly as if he had not heard what
O. said. “But Pan died. We are still living.” (Pan was the ancient
Greek god of flocks, forests, meadows, and shepherds. He had the
horns and feet of a goat. He frolicked about the landscape playing
tunes).

Organtino turned and gave him a rare look of surprise. “You know
about Pan?’

“Sure, it was in a book with the characters written sideways brought
to Japan by the Three Big Names of Kylishii.”® Even if we are not
the only ones with the power of re-making, you must not be caught off
guard. I am just saying be careful, because we are old gods. Like the

Greek gods, we have seen the dawn of the world.”



The old man next tells how he met Ulysses at night on a boulder and
after sitting and talking with him, he became Japanese.” “All these
things became Japanese. And the West must also become Japanese.
I am in the trees. I am also in the shallow flows of water. I am in
the wind that carries the scent of roses. I am in the twilight that
lingers on the wall of temples.”

The man disappears and Organtino hears Ave Maria sounding from
the steeple bells. (My italics).

Akutagawa is looking at a 300-year-old folding screen of a
Portuguese ship coming into a harbor in Japan. The ship depicte'd has
a flag raised. He starts to say “Padre Organtino of Nanbanji,” but
stops, saying “No, [this] is not limited to Organtino. [It is anyone who]
wears the habits [of the missionaryl, a long-nosed foreigner...”

“Good-bye Organtino!”

We can't say who will win—Amaterasu or God. In the end our

project will decide the winner.
...there will doubtless be a time when the sound of our black ships’
cannons will surely destroy your old and familiar dream. (The listener
here is explicitly stated as “Organtino and his group.”)  Until théh,
good-bye Padre Organtino! Good-bye.

Although it is noted in my Japanese version that Akutagawa himself is
speaking in this last section, another possibility is the old man, or the
Japanese gods collectively. One senses that ultimately, however,
regardless who the speaker is, Akutagawa would be the one standing
behind them and speaking through them. All along it has been
Akutagawa speaking through the old man. In addition, while Organtino
listened we listened with him, but who is the “we”? The “we” is the
collective West. This is why Akutagawa writes, “No, [this] is not limited to
Organtino. [It is anyone who] wears the habits [of the missionaryl, a long-

»

nosed foreigner..” The story was written for a Japanese audience, but

that audience had to assume the role of a Westerner, a Westerner who sees



Japan from the outside.

Another crucial question that is not easily answered is who is the “our” of
“our black ships’ cannons™ The black ships hark back to the black ships
of Matthew Perry, but these cannot be his ships, nor can they be any of the
West’s ships. These ships are to destroy the “old and familiar dream” of
the West. The reading that the West will destroy itself is not plausible
when one thinks about the implications of the old man’s narrative. Thus
one must know whose dream it is. Ostensibly it is Organtino’s—the
dream of converting Japan and its inhabitants to Christianity. At one
point Organtino dreamed of the day when churches would be seen all
across the country. The “old and familiar dream” is the dream that the old
man has told us is impossible, and that we must be careful to not try to
impose on Japan. Therefore, the “our” of “our black ships’ cannons” is
Akutagawa and Japan. The message is that when the day comes that
Japan has its own black ships and cannons, those cannons will destroy the
dreams of Western imperialism. In the Taishé period that day, a day
when Japan would become the equal of Western empires, was near at hand.

The Japanese gods, and in particular, the Sun Goddess, would not
tolerate that there be any other gods more popular than her. She
demands recognition. As the cheers of the other gods go, there are no iléW
gods and none can surpass Amaterasu. Amaterasu is a jealous god just as
the God of the West says in the Bible, “I am a jealous god.” Akutagawa
must have been conscious of the many discursive displacements or
inversions of Western religious icons in this' dialogue, a dialogue between
East and West.

The words “win” and “lose” frequently appear. “We can't say who will
win—Amaterasu or God. In the end our project will decide the winner.”
Throughout the old man’s talk Japan is portrayed as a country that
subdues (like the word “yarawageru”), refracts, or conquers (in the case of
Chinese characters) anything that enters from the outside. In the present
of this story Organtino and his religion are being absorbed and subdued,

and the old man tells him that the same thing happened to Chinese



religion and philosophy. By Akutagawa’s time China (1895), Russia (1904~
05), and Korea (1910) had been subdued. One may say that Akutagawa
himself had “conquered” Chinese, Russian, French, and English literature.
The old man said, “All these things became Japanese. And the West must
also become Japanese.” The key word is “must,” not “will.” The final one
to be subdued is not only the Christian God of the West, but the West itself.
Akutagawa, whose essay title “Bungeiteki na, amari ni bungeitekl na” was
taken from Nietsche, had liked his work and so probably agreed that
although the Christian God was dead or dying, the Christian good/evil
opposition with its omnipresence in Western society, was not. Akutagawa
subtly hints that Japan’s next important meeting with an outside nation
would be when Japan’s own black ships are aimed back on the West.
Whether Amaterasu (Japan) or God (the West) wins would be determined
by how Japan executed its imperialist project. (Of course, the imperialist
project had already been nativized, ‘yawaragemashita’). ’

Given the many images of race and nation, then, such as a flag raised on
the Portuguese ship, it is difficult not to conclude that Akutagawa is
making a statement about Japan’s inhospitability to outside elements or
influences. There is throughout the story the sense that no exterior
thought system or cultural artifact has ever been able to enter Ja;)?an
unadulterated and in foto. As End6é hints at in his 1970 essay, it is not
entirely clear whether Akutagawa is affirming or negating this tendency.
In any case, one cannot deny that Akutagawa through the old man tells us
that this tendency exists, has existed since antiquity, and will continue to
exist. “Our project” alludes to Japan’s project, which in Akutagawa’s time
was its imperialist project. Whether Akutagawa agreed with this project
cannot be answered conclusively through any analysis of “Kamigami,” but
it is clear that Akutagawa in this story recognizes the existence of this
project, and if readers take seriously the narrative in “Kamigami” of
constant Japanization of foreign cultures since antiquity, then this story
contributes to what Murai Osamu terms “the imperial nation view of

history.”® Japan is the old man. Like the model Confucian father, he



takes Organtino (the West) aside and benevolently instructs and cautions
against danger. He says, “We gods do not destroy things; we remake
them.”? The old man is in the process of remaking Organtino, not
destroying him, implying by analogy that Japan is in the process of
remaking Asia, not destroying it. The story ends with Organtino returned
to the Japanese folding screen; just as the old man cautioned against,
Organtino has been literally transformed into the material of Japan, which
is at once the material of the folding screen and the material of an
essentialized Japan. Murai explains that in the Taish6 period there was a
yearning for archaism and that in this period Akutagawa and other
prominent authors wrote many stories for the first time that used the
myths of works such as the Kojiki and Nihon shoki as subject matter for
fiction. Murai argues that this desire to view Japan as timeless and
capable of maintaining its identity despite outside attempts to invade or
conquer it was linked with the dominant imperialistic ideology that had to
erase the violence that Japan was committing outside Japan. In the old
man’s narrative of Japanese history and in the final allusion to the black
ships of Matthew Perry, the view is always inward-looking, from the
outside, never outward looking to Asia or the West. The outside
impurities, variability, and violence (Organtino is a symbol of ' an
imperialist West) comes to Japan, but through the mysterious force of the
Japanese gods, who have always existed because all people of Japan have
always believed in them, are transformed, subdued, and purified into the
native essence.

To return to Murai’s thesis, he argues that a key feature of Japan’s
imperialistic, assimilationist ideology was what he calls discourses of the
“vanishing,” that the project of assimilating [and I would say ‘subduing’]
foreign races such as Koreans and domestically diverse ethnic groups such
as the Ainu or Okinawans required the erasure of differences of class or
ethnic conflict. Yanagita Kunio in T6no Monogatari (1910) and Yama no
iinsei (1925) created the myth of the “mountain people” (sanjin), who
supposedly had been gradually pushed out of the flatlands and into the



mountains by the Yamato race long ago and through the ages had
intermarried with native Japanese until their culture had been absorbed
into Japan’s and they vanished. Origuchi Shinobu in Kodai kenkyii (1930)
creates the myth of the “kataribe,” a people (the Ainu) who have
transmitted oral traditions from antiquity without the aid of writing. He
embarked on a crusade to save these vanishing specimens of pre-
assimilation non-Japanese. Murai emphasizes that behind all this was
the idea that Japan all along through its long history had been
assimilating foreign cultures, setting a precedent for Japan’s colonization of
Korea and more generally Asia. He says that, ignoring the history of
tanka as an elite cultural practice, the writing of tanka was populariz‘ed at
this time to the extent that people of all classes in Japan, from the emperor
down to the common people wrote tanka. The imperial household
sponsored annual tanka writing contests and the writing of tanka became
“misrecognized” as an ancient tradition of the “nation’s common people”
(the “kokumin”). The direction of my reading of “Kamigami” above leads
to the realization that one can easily imagine a similar operation in this
work. Akutagawa figures Japan’s spirit world as multiplicity in contrast
to the singularity of the Christian God of the West, but in “Kamigami” this
multiplicity is absolutely happy and harmonious. The gods sit in a cir,clé
serving each other sake, cooperating to bring Amaterasu back into the fold.
Assimilation happens symbolically with consistently positive results. The
old man enjoys the smell of the roses that he picks while walking through
the garden full of European plants with Organtino. The roses are
transformed visually to a misty rose-like image in his hands, just a dim
reminder of the original, however, so he enjoys the smell of the rose only
after making it his own. Akutagawa portrays these gods as the gods of
the ‘“kokumin” or the Nation as a whole, not the exclusive spirit world of

the aristocratic class.

Conclusion

To return to the significance of “Kamigami” for understanding



Akutagawa, there is a sense of contentment in this work as Yoshimoto
described, even when Akutagawa the author himself speaks in the last
section. The discussion above should help locate where this contentment
originates. Yoshimoto tells us that Akutagawa wanted to return to his
Shitamachi, or petit-bourgeois origins in his work, to return to writing
about these origins, as he did in his first three unsuccessful works.
Borrowing Yoshimoto’s insight, I would suggest that Akutagawa’s urge to
write “Kamigami” stemmed from an urge to resolve an inner conflict he
had between a bourgeois “habitus” and a petit-bourgeois “habitus.”

The term “habitus” as used in the sociological research of Pierre
Bourdieu refers to the lifelong, durable dispositions that members of
particular social groups acquire through experiences in everyday life. The
habitus of an individual includes the sensibilities and taste common to
other members of their particular social group, i.e., class, gender, and race.
Dispositions, sensibilities, and tastes common to a group are reproduced
from generation to generation.!©

At certain times in his life, Akutagawa had absolute, almost religious
faith in his artistic talent. Yet he recognized Shiga Naoya as a superior
artist. In reading his more autobiographical works and his letters one
quickly surmises that this is someone with an inferiority complex. ?As
mentioned above, Yoshimoto convincingly argues that one cannot explain
Akutagawa’s suicide through a focus on his intelligence. He explains that
Akutagawa was not jealous of Shiga Naoya because of Shiga’s intelligence,
but had an inferiority complex toward Shiga because Shiga was
comfortable in high-class society and logical thinking was natural to him.
One usually thinks of “logical thinking” as one element of intelligence, and
not as the exclusive domain of any particular social class, so this sounds
like a contradiction in Yoshimoto’s argument. Setting that aside, however,
Akutagawa in high-class society may have been missing what Pierre
Bourdieu refers to as “a feel for the game.” Less than Cartesian logic, the
key to success in an artistic field is sometimes a feel for what is appropriate

in a particular situation. If Shiga was born into a higher economic class



than Akutagawa, then Shiga would have had social experiences that
Akutagawa did not. Simply put, what Bourdieu terms a person’s
“habitus” is a set of dispositions that generate practices or regulate
behavior which are instilled or ‘embodied’ in a person through experiences.
(“Habitus” has the same word root as “habit”). It is how one talks, walks,
eats, and even thinks. If Shiga’s habitus was formed within high-class
society, then his habitus was well-tuned for or matched that environment
to a greater extent than Akutagawa’s habitus. This would make
interacting within that society or writing about it much easier.
Akutagawa’s habitus was certainly not lower class, nor was it upper class.
His mother’s father had been a high ranking samurai, but on the other side
of his family, his father was thoroughly of Shitamachi merchant origins.
Although he was raised in his mother’s family by her sister, this family had
already fallen financially so much that he/they lived in a shitamachi area.
His class habitus was neither completely bourgeois nor petit bourgeois, but
probably had elements of both.

Another way to describe this conflict is a conflict between “multiple
subjectivities.” Akutagawa was incapable of abandoning his bourgeois
subjectivity (i.e., habitus) in favor of his petit bourgeois subjectivity.
Contrary to Yoshimoto, I do not view him as fundamentally and origin:;lly
petit bourgeois. One cannot ignore the effect of the social status
background of his mother’s family. In any event, since his inner class
conflict was irresolvable, in “Kamigami” he turned to another inner conflict
that could be resolved—the conflict between the West and Japan—or so I
have argued. Through this short story Akutagawa puts into play a
personal strategy of coping by replacing personal multiple subjectivity with
national multiple subjectivity. In the internal conflicts that arise due to
personal multiple subjectivity (i.e., more than one habitus) there are at
least two problems that are overcome through a shift to national multiple
subjectivity.  One problem is that of eternally being cast as inferior and
believing in that role—the inferiority complex. Unlike the Akutagawa

who has an inferiority complex toward Shiga Naoya, Japan can triumph



over the West, or “reach the top” so to speak. Akutagawa becomes Japan.
Doing so ends the feelings of inferiority.

The other problem is the lack of internal, psychological harmony.
Unlike his personal, internal consciousness split between bourgeois and
petit-bourgeois, on the level of the nation there is the possibility for a
harmonious multiplicity. Japan can be Western, Chinese, and Indian all
at once, without losing its identity as Japanese. All these cultures and
religious thought systems have been absorbed by Japan. The old man
instructs Organtino that when foreign things enter the air/breath/salty
wind of Japan they become Japanese. This is a multiplicity encircled by
harmonizing unity. In “Kamigami” Akutagawa returns to a Jai)an of
harmonious multiplicity similar to the “Nihon kaiki” (return to Japan) that
Tanizaki and other authors pursued.

He was keenly aware that he could not return to the home of his family:
“Then I remembered my foster parents’ home in the suburbs. Of course,
they must be waiting for me to return. Probably my children too—but
when I returned—I couldn’t help fearing there would be some force there to
restrain me, naturally”! ' When he returns to Japan there is no restraint,
except possibly his sense of morality, which tells him that his returning is a
lie: .

I began to think of the long piece I'd been planning. It was a long
piece in which common people from the Suiko Era to the Meiji Era
would be used as heroes.. Some sparks leapt up, and I
remembered the bronze statue in front of the Imperial Palace.
The statue was in armor and helmet, ... But its enemy was -
“Aliel”12
The “terrifying charm” of art proved to be far more seductive than morality

and in the end pacified “the passion for action” of this hungry ghost. ! 3

! Yoshimoto Takaaki, “Akutagawa Rylinosuke no shi,” Akutagawa Rytinosuke

(Shinseiban, 1975).
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　　　Akutagawa　Ryinosuke　and　HarmoniousMultiplicity　in“The　Faint　Smiles　of　the　Gods”　　　　　　　　　　　　　（Kamigami　no　bish6，1922）Joseph　Essertier　　“The　Faint　Smiles　of　the　Gods”is　a　min．or　work　of　AkutagawaRytinosuke（1892−1927）about　a　Portuguese　missiorlary　who　comesto　Japan　to　spread　Christianity　in　perhaps　the　sixteenth　centurybut　has　di伍culty　converting　Japanese　to　this　fi）reign　faith．　Amysterious　Japanese　spirit　appea∫s　out　of　nowhere　and　explainswhy　This　paper　explores　the　meaning　of　th輌s　short　story丘）rAkutagawa　an．d　argues　that　his　petit−bourgeois　social　backgroundhelps　explain　the　sense　of　contentment　in　the　story　even　while　itdeals　with　the　issue　of　cultural　collision　between　the　West　andJapan．　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　；　　In　his　1958　essay　on　the　question　of　Akutagawa’s　death「YbshimotoTakaaki　begins　with　citing　some　of　the　various　reactions　to　Akutagawa’ssu輌cide　in　1927．1　0ne　comme批ator　called　Akutagawa’s　death　an“art　ofactualized　self�ddestruction．”@Another　said　that　his　death　was　just　onemore　phase　in　the　fall　of　the　bourgeoisie．　Miyamoto　Kenji，　the　JapaneseCommunist　Party　leader，　responded　to　these　comments　in　Haiboku．　noh』（‘The　hterature　of　Defbat’）by　citing　Akutagawa’s　statement　tothe　effect　that，　rather　than　blame　us，　fUture　generations　will　understandour　passion．　He　argued　that　class　background　alonedoes　not　explainAkutagawa’s　suicide．　Tayama　Katai’s　was　strongly　aflbcted　by　the　suicide，too．　It　caused　his　political　orientation　to　shif七to　the　left．　The　right−1eaning，　nationalistic　Y）komitsu　Riichi　was　also　affected．　The　one一15一statement　that　caused　Ybshimoto　to　seriously　re−think　this　problem　was△k−by　Inoue　『Ybshio　（1907−2003）　inwhich　he　wrote，“Every　writer　af�eer［Aku．tagawa］has　to　deal　with　hisdeath；only　by　dealing　with　it，　can　one　not　have　to　commit　suicide．　Hisdeath　has　nothing　to　do　with　intellectualism；r｛o　matter　how　smart　one　is，intelligence　does　not　help．”2　　Ybshimoto’s　analysis　of　what　caused　Akutagawa　to　choose　deathcombines　the　familiar　concept　of　Akutagawa’s“class　complex”with　thispoint　that　his　death　had　nothing　to　do　with　intelligence．　AlthoughAkutagawa　attended　the　best　schools　and　received　a　university　education，he　belonged　to　the　petit　bouTgeois　economic　class．　One　of　the　key　poihts　inYbshimoto’s　argument　that　lends　it　greater　credibility　is　that　Akutagawahad　a　love／hate　relationship　with　his　origins，　which　included　the£amilythat　he　grew　up　with．3　Contτary　to　the　usuahmage　of　Akutagawa　as　thesophisticated　and　cool　master　of　novel　construction，　where　he　is　po翌trayedas　a　kind　of　technician，　Ybshimoto　argues　that　o℃iginally　in　Akutagawa’s五rst　three　works，　R6nen（“The　Old　Man，”1914），　Seinen　to　shi（‘Y）uths　andDeath，”1914），　and珪⊇Ω（Playing　the　Foo1，1914）he　was　not　anintellectualist　writer．　In　these　works　he　portrayed　typical　ShitaΣnachicommoners　and　characte罫s　who　had　a　love−hate　relationship　with　tピeirfami取just　as　he　himself　had　with　his　family．　He　argues　that　the　t翌agedyof　Akutagawa’s　career　is　that　it　was　only　when　he　abandoned　his　naturalcharacter　that　he　became　successfUI　and　gained　the　image　of　theintellectualist　master　of“負）rmalistic　construction．”　A　sense　of　guilt　abouthaving　lef�ebehind　his　true　self　and　a　resultant　selぞ一loathing　come　throughin　The　Nose，　Father，一（Lonely　Hell），　and　Rashomon，　works　inwhich　characteTs　make　attempts　to　re℃reate　their　outer　selves，　As　in，　TheNose，　the　characters　often　only　reach　a　place　of　inner．peace　once　theyreturn　to　thei∫original　self．　In　a　word，　Y）shimoto　views　Akutagawa’sdeath　asもhe　result　of　his　failed　attempt　to　escape　his　class．　His　careerrested　on　his　outer　reputation　as　a　master　of　fbrmalistic　construction　andas　long　as　he　worked　to　live　up　to　that　Teputation，　he　could　not　retum　to一16一his　origins．　In　his　work　he　was　under　pressure　to　deny　hilnsel£　且issuicide　came　when　he　could　no　longer　sustain　this　balancing　act−inYbshimoto’s　words“standing　tiptoe”−and　could　no　longer　sustain　thisstruggle　toμoduce　works　that　played　up　fbrm　and　structure．　　『Ybshimoto　points　out　that　the　stories　that　contained　a　sense　ofcontentment　were　fairy　tale−like　stories．　Here　I　will　analyze　one　story　ofthis　type　that　tends　to　be　ignored　by　Japanese　hterary　critics，“The　FaintSmiles　of　the　Gods”（Kamigami　no　bish6，1922，　in　this　paper　hereaf七erreferred　to　as“Kamigami”）．4　W士iting　in　1970，　End6　Sh｛isaku　wrote　thatto　his　knowledge　Sako　Jun’ichir6　was　the　only　one　who　had　emphasized　theimportance　of　this　work．　He　categorizes　it　as　an“intellectual　dialogue　inthe　fbrm　of　a　nove1．”@It　is　a　dialogue　between　an　old　man，　who　is　actuallyan　ancient　god　of　Japan，　and　Organtino，　a　Portuguese　missionar）乙　End6says　that　the　old　man　is　Japan　itself，　and　I　would　add　that　Organtinostands　in　as　a　representative　of　the　West．5　The　story　begins　withOrgantino　walk垣g　alone　thmugh　a　garden　at　Nanbanji（Portuguesetemple），乞he　Christian　church　in　Kyoto．　The　garden　is　full　of　Westemplants，　and　the　smell　of　roses　in　particular　wafts　through　the　ai℃　hthequietness　of　the　garden　there　is　the　feel　of　an‘‘inexplicable　charm”that　is　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　ぎsomehow　not　quite　Japan．　Organtino　is　lost　m　thought，　recollecting　thethings　of　home　that　he　misses：Europearl　peaches，　the　central　Catholicchu主ch　in　Rome，　San　Pietro，　the　Harbor　of　Lisbon，　the　sound　of　a　Europeanzither，　and　a　song　about　the　spirit　and　God．　He　is　descr元bed　as“red−haired，”an　old　te主m　fbr　a　European　fbreigne蛤　桓his　homesickness　hecalls　out　to　God，　but　this　makes　him　feel　ev斑more　melancholyO℃garltino　speaks　to　himself：　　　This　countτヅs　scenery　is　beaut輌ful　and　the　climate　is　warm．　I　prefer　　　those　black−skimled　people　over　these　yellow−faced　people．　However，　　　it‘s　easy　to　get　close　to　these　people．　Now　there　are　about　lO，000　　　believers．　Everl　here　in　Kyoto，　the　center　of　this　count主）弓there　is　a　　　nice　Catholic　church．　Although　I　am　not　happy　I　will　probably　not　be　　　sad．　Whenever　I　get　dream又Iget　very　depressed．　I　want　to　go　back一17一　　　　to　Lisbon．　Iwant　to　get　out　of　this　country　though．　Anywhere　is　　　　童ne−China，　India，　Thailand．　However　there　are　othe℃主easons　fb∫　　　　my　depression，　besides　homesickness．　　From　the　beginning　this　story　aboun．ds　with　images　of　race　and　nati皿alcuユture：Rome’s　cen．tral　Catholic　church，　the　harbor　of　Lisbon，　Europeanmusic，　red−hai∫ed，　black−skirmed，　yellow−faced．　Organtino　is　clearly　an．outsider　and　lust　being　in　Japan　makes　him　uncolnfbrtable，　not　onlyhomesick．　We　get　the　feeling　that　he，　the　church，　the　roses　of　his　landwith　their　fbreign　scent，　somehow　do　not　fit　here．　Any　other　Asiancountτy　would　be　fine　Ibr　Organtino．　Japan　is　uniquely　inhospitable負）r　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　ロhim．　These　passages　are　rhythmic　ar｝d　poetic．　From　this　soothingatmosphere　that　only　hints　of　tension　we　feel　a　sudd斑increase　in　tempoand　sense　of君ear．　　　　　　Organtino　sighs　and　his　eyes　land　on　some　cherry　blossom（8友左αm）　　　　petals　fallen　on　moss．　Sakuxa！He　looks　between　the　trees　in　the　　　　dark　spaces，　sees£ems　and　a　cherry　tree　with　long　branches　hanging　　　　down，　sees　the　petals　falling　through　smoke　as　in　a　dream．　There　is　a　　　　£allen　branch，　and　as　he　is　about　to　make　the　sign　ofthe　cross　to　rid　　　　the　place　of　evil　spirits，　he　looks　up　at　the　che汀y　tree　itself　with　3n　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　ジ　　　　eerie　sense　of　fear．　What　he　sees　is　more　than　eerieness．　It　is　Japan　　　　itself，　making　him　feel　anxious．　In　another　moment，　heτeahzes　it　　　　was　just　the　usual　cherry　tree，　and　making　a　pained　and　fbrced　smile，　　　　walks　on　down　the　path　back　to　where　he　was　befbre．　　　　　　He　goes　to　pray　at　the　altar，　under　a　domed　ceiling　above，　and　a　　　　hanging　lamp．　On　the　fをesco　on　the　wa11，　there　is　the　dead　body　of　　　　Moses　with　the　Devil　of　Hell　on　one　side　and　on　the　other　the　angel　　　　Michael，　both五ghting　fbr　his　soul．　Of　course　Michael，　the　angel，　was　　　　beautiぞu1，　but　even　the　Devil　was　beautiful　on　this　night　in　the　light　of　　　　the　moon．　The　reason　it　was　beautifU　may　have　been　because　of　the　　　　light　or　the　sme110f　the　European　plants．　Organtino　praying　at　the　　　　altar：　　　　Oh，　heavenly　spirit！　Our　father　who　art　in．　heaven！　．．．．J　am　in　this一18一　　　　depression　because　in　the　mountains，　in　the　fbrests，　and　even　where　　　　people　live，　there　is　a　miraculous　power　that　overwhelms　me．　If　it　　　　wasn’t　fbr　this　power　I　would　not　be　in．　the　depths　of　depression．．　　　　Japanese　are　completely　trusting　these　heathen　gods　and　may　never　　　　pray　to　you，　God，　as　true　believers．　Please　give　me　the　courage　and　　　　the　st王ength　to　continue　the　struggle　fbr　you．　　When　Organtino　gets　spooked　saying“Sakura！”it　is　as　if　he　is　saying“Japan！”@When　he　goes　to　the　altar，　he　encounters　an　image　of　thestruggle　between　two　spirits　fbr　the　control　of　a　man・s　sou1．　We　arereminded　of　Organtino’s　purpose　in　Japan．　Although　we　know　theoutcome　of　this　struggle費）r　Moses’s　sou1，　in　this　light　Luci企r　is　beauti飢and　we　feel　as　Organtino　does，　that　God’s　victory　is　less　certain　here．　Thedistinction　between　good　and　evil　becomes　less　sharp．　Some　powerdw・1hng　i噛・m・unt・in・・nd　th・飴・e・t・（th・g・d・・f」・p・n）・・e　d・・eivingthese　people．　SimLilarly　Organtino　and　God　are　fighting　the　Japanese　gods允・th…u1・・f　J・p・n・・e・Ag・in　th・t・mp・pi・k・up；O・g・ntin・・、　pu1、ebegins　to　race．　　　He　thinks　he　hears　the　sound　of　a　chicken，　but　ignoring　it　he　continues　　　to　pray　He　prayed　to　God，　saying　that　this　power　lurking輌n　　　Japanese　rivers　and　mountains　was　not　in．fbrio∫to　the　power　of　dOd，　　　who　parted　the　rivers　fbr　Moses．　Organtirlo　looks　around　him　when　　　h・h・a・・abig・・mm・ti・n，・nd　up・n　th・・1t・・i・a・…t・・…wing　　　loudl況telling　him　the　time．　He　yells　and垣es　to　make　the　rooster　go　　　awaヱbut　then　he　notices　that£rom　out　of　nowhere　this　central　　　chamber　has　become　fllled　with　a　sea　of　moster‘s　cTests．　Apowerful　　　light　fiUed　the　room　as　fをom　a　bonfire，　and　breathing　heavily　he　then　　　sees　the　room　fill　with　the　shadows　of　people．　As　soon　as　he　looks　at　　　them，　he　sees　that　they　are　a　norrdescript　gτoup　of　men　and　women。　　　This　group　of　men　and　women　dance　and　fを01ic，　the　roosters　crow　　　together　loudly　and　the　picture　of　Saint　Michael　is　sucked　out　of　the　　　room　Iike　fbg　disappearirlg．　He　is　taken　aback　by　this　Bacchanalia　of　　　Japan．一19一　　　　　　The　people　were　wearing　ancient　Japanese　clothing　and　sitting　　　　around　in　a　circle　serving　each　other　sake，　with　light£rom　torches　all　　　　around、　A　large　Romanesque　woman　stood　on　an　upside−down　barre1，　　　　dancing　wildly　Astrong　man　stood　nearby　with　a　5a血〜痘（a　sacτed　　　　tree）tree　that　he　had　pulled　out　of　the　ground　by　the　roots　and　the　　　　jewels　and　mi主rors　were　hung　on　the　tree．　The　roosters　were　moving　　　　about　in　a　hvel蕩happy　way　There　was　a　cave　with　a　stone　d◎oL　　　　The　woman　dances　with　vines　in　her　hair，　slapping　against　he翌chin，　　　　and　as　she　dances　her　large，　uncovered　breasts　でise　up．　　For　　　　Organtino　she　is　pure，　sexual　desire．　He　was　unable　to　turn　away　or　　　　move　his　bod況it　being　controlled　by　some　mysterious£orce．　　宇　　　　　　Suddenly　everyone，　including　the　roosters　who　were　stmtting　　　　around　to　demonstrate　their　superior　strength，　stop　and　become　quiet　　　　and　sole江m．　The　beautif冠1　voice　of　a　woman　suddenly　can　be　heard．　　　　“If　I　don’t　come　out，　the　world　wi且be　da主k．　Why　do　you　laugh　and　　　　have　fun？，，　　This　passage　is　ri£e　with　symbolism　antithetical　to　Christian　ideals．Whereas　in　the　previous　passage　the　angel　Michae1（good）and　Lucifer（evi1）were　placed　in　binary　opposition　to　each　other，　representing　theWestem　spiritual　world，　now　we　see　Japan’s　spiritual　world−p泣eBacchanalia．　The　Western　spiritual　world　is　a　dead　and　immobilepamting，　while　Japan’s　is　hveliness，　bodily　pleasu翌e，　sex，1iquor，　andv輌rility−the　strutting　roosters　and　the　strong　Inan　who　has　ripped　a　treeout　of　the　ground　by　its翌oots　and　stands　nea�cthe　darとcing　woman　in　analmost　placid　way　He　holds　this　massive　phallic　oblect　while　gazing　atthe　danceL　Organtino　wishes　to　turn　awa濫but　the　fbrce　of　life　itself，　andJapan’s　sexuality　makes　him　as　immobile　as　the　Westem　painting．Symbols　of　state　Shinto　and　the　better　kn◎wn　gods　of　antiquity　fをomJapan’s　most　ancierlt　mythical　texts　are　come　alive　befbre　us−the　jewelsand　the　mirror　hung　on　the　tree　and　perhaps　sparkling　as　they　rotate　onthe　58ム左∫and　Amaterasu　he主self　being　seduced£rom　inside　the　cave．Later　we　will　be　asked　who　will　win，　Amaterasu　of　Japan　or　the　God　of　the一20一West．　Wt　among　themselves　the　Japanese　gods　are　not聴hting　eachother　and　there　is　no　dialectic　of　good　versus　evil　with　its　synthesis，　Moses，ahuman　capable　of　one　or　the　other．　The　Japanese　spiritual　worldapPears　as　plu主alistic　harmony　multiplicity　rather　than　binarism．　　　　The　woman　who　was　dan．cing　befbre　said，　looking　back　at　the　others　　　　（fbr　their　consent），“We　are　happy　because　there　is　a　god　that　is　even　　　　superior　to　you．”　　　　　　Organtino　thought，“Perhaps　this　god　is‘Deus．’”　And　he　looked　on　　　　with　interest．　The　boulder　door　rolled　to　the　side　and（Amaterasu）’s　　　　light　poured　fb批h　brilliantly　His　tongue　could　not　move　to　yel1；his　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　り　　　　允et　would　not　let　hirn　run　away　He　could　only　stop　and　feel　dizzy　　　　because　of　the　glar輌ng　light．　He　heard　a　loud，　roaring　chee℃f士om　the　　　　large　crowd　of　people　rejoicing．　They　called　out“Oohirumemuchi，”　　　　another　name負）r　Amaterasu．　They　yelled　out　praises　to　her：“Theτe　　　　is　no　new　god．　There　is　none　that　compares　to　you．　Look　at　how　the　　　　darkness　is　gone．　Y）ur　rivers，　your　oceans，　your　mountains！　If　　　　anyone　goes　against　you，　they　wiU　perish．”　　　　　　Organtmo　yelled　and　fbll　down．Thi・passag・p・・ti・11y　inv・・t・th…n・eptu・hnity・f　th・G・d・f言th・Bible　as　the“one　true　God．”　When　and　why　does　Organtino　losecmsciousness？　It　is　just　af七er　he　an．d　we　hear，“If　anyone　goes　against　you，they　will　perish．”@The　same　was　said　of　the　biblical　God．　Organ．tino　isliterally　felled　through　an　encounter　with　this　heretical　idea　and　of　coursethrough　the　powerful　light，　another　familiar　image　of　the　biblical　God，　withAmaterasu，　a　woman　no　less，　in　his　place．　　　　Later　he　regains　consc輌ousness　and　the　sound　of　the　gods　f士om　befbre　　　　still　reverberates　in　his　ears，　but　when　he　looks　around　they　are　all　　　　gone，　and　the　wall　painting　is　there　again．　Flabbergast，　he　groans　as　　　　his　senses　retum．　He　could　not　make　sense　of　what　had　just　　　　happ頭ed．　The　only　thirlg　he　was　sure　of　is　that　the　vision　he　had　just　　　　seen　was　not　shown　to　him　by　God．　　　　　　Organtino　walked　along　saying　to　himself，“lt　is茎nore　dif五cult　than　I一21一　　　　thought　to　fight　against　these　gods．　Iwonder　whether　nl　win　or　　　　lose．”　　　　　But　then　in　his　ear　was　whispered　the　words，‘ρY斑will　lose．”　He　　　　looked　around　but　could　not　tell　where　the　voice　had　come　fをom．　　　　　　It　was　peaceful　and　quiet　and　he　could　smell　the　scent　of　roses．　The　　　　only　sound　was　from　pigeons．　It　was　so　peacefu1，　as　if　the　angels　on　　　　high　would　be　drawn　down　to　earth　to　search　out　the　daughters　of　　　　human　beings，1ike　the　twilight　of　ancier｝t　times．　　　　　　‘Ws，　indeed　the　base，　low　gods　of　Japan　cannot　win　against　the　　　　almighty　God．　Last　night　was　just　a　vision，　and　since　these　severa1　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　ロ　　　　people　have　become　believers，　I　am　sure　that　in　the　fbture　finally　theτe　　　　will　be　churches　all　across　this　land．”Without　him　knowing　it，　an　old　　　　man　wearing　jewels　around　his　neck　comes　up，　walking　along　beside　　　　him．　　We　now　return　to　the　wo∫ld　of　familiar　Westem　symbolism　and　toOrgantino’s　original　peace−the　smell　of翌oses（a　frequent　symbol　of　theWest　in　the　story），　the　fresco　painting，　and　doves（a　biblical　symbol　ofpeace）．　It　is　the　fbllowing　evening　after　Organ．tino　has　had　a　day　ofsuccessfαl　proselytizing・Several　Japanese　samurai　have　been　corlverted・　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　びor　so　he　thinks．　Shattering　th元s　peace，　the　devilish　flgu∫e　o£an　old　maninvades　Organtino’s　wo過d，　but　he　sneaks　up　on　hiln，　disappearing　andappearirlg　like　a　sμightly　elf．　The　image　of　angels　coming　down　fbr　thedaughters　of　human　beings　seems　like　an　obscure　reference，　but　the　phrase‘‘uWihght　of　ancient　times”appears　in　difi飴rent　fbrms　three　or　fbur　times　inthe　story　usually　pointirIg　to　a　pre−Christian　multiplicity　of　gods．　　From　here　begins　the　main‘‘intellectual　dialogue”refe理ed　to　by　End6above　between　the　old　man，　a　Japanese　god　living　since　ancient　times，　andOrgantino．　（The　old　man　does　not　give　his　name　but　ident迅es　himself　as‘‘盾獅?@of　the　spirits　of　Japan．”）　Organtino　naturally　suspects　that　he　is　ademon，　but　the　old　man　assures　him　that　he　is　not．　Thismisunderstandirlg　demonstrates　Organtino’s　limited　consciousness．　In　hisworld　there　is　only　good　arld　evi1，　the　singular　God　or　demons．　His　fleld　of一22一vision　is　closed　and　the　old　man’s　purpose　in　speaking乞o　him　is　to　openthat　field　to　include　the　gods　of　Japan．　The　old　man　is　like　an　olderbτother　taking　him　aside　and　telling　him　of　the　world　beyond　his　borders　in．order　to　keep　him　safb．　Near　the　conclusion　of　his　talk　the　old　marl　willsa脇“I　am　just　saying‘be　care£ul，’because　we　are　ancien．t　gods．　Like　theGreek　gods　we　have　seen　the　dawn　of　the　world．”Many　passages　andimages　compare　the　Japanese　gods　to　the　ancient　Greek　gods．　　　“Y）ucame　he℃e　to　spread　ChristianitX　didn．’t　you？　That　may　not　be　a　　　bad　thing，　but　if　God　comes　to　this　countr濫he　will　surely　lose．”　　　　　“God　is　the　all・．　powerぞul　Lord，　so　to　God．．．”　Organtino　changes　his　　　tone　of　voice　to　the　polite　tone　he　uses　towards　potential　conveゴS．　“lt　　　is　not　likely　that［you　and　the　other　Japarlese　gods］will　win　against　　　God．”　　　　　“ln　fact，　it　Zs　likely　Listen，　your‘Deus’is　not　the　only　on．e　to　come　　　to　Japan．　Earher　Confucius，　Mencius，　and　Zhuang・・zi　came，　and　　　besides　them，　other　Chinese　philosophers．　But　this　country　had　ju．st　　　been　fbunded．　They　brought　silk　and　jewels．　They　brought　writing、　　　But　did　China　conquer　us？　1．ook　at　their　characters．　Instead　of　thei∫　　　characters　conque主ing　us，　we　conquered　their　cha主acters．　A　poet　I　　　knew　named　Kakho　Moto　Hiroma罫u　wrote　a　poem　called　Tanabata　　　that［is　a　Japanese　alteration　of　an　origir｝ally　Chinese　poem］．　h　　　that　poem　the　huge　roaring　r元vers，　like　the　Yellow　River　or　Yang−z元，　　　divided　the　two　gods，　but　in　Hiromaru’s　sto巧it　is　a　gentle　Japanese　　　brook　that　separates　them．　　　　　Famous　people　with　good　calligraphy　like　K6kai　showed　us　samples　　　of　Chinese　writing．　We　imitated　that　w℃iting　but輌t　came　out　as　　　Japanese　writing．　　　　　That　is　not　a1L　Our　breath，　Iike　the　salty　wind，　sof七ened　everl　　　Taoism　and　Confucianism．　With　Mencius’s　books，　we，　the　Japanese　　　gods，　became　angry［when　they　came　here］tuming　upside　down　and　　　sinking　the　ships　that　brought　the　books［kamikaze］．　Ask　any　native　　　here　and　they’11　tell　you．　Actuall況the　god，　Shinato，　did　not　do　that，一23一　　　　but　even　the　fact　that　Japanese　people　believe　this　shows　our　power，　　　　we　who　live　in　this　country　　The　notion　that　there　are‘‘kamikaze”in　the　air　protectively　surroundingJapan’s　shores　clearly　defines　an　interior　fbr　Japan．　Only　some　outsidethings　are　permitted　entrance，　but　everl　if　they　make　it　past　the　kamikaze，once　they　ar主ive　in　Japan’s　interior　they　are　subjected　to　an　air，　or　anatmosphere，　that　仕ansfbrms　those　things　into　something　native．Organtino　earlier　says　that　there　is　something　diffbrent　about　the　air　inJapan．　There　is　a　possible　double　meaning　in　the　word“sof�eened”（レ冶p閲1習8℃1η∂s力〆廃〜ノ　　Things　are　both　softened　and　Japanized　once　theyar主ive　in　Japan．　One　wonders　if　this　is　on．e　efおct　of　the　internalization　ofthe　Western　Orientalist　discourse　that　views　Asia　as　feInale．　Chinesecharacters，　Taoism，　Confucian．ism，　and　possibly　Christianity　are且gured　ashard，　and　by　extension，　mascuhne．　The　Tanabata　fblklore　of　Chinaimagined　a　huge　river　separating　the　lover　gods．　They　look　at　each　otherac翌oss　this　vast，　roaring，　masculine　flow，　but　in　Japan　it　becomes　atrickhng，　fbminine　brook．　　In　this　passage　Akutagawa　gives　the旋st　hint　about　what　he　m，eant　by“the　power　of　the　Japanese　gods．”　Tb　say　that　the　gods　are　powexful　is　to、ay　th。t　J。p。n。、e　b。h。v。　in　th。m．　L。ter　h。，　thmugh　th。　v。i，e。f　th。；1dman，　will　say　that　the　Greek　gods　died，　yet　the　Japanese　gods　are　stillhving．　The　phrase“the　Greek　gods　died”brings　to　mind　the　triumph　ofCh主istianity　over　paganism．　If　the　Japanese　gods　have　been　living　sincethe“dawn　of　the　world，”then　Japanese　people，　a　monohthic，　haどmoniousmass　have　always　believed　in　them．　From　the　opPosition　of‘‘the”Japanese　gods　vis−a−vis“the”European　God　irl“Kamigami”and　its　sense　ofunified　spiritual　culture　that　has　existed　since　antiquity　arises　an　erasureof　dif婁erence　within．　Japan．宜om　this　passage負）rwaτd　one　begins　to　readAkutagawa　on　a　new，　dif艶rent　level．　Rather　than　telling　us　a　fairy　tel1，　heis　saying　something　about　the　persistence　of　myth　in　Japan　and　theconsequences　of　the　persisten．ce　of　myth　fbr　Japan’s　negotiations　with‘‘盾狽??秩C”ou，tside　fbrces．一24一　　Organtino　tums　to　look　at　the　old　man　wiもh　a　blank　look　on　his　face．He　could　only　understand　half　of　what　the　old　man　said．　　The　old　man．　proceeds．“Next　to　come　after　that　was　Sidhddhartafrom　hdia．”@（This　was　the　name　of　Shakyamuni　Buddha’s　namebe負）re　he　became　a　priest）．　The　old　man　picks　and　smells　the　rosesalong　the　path　they　are　walking　in　a　light−hearted　wa又but　as　he　picksthem　they　are　lef七behind　untouched，　and　the　rose　in　his　hand　is　only　avague，　misty　apProximation　of　the　origina1．　　“The　idea　of加ヱリど5召加左αis　that　Amaterasu　is　the　same　as刀a力21励∫期δmゴ（both　gods　of　the　su．n）．　Even　if，　many　people　do　rlot　knowAmaterasu　but　do　know　Dainichi，　most　n．ative　people　do　not　im埜ine　ablack£ace　when　they　imagine　Dainichi’s　face．　They　imagine　aJapanese　face．　The　people　who　believed　in　Shinran　and　Nichiren　sawSh6toku　Taishi’s　face　when　they輌magined　him．”　　“But　today　I　had　several　converts．”　　“’Ybs，　you　will　probably　have　many　more　converts，　but　there　will　alsobe　converts　to　Buddhisrn．　We　gods　do　not　destroy　things；we主emakethem．”　　“But　even　the　Greek　gods，　the　demons　of　Greece，　have　such　poWe蛤　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　《Anyway　God　will　win．”　Stubbomly　he　said　it　once　more．　　But　the　J．　god　continued　to　speak　slowly　as　if　he　had　not　heard　whatO．said．“But　Pan　died．　We　are　still　livmg．”（Pan　was　the　ancientGreek　god　of　nocks，　fbrests，　meadows，　and　shepherds．　He　had　thehoms　and　fbet　of　a　goat．　He食olicked　about　the　landscape　playingtunes）．　　Organtino　tumed　and　gave　him　a　rare　look　of　surprise．‘讐bu　knowabout　　Pan？，，　　“Sure，　it　was　in　a　book　with　the　characters　written　sideways　broughtto　Japan　by　the　Three　Big　Names　of　Ky豆sh亘．”6　Even　if　we　are　notthe　only　ones　with　the　power　of　re−ma垣ng，　you　must　not　be　caught　offguard．　I　am　just　saying　be　carefU1，　because　we　are　old　gods．　Like　theGreek　gods，　we　have　seen　the　dawn　of　the　world．”一25一　　The　old　man　next　tells　how　he　nlet　Ulysses　at　night　on　a　boulder　andaf毛er　sitting　and　talking　with　him，　he　became　Japanese．7　“All　thesethings　became　Japanese．　And　the　West　zη碑also　become　Japanese．Iam　in　the仕ees．　I　am　also　irl　the　shallow　flows　of　water．　I　am　inthe　wind　that　carries　the　scent　of　roses．　I　am　in　the　twilight　thatlingers　on　the　wall　of　temples．”　　The　man　disappears　and　Organtino　hears　Ave　Maria　sounding　fどomthe　steeple　bells．（My　italics）．　　　　■　●　■　　　　　　Akutagawa　is　looking　at　a　300−year−01d　fblding　screen　of　a　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　サ　　　　Portuguese　ship　coming　into　a　ha由or　in　Japan。　The　ship　depicted　has　　　　aflag　raised．　He　starts　to　say“Pad翌e　Organtino　of　Nanbanji，”but　　　　stops，　sayin．g“No，［this］is　not　limited　to　O∫gantino．［lt　is　anyone　who］　　　　wears　the　habits［of　the　missionary］，　a　long−nosed　fbreigner．．．”　　　　　　“Good−bye　Organtmo！”　　　　　　We　can‘t　say　who　will　wm−Amaterasu　o灘God．　In　the　end　our　　　　project　will　decide　the　winner．　　　　＿there　will　doubtless　be　a　time　when　the　sound　of　our　black　ships’　　　　ca皿ons　will　surely　destxoy　your　old　and　f巨mihar　dream．（The　listeper　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　べ　　　　here　is　explicitly　stated　as“Organtino　and　his　group．”）　Until　then，　　　　good−bye　Padre　Organtino！Go◎d−bye．　　Although　it　is　noted　in　my　Japanese　version　that　Akutagawa　himself　isspeaking　in　this　last　section，　another　possibility　is　the　old　man，　or　theJapanese　gods　coUectively．　　One　senses　that　ultimatel況　however，regardless　who　the　speaker　is，　Akutagawa　would　be　the　one　standingbehind　them　arld　speaking　through　them．　All　along　it　has　beenAkutagawa　speaking　thmugh　the　old　man．　In　addition，　while　Organtinolistened　we　hstened　with　him，　but　who　is　the“we”？　The“we”is　theco11ective　West．　This　is　why　Akutagawa　writes，“No，［this］is　not　limited　toOrgantin．o．［lt　is　anyone　who］wears　the　habits［of　the　missionary］，　a　long−nosed　fb主eigner＿”　The　story　was　w亘tt題fbτaJapanese　audience，　butthat　audience　had　to　assume　the　role　of　a　Westerner，　a　Westemeτwho　sees一26一Japan　fをom　the　outside．　　Another　crucial　question　that　is　not　easily　answered　is　who　is　the“our”of‘‘盾浮秩@black　ships’cannons”？　The　black　ships　hark　back　to　the　black　shipsof　Matthew　Perry　but　these　cannot　be　his　ships，　nor　can　they　be　any　of　theWest’s　ships．　These　ships　are　to　destroy　the“01d　and　fごmiliar　dream”ofthe　West．　The　reading　that　the　West　will　destroy　itself　is　not　plausiblewhen　one　thinks　about　the　implications　of　the　old　man’s　narrative．　Thusone　must　know　whose　dream　it　is．　Ostensibly　it　is　Organtino’s−thedream　of　converting　Japan　and　its　inhabitants　to　Christianity　At　onepoint　Organt輌no　dreamed　of　the　day　when　chu．rches　would　be　seen　allacross　the　country．　The“01d　and　familiar　dream”is　the　dream　thatもhe　oldman　has　told　us　is　impossible，　and　that　we　must　be　care釦l　to　not　try　toimpose　on　Japan．　There負）re，　the“our”of“our　black　ships’cann．ons”isAkutagawa　and　Japan．　The　message　is　that　when　the　day　comes　thatJapan　has　its　own　black　ships　and　cannons，　those　cannons　w輌ll　destroy　thedreams　of　Westem　imperialism．　In　the　Taish6　period　that　da況adaywhen　Japan　would　become　the　equal　of　Westem　empires，　was　near　at　hand．　　The　Japanese　gods，　and　in　particula主，　the　Sun　Goddess，　would　nottolerate　that　there　be　any　other　gods　more　popular　than　her．　　Shed・…d・・ec・gniti・n．　A、　th。，heers。f　th。。ther　g。d、　g。，　th。。e　a。e　n。；6wgods　arld　none　can　surpass　Amaterasu．　Amaterasu　is　a　jealous　god　just　asthe　God　of　the　West　says　in　the　Bible，“I　am　a　jealous　god．”Akutagawamust　have　been　conscious　of　the　many　discursive　displacements　orinversions　of　Westemτeligious　icons　in　thisdialogue，　a　dialogue　betweenEast　and　West．　　The　words“win”and“lose”f士equently　appeaL　“We　can’t　say　who　willwin−Amaterasu　or　God．　In　the　end　ourμoject　will　decide　the　wirmer．”Throughout　the　old　man’s　talk　Japan　is　portrayed　as　a　country　thatsubdues（1ike　the　word“yarawageru”），　re仕acts，　or　conquers（in　the　case　ofChinese　characters）anything　that　enters£rom　the　outside．　In　the　presentof　this　story　Organtino　and　his　religion　are　being　absorbed　and　subdued，and　the　old　man　teUs　him　that　the　same　thir　g　happened　to　Chinese一27一religion　arld　philosophy　By　Akutagawa’s　time　Chin．a（1895），　Russia（1904−05），and　Korea（1910）had　been．　subdued．　One　may　say　that　Akuta．gawahimself　had‘‘conquered’℃hinese，　Russian，　French，　and　English　lite翌ature、The　old　man　said，“All　these　things　became　Japanese．　And　the　West　mα56also　become　Japanese．”　The　key　word　is“must，”not“wi11．”　The　final　oneto　be　subdued　is　not　only　the　Ch翌輌stian　God　of　the　West，　but　the　West　itself．Akutagawa，　whose　essay　title‘Z〜α刀9ロ1τθ痘刀a，　ama且“．ητ力α刀卵ゼZθ左ゴ、ηθ”wastaken£rom　Nietsche，　had　liked　his　work　and　so　probably　agreed　thatalthough　the　Christian　God　was　dead　or　dying，　the　Ch亘stian　good／eviloPPosition　with　its　omnipresence　in　Westem　socie坑was　not．　Akutagawasubtly　hints　that　Japan’s　n．ext　important　meeting　with　an　outside亘ationwould　be　when　Japan’s　own　black　ships　are　aimed　back　on　the　West．Whether　Amaterasu（Japan）or　God（the　West）wins　wouId　be　determinedby　how　Japan　executed　its　imperialistμoject．（Of　course，　the　imperialistprolect　had　already　been　nativized，‘yawaragemashita’）．　　Given　the　many　images　of　race　and　nation，　then，　such　as　a且ag　raised　onthe　Portuguese　ship，　it　is　dif五cult　not　to　conclude　that　Aku．tagawa　ismaking　a　statement　about　Japan’s　inhospitability　to　outside　elements　orinfluences．　There　is　throughout　the　story　the　sense　that　no　exteriorthought　system　or　cultuTal　a主tifact　has　ever　been　able　to　ente罫Jal∫anunadulterated　arld　mεoZo．　As　End6　hints　at　in　his　1970　essaX　it　is　notentirely　clear　whether　Akutagawa　is　af翫mirlg　or　negating　thisもendency．Irl　any　case，　one　carmot　deny　that　Akutagawa　through　the　old　man　teUs　usthat　this　tendency　exists，　has　existed　since　an．tiquit脇and　will　continue　toexist．“Our　project”alludes　to　Japan’sμoject，　which　in　Akutagawa’s　t輌mewas　its　imperialist　project．　Whether　Akutagawa　agτeed　with　this　projectcannot　be　answered　conc1モ1sively　through　arly　analysis　of“Kamigami，”butit　is　clear　that　Akutagawa　in　this　story翌ecognizes　the　existence　of　thisproject，　and　if　readers　take　seriously　the　narrative　irL‘‘Kamigami”ofconstant　Japanization　of負）reign　cultures　since　antiquit）弓then　this　storycontributes　to　what　Murai　Osamu　terms“the　imperial　nation　view　ofhisto理”8　Japan　is　the　old　man．　Like　the　model　Conf�qcian　fa乞her，　he一28一takes　Organtino（the　West）aside　and　benevolently　instructs　and　cautionsagainst　dangeL　He　says，“We　gods　do　not　destroy　things；we　remakethem．”9　　The　old　man　is　in　the　process　of　remaking　Organtino，　notdestroying　him，　implying　by　analogy　that　Japan　is　in．　the　process　ofremaking　Asia，　not　destroying　it．　The　story　ends　with　O蛤gantino　retumedto　the　Japanese　fblding　screen；just　as　the　old　man　cautioned　against，Organtino　has　been　literally　transfbrmed　into　the　material　of　Japan，　whichis　at　once　the　material　of　the　fblding　sc翌een　and　the　material　of　anessentialized　Japan．　Murai　explains　that　in　the　Taish△period　there　was　ayeaming　fbr　archaism　and　that　in　this　period　Akutagawa　and　other　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　りprominent　authors　w罫ote　many　stories　fbr　the　fiTst　time　that　used　themyths　of　works　such　as　the⊇and　Nihon　shoki　as　subject　matもer　fbr五ction．　Murai　argues　that　this　desire　to　view　Japan　as　timeless　andcapable　of　maintaining　its　identity　despite　outside　atternpts　to　invade　orconquer　it　was　linked　with　the　dominant　impeτialistic　ideology　that　had　toerase　the　violence　that　Japan　was　committing　outside　Japan．　In　the　oldman’s　na鍵ative　of　Japanese　history　and　in　the　final　allusion　toもhe　blackships　of　Matthew　Perry　the　view　is　always　inward−100king，　from　theoutside，　never　outward　looking　to　Asia　or　the　West．　The　outside　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　：’impurities，　variability｝　and　violence　（Organtino　is　a　synlbol　of　animperialist　West）oαηθ5云o　Japan，　but　through　the　mysterious五）rce　of　theJapanese　gods，　who　have　always　existed　because　all　people　of　Japarl　havealways　believed　in　them，　a罫e　transfbrmed，　subdued，　and　purif元ed　into　thenat1Ve　eSSenCe．　　7b　retum　to　Murai’s　thesis，　he　argues　that　a　key　feature　of　Japan’simperialistic，　assimilationist　ideology　was　what　he　calls　discou翌ses　of　the“vanishing，”that　the　project　of　assimilating［and　I　would　say‘subduing’］丘）reign　races　such　as　I（oreans　and　domestically　diverse　ethnjc　groups　suchas　the　Ainu　or　Okinawans∫equired　the　erasure　of　dif琵rences　of　class　orethnic　conf元ict．　Yanagita　Kunio　in−（1910）and　Yama　no工（1925）creat・d　th・myth・f　th・“m・unt・in　p・・P1・・6卿鋤，　wh。supposedly　had　been　gradually　pushed　out　of　the　flatlands　and　into　the一29一mountams　by　the［Yamato　race　long　ago　an．d　through　the　ages　hadintermarried　with　native　Japanese　until　their　culture　had　been　absorbedinto　Japan’s　and　they　vanished．　Origuchi　Shinobu　in−（1930）creates　the　myth　of　the　‘賃a孟ぼτゴb畠”a　people　（the　Ainu）who　havetransmitted　oral　traditions£rom　aRtiquity　without　the　aid　of　writing．　Heembarked　on　a　crusade　to　save　these　vanishirlg　specimens　of　p℃e−assimilation　non−Japanese．　Murai　emphasizes　that　behind　all　this　wasthe　idea　that　Japan　all　along　through　its　lorlg　history　had　beenassimilating£oτeign　cultures，　setting　a　pτecedent負）r　Japan’s　colonization　ofKorea　and　more　ger｝erally　Asia．　He　says　that，　ign．oでing　the　history　of　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　ぱ白刀五∂as　an　elite　cultural　practice，　the　writing　of　tanka　was　populaxized　atthis　time　to　the　exten．t　that　people　of　aU　classes　in　Japan，丘om　the　emperordown　to　the　common　people　wrote　tanka．　The　ilnperial　householdsponso翌ed　annual　tanka　wヱiting　contests　and　the　writing　of　tanka　became“misrecognized”as　an　ancient　tradition　of　the“nation’s　common　people”（the‘鋒o加1η加”）．　The　di罫ection　of　my　reading　of“Kamigami”above　leadsto　the　realization　that　one　can　easily　imagine　a　similar　operation　in　thiswork．　Akutagawa　flgures　Japan．’s　spirit　world　as　multiplicity　in　contrastto　the　singularity　of　the　Christian　God　of　the　West，　but　in“Kamigami”this　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　ごmultiplicity　is　absolu．tely　happy　and　harmonious．　The　gods　sit垣aci∫cleservmg　each　other　sake，　cooperating　to　bring　Amaterasu　back　into　the負）1d．Assimilation　happens　symbolically　with　consistently　positive　results．　Theold　man　enjoys　the　smell　of　the　roses　that　he　picks　while　walking　throughthe　garden　full　of　European　plants　with　Organtino．　The　roses　aretransfbrmed　visually　to　a　misty℃ose−hke　image　in　his　hands，　lust　a　dimreminder　of　the　original，　however，　so　he　enjoys　the　smell　of　the　rose　onlyafter　making　it　his　own．　Akutagawa　portrays　these　gods　as　the　gods　ofthe‘宏o丑αmXz〜”or　the　Nation　as　a　whole，　not　the　exclusive　spirit　world　ofthe　aτistocratic　class．Conclusion　　Tb　τeturn　to　thesigniflcance　of　‘‘Kamigami”　fbr　understanding一30一Akutagawa，　there　j5　a　sense　of　contentment　in　this　work　as　Y）shimotodescribed，　even　when　Akutagawa　the　author　himself　speaks　in　the　lastsection．　The　discussion　above　should　help　locate　where　this　contentmentoriginates．「Ybshimoto　tells　us　that　Akutagawa　wan．ted　to　retum　to　hisShitamachi，　or　petit−bourgeois　origins　irl　his　work，　to　return　to　writingabout　these　origins，　as　he　did　in　his　first　three　unsuccessful　works．Borrowing「Ybshimo乞o’s　insight，　I　would　suggest　that　Akutagawa’s　urge　towrite“Kam輌gami”stemmed　fをom　an　urge　to　resolve　an　inner　confユict　hehad　between　a　bourgeois“habitus”and　a　petit−bourgeois“habitus．”　　The　term“habitus”as　used　in　the　sociological　research　of　PierreBourdieu　refbrs　to　the　li罫elong，　durable　d輌sposit輌ons　that　members　ofparticular　social　groups　acquire　through　experiences　in　everyday　lifb．　Thehabitus　of　an　individual　includes　the　sensibilities　and　taste　commm　toother　members　of　their　particular　social　group，　i．e。，　class，　gender，　and　race．Dispositions，　sensibilities，　and　tastes　common　to　a　group　are　reproduced£rOm　generatiOn　tO　generatiOn．10　　At　certain　times　in　his　life，　Akutagawa　had　absolute，　almost翌eligiousfaith　in　his　artistic　talent．　Yet　he　recognized　Shiga　Naoya　as　a　supeτiorartist．　In　reading　his　more　autobiographical　works　and　his　letters　onequi・kly・u・mi・e・th・t　thi・is　s・m・・n・with。n　in琵。i。，ity，。mpl。x．；ASmentioned　above，　Y）shimoto　corlvin．cingly　argues　that　one　cannot　explainAkutagawa’s　suicide　through　a　fbcus　on　his　intelligence．　He　explains　thatAkutagawa　was　rlot　jealous　of　Shiga　Naoya　because　of　Shiga’s　intelligence，but　had　an　infbriority　complex　toward　Shiga　because　Shiga　wascom丘）rtable　in　high℃1ass　society　ar〜d　logical　thinking　was　natural　to　him．One　usually　thinks　of‘‘10gical　thinking”as　one　elelnent　of輌ntell元gence，　andnot　as　the　exclusive　domain　of　any　particular　social　class，　so　this　soundslike　a　contradiction　in『Ybshimoto’s　argument．　Setting　that　aside，　however，Akutagawa　in　high−class　society　may　have　been　missing．　what　PieτreBourdieu　refers　to　as“a£eel　fbr　the　game．”　Less　than　Cartesiarl　logic，　thekey　to　success　in　an　artistic　fleld　is　sometimes　a　feel　fbr　what　is　appropriatein　a　parti斑1ar　situation．　If　Shiga　was　born　into　a　higher　economic　class一31一than　Akutagawa，　then　Shiga　would　have　had　social　experiences　thatAkutagawa　did　not．　Simply　put，　what　Bourdieu　terms　a　person’s“habitus”　is　a　set　of　dispositions　that　generate　practices　or　xegulatebehavior　which　are　instilled　oピembodied’in　a　person　through　experien．ces．（“Habitus”has　the　same　word　root　as“habiピ’）．　It　is　how　one　talks，　walks，eats，　and　even　thinks．　If　Shiga’s　habitus　was　fbrmed　within　high℃lasssocie観then　his　habitus　was　well−tuned　fbr　or　matched　that　environmentto　a　greater　extent　than　Akutagawa’s　habitus．　This　would　makeinteracting　within　that　society　or　writing　about　it　much　easier．Akutagawa’s　habitus　was　certainly　not　lowe℃class，　nor　was　it　upper　class．His　mother’s　father　had　been　a　high　rarlking　sam腱ai，　but　on　the　othe壬sideof　his　fami取his　father　was　thoroughly　of　Shitamachi　merchant　origins．Although　he　was　raised　in　his　mother’s　family　by　her　sister，　this　family　hadalready　fallen　flnancially　so　much　that　he／they　lived　in　a　shitamachi　area．His　class　habitus　was　neither　completely　bourgeois　nor　petit　bourgeois，　butprobably　had　elements　of　both．　　Another　way　to　describe　this　conflict　is　a　conflict　between“multiplesubjectivities．”　Akutagawa　was　incapable　of　aban．doning　his　bourgeoissubjectivity　（i．e．，　habitus）　in　favor　of　his　petit　bourgeois　subjectivity．C。nt。a，y　t。　W，h輌m。t。，　l　d。　n。t　vi。w　him。、血nd。m。nt。11y。nd。rigin誼1ypetit　bourgeois．　　One　cannot　ignore　the　effect　of　the　social　statusbackgrourld　of　his　mother’s　family　In　any　event，　since　his　inner　classconflict　was　irresolvable，輌n“Kamigami”he　turned　to　another　inner　conflictthat　60α1∂be　resolved−the　con且ict　between　the　West　and　Japan−or　so　Ihave　argued．　Through　this　short　story　Akutagawa　puts　into　play　apersonal　st℃ategy　of　coping　by　replacing　Pe℃sonal　multiple　subjectivity　withnational　multiple　subj　ectivity．　In　the　intemal　con且icts　that　arise　due　topersonal　multiple　subjectivity（i．e．，　more　than　one　habitus）there　are　atleast　two　pどoblems　that　are　overcome　through　a　shif�eto　national　multiplesubjectivit）た　　One　problem　is　that　of　eternally　being　cast　as　inferior　andbelieving　in．　thatでole−the　inferio壬輌ty　complex．　Unlike　the　Akutagawawho　has　an　inferiority　complex　toward　Shiga　Naoya，　Japan　can　triumph一32一over　the　West，　or“reach　the　top”so　to　speak．　Akutagawa　becomes　Japan．Doing　so　ends　the£eelings　of　inferiorityl　　The　other　problem　is　the　lack　of　internal，　psychological　harmon）乙Unlike　his　persona1，　inもern．al　consciousness　split　between　bourgeois　andpetit−bourgeois，　on　the　level　of　the　rlation　there　is　the　possibility£or　aharmonious　multiplicity　Japan　can　be　Western，　Chinese，　and　Indian　allat　once，　without　losing　its　identity　as　Japanese．　All　these　cultures　andreligious　thought　systems　have　been　absorbed　by　Japan．　The　old　maninstructs　Organもino　that　when　fbreign　things　enter　the　air／breath／saltywind　of　Japan　they　become　Japanese．　This　is　a　multiphcity　encircled　by　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　ロharmonizing　unity　h“Kamigami”Akutagawa　retums　to　a　Japan　ofharmonious　multiplicity　similar　to　the“Nihon　kaiki”（return　to　Japan）thatTanizaki　and　other　authors　pursued．　　He　was　keenヱy　aware　that　he　could　not　retum　to　the　home　of　his　family：“Then　hemembered　my五）ster　parents’home　in　the　subu面s．　Of　course，they　must　be　waiting　fbr　me　to　returr1．　Probably　my　children　to（トbutwhen　hetumed−I　couldn’t　help　fearing　there　would　be　some　fbrce　theτe　torestrain　me，　naturallピ11　When　he　returns　to　Japan　there　is　no　restraint，except　possibly　his　sense　of　morality　which　tells　him　that　his　retumingjs　a　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　　∫he：　　　　Ibegan　to　think　o£the　long　piece　I’d　been　planning．　It　was　a　long　　　　piece　in　which　common　people£rom　the　Suiko　Era　to　the　Meiji　Era　　　　would　be　used　as　heroes．．．　Some　sparks　leapt　up，　and　I　　　　remembered　the　bronze　statue　in　fをont　of　the　Imperial　Palace．　　　　The　statue　was　in　arrnor　and　hehnet，．．．　But　its　enemy　was−一　　　　　　“Alie！”12The“terrifying　charm”of　art　proved　to　be　far　more　seductive　than　moralityand　in　the　end　pacified‘‘the　passion　fbr　action”of　this　hungry　ghost．131「xbshimo七〇Takaaki，“Akutagawa　Rytinosuke　no　shi，”Aku七a　awa　R豆nosuke　　（Shinseiban，1975）．一33一4An　excellentもranslation　of“The　Faint　Smiles　of七he　Gods”appears　in　Seili　M．　　Lippit，　ed．，一（New　Y6rk：Mars輌1io，1999）115−28．　But　　this　paper　uses　my　own　rough　translation．5　End6　Sh豆saku“Kamigami　no　bisho　no　imi，”△一（Shinseiban，　　1975）108−9．6　Three　men　who　went　to　see　the　Roman　Pope　in　1582　and　came　back　to　Japan　in　　1590．7　The　s七〇Ty　was　changed　substantially　and　was　given　a　new　title，“Yuri　waka　　dense七su．，，81bo汀ow　this　phrase£rom　Murai　Osamu　in　his　paper　presen七ed　at　Cohmbia　　Universi七y　in　Apri11997，　entitled“New　National　Learning，　Folklore　Studies，　and　　Oral輌ty〜，，　p．16．9　The　fac七that　Akutagawa　himself　is　the　only　one　who七alks　of　destruction　with　his　　“1’mgoing　to　ruin　your　dreams”色m疵〜刀oアロヱηθw声加τ砂in七he　last　passage　　where　he　speaks　directly　to　the　Wes七could　be　considered　a　strategy◎f　distancing　　himself　from　Japan’s　mythic　discourse　of　na』izing　the　outside．　Akutagawa　or　　his　narrator，　whoever　is　speaking，　is　often　de七ached丘om　the　narrative　he　posits，　　and　it　s◎metimes　seems　that　he　is　looking　down　upon　the　world　from　the　position　　ofagod．lo　For　more　on“habitus，”see　Pierre　Bourdieu，エー，　John　　　B．Thompson，　ed．（Polity　P℃ess，1992）．　　　　　　　　　　　　　　　　　　　　　　　　　亨目　Akutagawa　Ry丘nosuke，ΩΩg〔（Eridanos　Press，1987）72．12Ω幽61．The　Suika　Era　was　604　to　628，　named　af毛er　Empress　Suiko　　　（554−628）．13pu◎te　taken　from　Gregory　GoUe又“Tanizaki　Junichiτ△：The　Ar七〇f　Subversion　　　and　the　Subversion　of　Art”in−Vbl．21，　No．2　　　（Summe主1995）365．一34一

