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Preface

Japan has often been described as avid in absorbing information from other countries, but more reticent when it comes to disseminating information about Japan overseas. The area of academic research has been no exception to this truism. There remains a terrible imbalance between the large volume of foreign research translated into Japanese and the small number of Japanese studies translated into other languages. While in several of the natural sciences it is no longer unusual to find work by Japanese scholars published in Western languages, the same remains all too rare when it comes to the social sciences and humanities. 

Whatever the reason for this state of affairs, what is needed now are dedicated, recurrent attempts to rectify that situation. 

One of the founding purposes of the Institute for Japanese Culture and Classics at Kokugakuin University was the promotion of academic cooperation with overseas institutions and scholars. While we are aware that perhaps not much can be done with a limited staff and budget, we still feel it our duty to attempt to contribute, in whatever small way, to a correction of the historical imbalance in "data collection and distribution" noted earlier. Since its founding in 1955, members of the Institute for Japanese Culture and Classics have been engaged in research and materials collection, particularly in the fields of religious studies, Shinto studies, and folklore studies. In 1985, a new project was initiated, aiming at the systematic introduction of Japanese academic research from these subject areas to overseas students of Japanese culture and society. In specific, it was decided to select a topic of interest, then choose previously published Japanese research papers on that topic, translating one of the papers in each edition of the Institute's Transactions over a three-year period. It was further decided that, following the three-year period, the individual translations would be compiled within a single volume for publication. 

The topic of matsuri was selected as the theme for our first series. Research by Japanese scholars on the topic of matsuri has been undertaken from numerous perspectives, including those of the sociological, folkloristic, and religious-studies orientations. In addition to having an important significance within Japanese religion, matsuri has been the subject of numerous new studies in recent years, dealing, for example, with the vicissitudes in matsuri itself which have accompanied modern social changes, or with matsuri as one manifestation of the more general category of ritual. The range covered by such research is merely hinted at by the essays translated here. 

Work has already begun on the second in the Institute's series of translations, focused on the topic of the Japanese new religions. The subject of the new religions forms one of the most vigorous areas of study in modern Japan. Especially noteworthy is the large number of younger scholars involved in research in this area, a fact which makes us believe that we will be able to compile a series of essays each of which demonstrates significant new perspectives on research. Themes for the third and following series have not yet been selected, but we hope to take into consideration the desires of overseas scholars in the eventual choice of topics. 

The Institute's translation project is currently overseen by Ueda Kenji, Norman Havens, and myself, but we would also like to acknowledge the cooperation of other members of the Institute's staff. Needless to say, we wish to express our appreciation to the authors of these papers for their permission to translate the articles into English. 

Finally, as we begin work on the second and later series of translations we hope to make continual improvements in the appearance, format, and contents of our work, to which end we invite the comments of all readers. 

Inoue Nobutaka
June 1988



The Sensation of MatsuriI
YANAGAWA KeiichiA 

I first began to take an interest in subject of matsuri

 back in 1960, just at the time I came to Tokyo University's Faculty of Literature; it was a time in turmoil over the renewal of the U.S.-Japan Security Treaty. Since I tend to be easily influenced by whatever is happening around me, I found myself in no time taking part in demonstrations. In June one of the students from the Department of Literature was killed during the riots inside the National Diet grounds, and things seemed to become even more passionate than before. It must have been on May 19 that, amidst the confusion, the vote on the Security Treaty was forced through the Diet. Thereafter, a mere Diet resolution brought it into force of law at midnight of June 19. 

It was during the last demonstrations, when it appeared certain that no matter how much people continued to demonstrate it would amount to nothing more than a kind of symbolic display, that a very large number of groups (and, after the breathtaking excitement I experienced there, it is hard to imagine any future occasions drawing me and such a large number of other people to such a large number of streets) broke up after demonstrating in front of the Prime Minister's official residence. Since I was exhausted from the long walk, I went drinking in the Ginza area with some of the students from Tokyo University's Department of Religious Studies. 

It was then that one of the students - now a university professor himself - said to me, "Well, this is over. From tomorrow, it's back to the books again." Just when we were feeling totally drained over the fact that one more governmental policy had been decided through a process seemingly as unstoppable as time itself, he had to bring us back to mundane reality with the bluntness of his remark. 

His words at that time left me with a deep impression, namely, the possibility that even something like the intense political struggle in which we had been involved might be viewed as a matsuri; that was the first time that I had the feeling that it could be grasped in that manner. Viewed in that way, it might be said that the style of the parade, the raised voices, the "wasshoi" yelled by demonstrators (the same as that heard in the rhythm of the mikoshi
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 procession) , and such other things as the various colorful banners and flags also make up one kind of matsuri, or too, the kind of statement after the festival is over and we return again to the profane world - "tomorrow, it's back to the books." This provided for me a most important experience about the possibility of viewing political activities or social movements together with religion. It was as a result of that experience that I began my research into matsuri, out of the hope that by studying it, I might come to understand better one aspect of the Japanese people's way of life. 

Eight years later, we came up against the university riots of 1968. At that time, too, I felt that such movements could be viewed in conjunction with the rubric of matsuri; in fact, such comments have been made since then by a substantial number of different people, whether in reference to the helmets and masks people were wearing - in a sense their costumes1 - or the creation of a kind of liberated space, or again the extremely destructive tendencies displayed, and so forth. There was one big difference, however: although I felt at the time of the Security Treaty demonstrations that the proceedings were a kind of festival, I didn't say so with a very loud voice. The reason was simply that had I intimated that this movement - a movement people were participating in with great seriousness - was "merely a festival," they might have taken it as a contemptuous slight. As a result, I circumspectly refrained from openly expressing my feelings on the matter. 

But in case of the riots which occurred from 1968 to 1970, even those people taking positions of leadership within the movement itself said at times that what they were leading was a festival.2 If so, then the consciousness of people regarding festivals seems to have changed in the interval of only a few years. 

I began my study of matsuri with the festival of the Chichibu Shrine

 in Saitama Prefecture. Since the passage of the mikoshi and especially the dashi

 (festival floats) represented a traffic concern along the route, there were frequent meetings with the police before the festival. But what the people of the town found especially annoying was the fact that the police were reluctant to give permission for the procession to pass along the traditional festival route. For their part, the police weren't about to close the national highway - that great artery of commerce - for the likes of an omikoshi

 procession, and this fact resulted in recurring arguments and confrontations. 

Since that time, the concept of "pedestrian heaven" - the closing of streets on certain days to allow only pedestrian traffic - or the "liberating" of streets to allow festival processions to pass, has become commonplace. Here, too, it appears that a great change in thinking has taken place over the interval of a brief few years. 

Numerous methods are possible for the study of matsuri, among them the traditional method of investigating the history of the festival. But some people - and I have been among them - have attempted to approach the study of matsuri not merely as a problem of history, but of function, namely the way in which the matsuri influences or operates on the people involved. In the sociology or anthropology of religion this method is called functionalism, and when taking this approach, one analyzes the nature of the social group supporting the festival in order to find the role of the festival in the lives of the people. Put bluntly, matsuri is viewed for its role in integrating the hearts and minds of the people, or giving them a spiritual sense of unity. 

While this kind of general theory can be achieved, one must then address the question - with regard to the concrete role of the festival - what is the nature of the group actually supporting the matsuri? Is it the family (ie), the kinship group (dôzoku

), the overall village, or some particular group within the village? In the specific context of matsuri to talk merely about spiritual integration within society seems to leave something to be desired, or to omit what it is that makes a matsuri a matsuri. Namely, if it is merely a matter of spiritual integration, then virtually any other ritual or aspect of religion could be said to have the same function. 

On the other hand, to speak of matsuri without any further definitional strictures may be too broad when referring to the Japanese context. As a result, some people have recently begun using the term shukusai as a translation for the English "festival" in order to express the sense of a ritual which mobilizes a large number of people, incorporating frequent ceremonial aspects while simultaneously adding elements of recreation, so that the overall tone becomes one of a kind of celebration or rejoicing. 

When matsuri is thought of as the ritual defined in this way (and if the honorific o is attached as in o-matsuri, this kind of feeling of "festivity" may be expressed even more strongly), what kind of methodology should we adopt in order to bring out the essential "matsuri-ness" or fundamental festival nature of such rituals? 

Here, rather than looking for the function of the festival, one focuses on its structure, a methodology which I, too, have attempted.3 When a festival is viewed in particular as a kind of drama, or performance, we have to ask first what kind of plot, or scenario it depicts, and from there investigate where the essential nature of the festival, its essential characteristics, are revealed. 

The fruits of this kind of structural research can be seen in the work of such foreign scholars as Edmund Leach 4 and Victor Turner, 5 and it has appeared in numerous forms within Japanese research as well; among the publications I have seen just this past year I might list Kurahayashi Shôji's Matsuri no kôzô, Muratake Seiichi's Kami, kyôdôtai, hôjô (this work deals primarily with Okinawan festivals), or Sonoda Minoru's "Shukusai to seihan," appearing in the November edition of Shisô.II 

When viewing the structure of a matsuri in this way, its characteristics appear to involve two radically divergent elements. One is the element of extreme solemnity and formality, while on the other hand there is also what might be called a coarse, or even obscene, aspect, the element of informality. As a result, a matsuri appears to contain both an extremely formally correct, "polite" side together with a side representing impropriety or disruption of order, and the structural methodology thus attempts to find the essence of a matsuri in the contrast between these two sides. 

Included within this same kind of analysis is the attempt to view the symbolic elements of the participants' world view as reflected within a matsuri, such as in the motifs of male versus female, or west versus east, and so forth. 

A related point of view would indicate the fact that a festival may begin with an extremely solemn ritual, in the midst of which follows an occurrence which introduces a kind of revelry totally at variance with the initial solemn atmosphere. This kind of analysis would note that a matsuri contains an exaggeration of these kinds of polar elements which would be unthinkable in normal everyday life. Or again, such contrasts may be viewed diachronically as part of a process in which formality is emphasized at one point and familiarity at another. 

All of these viewpoints deal with the structure of a matsuri, and this methodology has produced results of considerable value both in Europe and America as well as in Japan. 

There are many things about matsuri which can be illuminated by using these methodologies; I would like to use this opportunity, however, not to merely reiterate the results of past research, but to introduce a rather different perspective on the problem. This position is one which I have just begun to consider, with the result that my comments do not represent a fully thought-out methodological stance, but I hope to receive helpful criticisms on whether it seems feasible to use it as another means of studying festivals from a standpoint somewhat at variance from structural and functional theories. 

To begin, let me introduce as an example, a brief quotation from one of the works I noted earlier; "When carrying the mikoshi with an empty mind (mushin), a person enters state akin to a religious ecstasy."6 

This statement is in relation to the mikoshi, the divine palanquin carried during a Japanese festival; if it is the case that this matsuri has a great fascination something akin to a religious ecstasy (as someone has noted, the carrying of the mikoshi has become quite popular among young people recently) - if this carrying of the mikoshi is the way to ecstasy, then in the context of the problem of the structure of matsuri, the entry into a state of ecstasy can be treated in a quite conceptual way. 

For example. Turner speaks of everyday structure, of our everyday lives, against which the period of matsuri would represent a completely different order, one which he calls "antistructure," the emergence of a different world.7 However, while it is understandable how that other world comes about in the sense of structure - and structuralism can point to the fact that it does emerge - the problem of why it is that this ecstasy, or antistructure totally disrupting the everyday order emerges in the middle of matsuri, or under what conditions that world emerges, is not sufficiently explained. 

Even if I am unable, however, to experientially grasp, to intuit this world of o-matsuri. I can say that I have felt similar situations. For example, during the university riots the fact that the normal "teacher-student" relationship was at times reversed. Such reversals were evident on such occasions as the mass struggle sessions (taishû dankô) and criticism rallies (tsuikyû shûkai), but in these cases, while it was certainly true that everyday order was overturned and that a kind of antistructure came about - somewhat like men's wearing women's clothes and vice versa during a festival - and that this kind of antistructure or anti-order can be expressed on the level of structure, there is something else involved. When we attempt to narrow down the central aspects of a matsuri - and I bring this up since it bears on the title of my presentation today - we must consider the problem of sensation; for example, when we talk about a kind of ecstasy in the context of matsuri, how do we treat the problem of the sensations of people who accept or enter into that state? 

Allow me to give an illustration. Recently the Japan Culture Institute issued a work called One Hundred Things about Japan,8 a work in which foreigners with an interest in Japan were asked to write about various aspects of Japanese culture, from furoshiki to "instant ramen," from kotatsu to chanbara. One of the entries deals with matsuri, and since it is relatively short, let me quote from it here, as written by the author, William Currie: 

Recently I dug up some old notes scribbled in a diary after I had attended my first matsuri almost fifteen years ago. I had just arrived in Japan, and went with some friends to the annual festival

 of the Hachiman

 Shrine in Kamakura. My diary notes are sketchy, but still I don't have any trouble recalling the combination of wonder and exhilaration I experienced that day, because the same feeling has been repeated many times during the last fifteen years. 

Carnivals and street fairs were not new to me, nor were outdoor religious festivals and processions. But the mixture of the sacred and the profane, the solemn and the earthy, rich symbolism and gaudy hucksterism - this was something I had not experienced before. I had the feeling that if one could understand the spirit of the matsuri, then one would have gone a long way toward understanding the Japanese way of looking at the world. 

...Recently I attended the Night Festival at Chichibu, on the outskirts of Tokyo, one of the most colorful matsuri in all of Japan. All the elements were there that make the matsuri an exciting event: expectant crowds of people gradually becoming more and more involved in the action; the ceaseless rhythm of drums and jingling, bell-like instruments; the wild procession of mikoshi, or "temporary dwelling places of the gods," weaving in and out through the crowds. 

What makes the Chichibu festival particularly colorful is the brightness radiating from the hundreds of lanterns strung around the mikoshi, in this case large, three-tiered floats which have to be pulled by several men with long, sturdy ropes. The stalwart young (and not so young) men pulling the floats and riding on them showed more than the usual degree of "divine intoxication" expected of mikoshi bearers, with sake and contagious enthusiasm providing most of the intoxication. As a background to all this, the winter sky was lit up constantly by a spectacular fireworks display that continued through the evening.9 

I have written elsewhere10 that when the American scholar A. Sadler first saw the matsuri of the Yasukuni Shrine

, he said that he was most taken aback by the fact that among the various vendors' stalls lining the approach to the shrine, there was also a striptease act. He couldn't understand how such naked dancing was permitted within the shrine precincts

 together with the solemn aspect of a festival honoring the spirits of the war dead. After I wrote of this incident, Sadler complained that it wasn't he that had made the remark, but rather a certain missionary whom he (Sadler) was quoting, so I must here make amends for what I said in my previous essay. At any rate, according to Sadler's interpretation, the missionary asked the shrine priest why such a thing was allowed, but the priest merely replied, "What can I do about it?" From this it is apparent that in matsuri there are areas over which even the religious leaders do not have complete control. Not only the various spectacles or exhibits which one finds at festivals, but also the mikoshi and the festival floats as well fall under the purview of the local community or assembly of shrine parishioners, and this fact involves a very delicate relationship between such people and the shrine or its religious leaders. In some cases it may even involve considerable confrontation. 

In that sense, when the matsuri is viewed structurally, it can be seen to involve a dualism, or a situation comprised of opposed elements. At the same time, when we look near the end of Currie's description, he talks about the vivid colorfulness, the wildness of the mikoshi procession, the sounds of drum, flute, and bell, or the beauty of the Chinese lanterns. In other words, rather than merely a matter of structure, there seems to be a kind of raw experience into which such elements themselves draw not only participants, but observers as well. 

I want to tentatively label this phenomenon the "sensation" or "sensory side" of matsuri. Here, the definition of sensation becomes problematic, but let us offer the formal definition of "the various concrete conscious experiences occurring as the result of the stimulation of specific sense organs, sense nerves, or the sensing portion of the brain." Though not a specialist in psychology, the first thing that comes to my mind from this definition are what mere common sense would call the "five senses." 

Granted this definition, the kinds of things which were noted in the earlier passage I quoted about matsuri, namely its color, or sounds, or the pain of bearing the mikoshi thus become problems of hearing, or sight, or touch, or again in the case of the foods typically consumed at festivals, the "taste" of matsuri. When I have my students write reports of matsuri, they often say they recall the odor of acetylene gas, thus bringing in the sense of smell as well. 

In other words, when we take up the problem of matsuri, rather than as a matter of religious faith, it is in the form of sensations that the phenomenon is recorded in our memories. As a result, can we not say that many aspects of present-day matsuri involve problems of the senses? 

The fact that, as I noted earlier, studies of festivals in America and Europe are being greatly advanced is due in part to historical conditions. Thus there are theologians like Harvey Cox who try to revive in the present age the spirit of the medieval Catholic "feast of fools."11 Or again, Alan Watts, the author of numerous introductions to Zen, said12 with regard to the rituals of Christianity that originally (and by this he was referring to a return to the spirit of ancient Christianity as he understood it) , the bread and wine used in the mass must have been regarded as delicacies. A gradual shift occurred, however, away from wine which was delicious in the sense of taste, or wine which might cause intoxication, or again, away from bread which was sensually delicious, to a more abstract concept of these things, until the bread now used in the mass is no more than a tiny white, tasteless, plastic-like fragment. And he likewise laments that in some conservative denominations which prohibit the consumption of alcohol, the original wine has even been replaced by grape juice. 

In this case, the festivals of Christianity have become extremely abstract, and if we ask what it is in the process of that abstraction or normalization that such festivals have become separated from, we might say that, rather than their having become detached from symbols, they have become progressively detached from the senses. 

If we then were to attempt an expression of the concept of the matsuri using different words, whether the very simple definition introduced earlier or something else, we might say that a matsuri involves taking the conscious states received through the senses, namely sensual experience, and indulging it, or using it to the greatest possible limits, without begrudging or restricting it in any way. 

In other words, in the context of the five senses, there is sound - the sounds of music or even the noisy uproar - or color - the red and white of Japanese festivals, or whatever other color forms the basic tones of the festival - and there are aromas. It is thus not impossible to define a festival as a ritual in which these things are, to use a somewhat negative term, "exploited" to the fullest as a kind of instrument or tool. 

When viewed in this light, the problem of matsuri can be linked to one of the methodological streams which I noted earlier, a stream which considers the problem of our attitudes toward the body, or the "flesh" (although it may sound a bit crude). Among us, and even more within Christianity, there has been a considerably strong sense of dualism. As a result, since sensation is a kind of conscious experience which occurs through our bodies, the acceptance of this kind of physical sense impression and the signification which it brought with it, was viewed with considerable suspicion. 

In contrast, others would say rather that the body and mind are more closely interrelated, and that there are problems involving the fleshly, physical body which cannot be resolved by the kind of dualistic view which claims merely that the spirit is pure and the body impure. 

Although not dealing specifically with the problem of matsuri, let me give another example. Robert Ellwood, an American scholar of religion who has done research in Japan on Japanese religion, wrote Religious and Spiritual Groups in Modern America13 in 1973. As a scholar of religious studies, Ellwood visited various religious organizations, one of which was an American Zen center. 

At the Zen center, the rôshi appeared and gave Ellwood a kôan, which in effect ran as follows: "You!" he said, "You are a professor of religion. Do you believe in God?!" As a scholar of religion, Ellwood is quite adept at explaining religious faith, so he opened his mouth to speak, but each time he attempted to say something, the rôshi struck him with a stick. The rôshi wasn't merely questioning the validity of general arguments for God, but as Ellwood relates the story, the rôshi asked him, " NOW! NOW how do you believe in God!?" So Ellwood would sit and think some more on the "now," and consider the problem of his own recent experiences of God. But whenever he mentioned such things to the rôshi, he was whacked again with the stick. He realized that the problem of "NOW!" meant not the past, not the future, but right NOW, but since the appropriate answer wouldn't come to him he just remained in zazen. It was then that the word "now" spoken by the rôshi came to mean to him not a temporal "now," but a now which has been taken out of the realm of time. Since this is the experience of someone else I can't express it well, but according to Ellwood, the instant that he came to understand that word was pointing to a timeless state of rapture, he himself wondered whether he hadn't experienced a satori. Namely, his head became emptied, his body felt extremely light, almost like he had risen several centimeters above the mat floor. And he felt that he himself had entered satori, a state without time. 

Since Ellwood is a Christian believer, he took the experience back to his church and spoke of it, whereupon a certain doctor told him that the experience had resulted from Ellwood's sitting in the unnatural position of zazen for two or three hours; Ellwood's blood flow had become stagnant, resulting in a kind of cranial insufficiency. 

Ellwood, however, replied that, while from the traditional Christian way of thinking it would be improper to go from the physiological condition of pressure on the legs to a state of mental excitement, or for a spiritual experience to be produced from a physically sensual one, were the Zen rôshi to hear such a comment, he would no doubt retort that since mind and body are originally one, there can be no impropriety in using such a physiological process to achieve satori. Ellwood thus introduces this episode as an example of what might be called "Oriental" thinking, or non-Christian, non-Western thought. 

In this sense, the problem of the body figures greatly in the subject of matsuri. As a result, were I to study festivals in the context of this kind of problem, I would likely use the following kind of classification. Namely, in addition to the normally considered five senses, I would add bodily senses which are - from the standpoint of psychology - other than the normal five. Among them I would include (and there seems to be numerous theories about these) the sense of balance, represented by the organs in the ear which, when damaged, cause the sensation of dizziness or impression of vertigo, together with the motor senses, and internal organ or visceral sensations, all of these being bodily sensations in addition to what are commonly conceived as the "five senses." 

Take for example, the motor organs. In a matsuri there are various competitions, parades, dancing, and the bearing of the mikoshi as noted earlier. These all involve sensations coming from certain motor activities, although needless to say, motor activities also involve the previously mentioned five senses. With regard to the visceral sensations one might note feelings of hunger or nausea, and here, too, like the feelings which occur during fasting or abstinence from certain foods, or when one eats or drinks too much, these all involve a kind of sensation within the internal organs. 

If so, then we have here the "ecstasy" of matsuri which was noted by one writer whom I quoted earlier, although it may not have been entirely ecstatic. But if a matsuri is not merely a foolish uproar but a religious activity as well, then within it there must be the feeling that the people have somehow been reborn, or that they have touched something extremely fresh and new. And the conscious experiences that occur here have all occurred as the result of sensations. 

I earlier presented the example of Zen as a kind of analogy, but since I myself have not yet seen matsuri through those eyes I won't use such extraneous anecdotes here. Whether in ecstasy or more subdued mode of feeling, however, people feel therein that they themselves have changed, and such experiences arise from physical sensations. 

Or again, certain states of consciousness occur from people's physiological condition, such as the musical rhythm in the matsuri, or the noise, or again the flags of various colors, the Chinese lanterns and costumes, the food, the mikoshi. the smells, or again the sense of balance and the motor activities accompanying it, and the sensations arising from the internal organs. All of these things are exploited to the fullest within the festival. Or on the contrary, in the case of fasting, the consumption of foods may be restricted to the extreme, so that festivals may involve both the aspects of dietary restriction and of gorging on unlimited quantities of food. 

At any rate, the matsuri is uniquely characteristic among the religious activities which find their origins in these senses and human sensations. If this is so, then it may be possible to say that the matsuri is more an "emotional" than intellectual experience. At the same time, it may well be that without attention to the more fundamental origin, namely the sensations from which these emotions spring, then mere recourse to the structure of the matsuri, the way it's put together, may not produce an understanding of the matsuri as a whole. 

One of the thorniest problems in this regard is the issue of "symbolism." Immense interest and advances have been shown in the research into symbolism over the past decade or so. For an example, one might look at the popular Reader in Comparative Religions by Lessa and Vogt.14 This work, a collection of readings including selections from old classics as well as the most recent researches, was first published in 1958, and in that first edition the problem of symbolism was covered in a single chapter entitled "Myth and Ritual." In the 1965 edition, in addition to "Myth and Ritual," there was also a separate chapter on "Symbolism." Then, in 1972 the third edition included chapters on "Symbolism " "Classification of Symbols," one on "Myths," and another on "Ritual," thus making four entire chapters directly dealing with the problem of symbols. The subject of symbols has thus come to garner a great deal of interest, and since matsuri is wrapped up with symbols, rituals, and myths, it has an immense number of symbolic elements. 

At the same time, when the problem of sensation is considered in the context of these other issues, it becomes doubtful whether a festival can be summed up merely as a system of symbols. 

For example, note the following description of matsuri, taken from one of the works I mentioned earlier:15 "The mobilization of various symbols to the greatest extent, including the seething music and dance, as well as the effects of abundant fire, light, and color." Certainly, this sentence well expresses the characteristics of matsuri, but if there is one aspect of it about which I feel reserve, it is in the assertion that a festival is "symbols, including music and dance, as well as the effects of abundant fire, light, and color." Namely, is a festival merely "symbols" alone? 

As for defining the symbolic, - and here I offer the shortest definition I could find - a symbol is "something which stands for or represents something else."16 For instance, in a commonly used example, the color red may be utilized to mean "danger," or in another case, it may be adopted to stand for "socialism." In other words, red or the red flag, or the color red, are used to express a conceptual content, either a condition of danger, or something else. 

The study of symbolism has a positive value that aids in the understanding of various elements within ourselves. For example, with regard to clothing, while one of its roles is merely the utilitarian, another of its functions may be to express social position, or social condition, namely, it has a role as a symbol. For example, since I have been invited to speak here today, my clothing for the occasion is expected to be a dull-colored suit, or clothing that is at least not unseemly; or again it is taken for granted that I will wear a necktie, and so forth. 

In this sense, one's costume is a symbol. It is the symbolic function, rather than the utilitarian role of clothing which I emphasize here. When viewed in that light, we see that we have a wide variety of symbolic elements within us. And since found so widely, an entire branch of anthropology has even been christened - like a recent journal - with the name, "Symbolic Anthropology."17 

At the same time, while clothing may be a symbol of social position, it must not be forgotten as well that it may have other utilitarian purposes aside from its original function in protection from the elements. Which is to say that, during a matsuri, we may see the colors red and white being utilized, for example, as symbols of male and female, as means of distinguishing men from women. 

If we view a matsuri, however, as being something which calls up a sensual state of consciousness, or a state of consciousness through sensation, then the extremely rhythmical mood or sequence of drums and flutes, the effects brought about by colors, or the darkness and the fires burning at night - these, too, are all symbols, and they likewise bring about a certain state of excitement within us. 

Whatever they be, such religious symbols call up within us what in general may be called a "sentiment of the holy" (seinaru kanjô). At the same time, the problem is not that such sentiments occur as a result of the particular symbols employed; the question is rather, what kind of sensual reaction - from the standpoint of the visual sense - do night or darkness and their accompanying colorless state, produce in us? 

Or again, the mikoshi is itself another symbol, one which is extremely noble and holy; but at the same time, the act of carrying the mikoshi. feeling the weight of it, calls up in us through our tactile sense a certain state of consciousness. The same can be said for the noise, or for the power of the alcohol in the sake which people drink, and if such things are called merely a system of symbols, or when all the things which appear within the matsuri are relegated merely to various combinations of symbols, the aspect of matsuri as sensation is, so to speak, discarded. 

The fear within people's minds in the darkness of night does not occur merely because the night is a symbol of something. On the contrary, I feel that it is, again, a kind of sensual reaction that occurs in us prior to such thought about symbols.18 

In that sense, in a matsuri, people are enabled to reach a kind of state of trance or ecstasy through physiological conditions, a state which, in an extremely deviant form, is also experienced by those in the modern-day drug culture who take hallucinogens. The problem, however, remains: within this kind of religious state, what kind of relationship does our consciousness - the psychological consciousness which occurs within people - have with the sensation of surrounding conditions? I have yet to do any specific research in this area, and a rereading of my several previous essays indicates that I was not then considering the problem of sensation at all. As a result, it seems likely that, lacking some kind of specific methodological program introduced from the beginning, mere reinterpretation of earlier studies will not be fruitful in this area. This, I feel, is another matter for future investigation. 

Although I have misgivings about the creation of various neologisms for disciplines within the study of religion, if pressed to give a title for this new area of research, I suppose it would fall somewhere within the realm of "religious ecology," or "ethology." Such Religious Ethology,19 I should think, forms another most important problem area for the study of religions. 
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The Origin of Rites of Worship Within The Local CommunityI
HARADA Toshiaki 

1. The objects of worship within the local community (burakuII) in Japan are normally considered to be the tutelary deities that are today called chinju no kami

 or ubusunagami

 or what from an early time were singled out as "clan deities" (ujigami

). Basically, what are here called ujigami have come to be thought of as the common ancestral deities of a clan lineage kinship organizationIII. In point of fact, however, even though they might be called ujigami, it was rather the exception than the rule for such deities to be limited to the common ancestral deities of clan lineages, particularly in older areas. As a result, the term ujigami in fact refers merely to the deity worshiped by a clan lineage, without that deity's necessarily being related to the clan as a consanguineous "ancestor." 

Moreover, even when there are consanguineous relations between the members of a clan lineage, such consanguinity is not a necessary condition for the existence of the group, since even without blood relations it is possible for those involved to conceive of themselves as a "kinship group" (dôzoku

). From this perspective as well, even though the members of the group are called a clan lineage, or "clan members" (ujibito

), their relationships in that "clan" are not necessarily based on the condition of consanguinity. On the contrary, the fact of their having a common territorial relationship is the more important factor. In ancient agricultural society, at least, even dôzoku groups which had true consanguineous relations normally also shared a common life environment, and settled within the same territorial area. 

But more importantly, since the members of a group led their lives within a common geographical region, a natural result was that they came to have intimate consanguineous relations as well. In other words, there is a substantial difference between a lineage clan's naturally having consanguineous relations, and its necessarily having consanguineous relations. Clan (ujizoku) relations in Japan are in most case characterized by relations of consanguinity, but this is not a necessary condition. Rather, the clan (ujizoku) can better be called a kind of kinship group united under the necessary condition of living within common territorial borders. 

In areas where clan society is very old, the society is strongly localized. As a result, it became inevitable even for kinship groups to take the form of a kind of localized territorial community (buraku), and it goes without saying that this fact is largely a result of the special conditions of life brought about by Japan's hydraulic rice agriculture. 

The unique characteristics of this kind of society can be seen especially well in religious observances. Namely, even the ujigami worshiped by a single-lineage kinship group has its basis in a fixed territorial area, with the result that it can be viewed in the same way as those territorial community tutelary deities today called ubusunagami and chinju no kami. In that sense, what are here called the rituals of an ujigami closely resemble the observances of a local community seen today, although not in their original form. In turn, when considering the origin of rituals in local territorial communities, some degree of distinction must be made between their present form and their origins. Even if religious observances have been present in buraku since long ago, they have changed and developed over the passage of time and under the impact of various circumstances. 

2 . The present form of the so-called ujigami type of shrine is relatively new. No matter how old they are thought to be, the presence of the architecture alone shows considerable continental influence. Even in the case of the taisha-zukuri

 of the Izumo Taisha

, or the shinmei-zukuri

 of the Grand Shrine of Ise (Ise Jingû

), the appearance of the shrines today cannot be thought to be the same as that present at the beginning of these shrines. 

Of course, as can be gathered from Kôtai jingû gishiki-chô (804) , the case of Ise is rather exceptional, since even early in the Heian period its shape became set in a form little different from that visible today. Even there, however, the architecture did not exist from the original establishment of the shrine, and the presence of such changes suggests the possibility that the situation at the very earliest period was akin to that seen elsewhere, namely the simple worship of something like a divine tree (himorogi

). 

Originally, the majority of shrines had no permanent architecture, but were provided merely with such facilities as a himorogi or iwasaka

 (divine stone) at which periodic worship was performed. But even there, the problem arises whether the himorogi and iwasaka found in ancient documents were the same as those thought of today, a question that admits of no easy answer. 

There are other cases as well - such as the Ômiwa Jinja in Nara Prefecture, the Suwa Jinja

 (upper shrine) in Nagano, and the Kanasana Jinja

 in Saitama - in which a sacred mountain exists without any shrine building. Or again as in case of Isonokami Jingû in Nara Prefecture, some shrines only recently came to possess permanent architectural structures. Why was it that at such shrines without original buildings, house-like shrine facilities came to be erected, and moreover such edifices came to be viewed as essential necessities? Whatever the answers to such questions, such changes in the physical configuration of shrines exerted a great impact on the style of shrine worship, and brought about transformations in that worship. 

On the other hand, although it can be said that present-day shrines are the result of such changes in exterior form, it remains true that the rituals directed to the ujigami as the tutelary deity of a territorially or consanguineously based society - namely rituals of worship at the buraku level - have existed in some form from the very earliest period. Wherever social life coalesced around a local community, some form of rituals of worship were performed, based on that social community. 

It goes without saying that worship of a deity requires a community of people to do the worshiping. Namely, such religious practices are found within the actual life of a society, since in fact there is no other nexus for religiosity apart from that social life. Naturally, such a society implies not merely a simple aggregation of human beings, but a highly psychological or emotional integration which results in the formation of a society with an even greater sense of communal solidarity. 

As people lead their lives within such a society, it is even more inevitable that they come to recognize a center to their spiritual union; the life of the society comes to be regulated by that center, and follows that center. Such behavior is fundamentally religious in nature, and the rituals revolving around ujigami as well can thus be said to be precisely the social ceremonies observed on such occasions. 

In turn, the physical space which became the fixed locale for these rituals was what is now called the ujigami shrine. Needless to say, even if its exterior form was not necessarily one which our current common sense would call a "shrine," it nonetheless was a location for the observance of religious ceremonies, namely ritual worship. In short, the worship of a deity was not dependent on the prior existence of a physical structure as became common in later shrine architecture

. 

3. If these facts are correct, is it then the case that the ujigami shrine is merely something optional which can be established voluntarily in terms of time and space, in accord with the desires of the people of the community? Here, in order to clarify the the origins of shrines, and ujigami shrines in particular, it is necessary to look into the origins of the worship performed at such shrines. In this context, I would like to first of all mention two or three ideas which have been previously raised by other scholars. 

When considering the origins of so-called ujigami shrines as a form of community religion, it has become a virtual commonplace to refer to ancestor worship in the explanation, so much so that this form of explanatory rubric is felt to leave little room for doubt. Fundamentally, the rationale for this kind of explanation reflects to a considerable degree the normative wishes of certain segments of modern society, but the concept is not only characteristic of popular thought; it has also spread considerably among certain ranks of specialists, allowing us to say in fact that it reflects the most common consensus on the issue. 

For example, one scholar writes, "When examined rigorously, other complex possibilities can also be imagined, but fundamentally, or typically, it is likely proper to view it [ujigami worship] as originating in the union of a single consanguineous group around a core of ancestor worship, the group possessing a common ujigami, and worshiping it together." (Hiraizumi Kiyoshi, "Jinja no za ni tsuite" Shintôgaku zasshi, No. 2, April, 1927, p. 85). 

The following opinion goes even further: 

The fact that shrines (jinja) originated in the worship of the uji no kami, namely the spirit of the ancestor, is evidenced by (1) the characteristics of the day of worship [saijitsu]; (2) the fact that the place for the performance of worship was the mountain in winter and the village in spring, thus corresponding to the path taken as the ancestral spirits came and went; (3) the fact that the management of agriculture, in particular rice paddies, was central to this worship; and from various other facts as well 

(see Yanagita Kunio

, "Koyasugami no hanashi," Teihon Yanagita Kunio-shû, Volume 11, 515-516). 

Unfortunately, this theory clearly contradicts the historical facts, leading us to feel it is unreasonable to locate the origin of ujigami festivals in ancestor worship alone. Although there are certainly a number of cases from later periods which can be properly apprehended through such an explanatory scheme, it seems likely that such situations should be viewed as developments which occurred after the fact, as the concept of divinity took on more pronounced anthropomorphic characteristics. As a result, it cannot be argued from such evidence that the original source of ujigami festivals is to be found in the ancient worship of ancestors, or that festivals at the level of the local community were acts of worship directed toward ancestors. 

On the contrary, it is more likely that worship was not originally directed toward ancestors, but as such ancestor worship in time came to be given more prominence, examples of such rituals to ancestors gradually came to be more common at ujigami shrines as well. 

In the ancient period, life at the level of the territorial community fundamentally tended towards static localization, thus producing extremely strong communal solidarity, and resulting in a natural establishment of consanguineous relations. At the same time, there came about a tendency for people to believe that such consanguineous relations were an integral, definitive element of their community identity, thus encouraging them toward a conscious maintenance of those consanguineous relations. In time, the solidarity of the local society came to be essentially defined not merely by the fact of local territorial communality but also by the necessary condition of consanguineous relations, so much so that such blood relations actually came to take on the greater significance, while the condition of living within a common territory lost its necessary character. 

It is as a result of this fact that the so-called clan organization (ujizoku) has come to be understood on the basis of consanguinity rather than geographic affinity. In spite of the fact that the god of the buraku was originally a geographical or territorial concept, it came to be called the ujigami ("clan god") as well. 

Finally, this god of the buraku, the ujigami, came to be viewed not merely as the deity worshiped communally by the clan lineage, but almost as though it were something which represented the very essence of the community itself. For the clan lineage, this meant its ancestors. But not merely ancestors in general; rather, its ultimate, first and foremost ancestor its "great ancestor of origins." As a result, a form of ancestor worship, or "great founder" worship developed, but one profoundly different in nature from the later kind of ancestor worship which revered each generation of ancestors. 

4. To sum up my argument here, the practice of calling the ujigami an ancestral deity did not in fact originate from the worship of ancestors, but on the contrary, the deity originally worshiped in common by a clan lineage came to be viewed, in particular, as the deified ancestor. In fact, when we think of the god of the local community as an ujigami, it is on the whole more appropriate to say that there are simply no concrete examples of an ancestor initially being worshiped, and on that basis coming to be called an ujigami in the sense of a territorial tutelary deity (chinju). 

At that point, we might consider whether the transformation of an ujigami into an ancestral deity might not have originated in the practice of enshrining humans as deities, and if so, the question of whether such practice indeed existed in the ancient past. Here, it must be fundamentally admitted that the concept of viewing persons of unusual status as deities was present already from a very early period. This is precisely what is done in the episodes regarding the divine age in the Nihon shoki

 and the Kojiki

, where, by weaving the tale of the age of the gods

 and their world, an explanation is given for the origins of the real world, while such gods are interpreted as the ancestors of living people. 

But even so, when we ask, of those numerous deities appearing in the episodes of the divine age how many were in fact enshrined as the central deity of a shrine, the number is uncannily small, so small in fact that we can say virtually none. The fact that there are only around twelve examplesIV shows clearly that objects of general shrine worship were not taken originally from ancestors or the gods of the divine age. 

Namely, the episodes involving the divine age were produced as a result of concepts found within the upper strata of the society at that time, a train of thought quite singular in nature, and thus considerably divorced in substance from the deities of the buraku - the ujigami - which were born from within the everyday concerns of common people in local communities. As is well known, the majority of extant shrines at present claim for their deity one of those gods appearing in the episodes of the divine age, and in those cases where the deity's identity is uncertain, it is often said to be "not yet identified" (mishô). In fact, however, it is not merely not yet identified, but rather "without identity" or "unidentifiable" (fushô). 

Since the ujigami of a local territorial community was limited to that community, it was on the whole more natural for there to be no need for the use of a particular name to discriminate that deity from the gods of other communities. The enshrined deities at most ujigami shrines today were merely given their present identities in later periods, when, based on particular historical rationale,V the local deity was identified specifically with one of those gods appearing in the "Divine Age Episodes" of the Nihongi or Kojiki. 

For example, consider the remainder of the Nihongi and Kojiki other than those portions dealing with the divine age; or the Shoku Nihongi

, and the entirety of the Man'yôshû. While these works admittedly appear to have isolated episodes relating in some degree to the twelve cases noted above, in all other instances the deities which appear in the divine age accounts are entirely absent. In short, we can even go so far as to say that the deities appearing in the divine age mythology are of a nature entirely different from and unrelated to those gods actually forming the objects of everyday worship, namely those found as the deities of shrines in local communities. 

5. Take note as well of that section of the Engishiki

 known as the "Names of the Deities" (Jinmyôchô

). Here, shrines to deities with personalized titles can be seen in such limited locales as the capital area around Kyoto or at Izumo, Izu, Noto and other special places, but the great majority of shrines are called simply by the place name where they are found, or on occasion, by some natural feature of the local topography. Such cases are not merely the result of an oversight in listing the deity's name, but rather the fact that it was considered fully sufficient to call the deity simply the "god" (kami), and indicate that it was the ujigami shrine of that locality. In short, these deities did not possess such conspicuous individuality that they necessitated the affixing of personalizing names. 

The practice of enshrining a human being as a deity in a shrine is, in fact, not even necessarily so old. Even when the Hachimangû

 is said to be Emperor Ôjin

 or some other figure, such appellations do not represent the original way that deity was understood. And although the Heian period as well witnessed frequent cases - such as the Hassho Goryô or Kitano Tenjin
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 - the enshrinement of the spirits of dead humans as gods of vengeance

 (onryô), that practice was related to the shamanistic worship of dead spirits, or rituals for the dead, and is thus completely different in nature from those buraku deities that were anciently enshrined as ujigami. 

All the more, the practice of posthumously enshrining humans who had exhibited noble character during their lives actually belongs to an even more recent historical period. This is equivalent to saying that ancestor worship was, on the contrary, not present in the ancient period, but arose as a new phenomenon and became increasingly generalized as the result of the increasing influence of social concepts of family and individual, so that it came to be a central element at shrines as well. 

As actual social life comes to place increasing value on relations of consanguinity, the ancestor-descendant relationship within a blood line is viewed as a strong legitimizing rationale for that consanguineous social solidarity, and the shrine deity said to be the root of that social life comes as well to be given the status of the society's ancestor - the original ancestor or "great founder." The shrine deity of the local community, too, thus comes to be known as the ujigami of the clan lineage built upon such consanguineous relations, and from there, it ultimately comes to possess the status of ancestral deity. 

In the same way, as the life of that society takes on an increasingly national character, and a national ethos becomes more strongly emphasized, persons who have served the nation faithfully, namely loyal ministers and warriors, are proclaimed as deities for their noble character, and thus enshrined as objects of worship (for more on this topic, see my essay, "Ningenshin ni tsuite," in Nihon kodai shûkyô [Tokyo, 1970]). 

Once the concept arises that the deity of the buraku, namely the ujigami, is the original ancestor, the "great founder," the concept of the deity gradually comes to take on more anthropomorphic characteristics as a "human-god" (ningenshin), and the practice of worshiping the spirits of generalized ancestors as ancestral deities thus begins. At that point, the physical tomb may become an important concrete locus of legitimacy for the worship of ancestral spirits, and it is based on this fact that some people find the origin of ujigami festivals in rituals at tomb mounds. 

This theory as well, namely that rituals directed toward the tombs of individual persons gradually developed into shrine worship, is likewise based on the assumption that it is humans who are made the deities of shrines. Unfortunately, such a conclusion is in complete disagreement with the facts. Even if such a theory finds only extremely dubious substantiation in the claim that the Tanzan Shrine (Tanzan Jinja

) of Tônomine developed from the tomb of Kamatari,VI let us grant that among the many instances present, there may well be some cases in which tombs did become the basis for ritual shrine worship. But even so, these cases are not evidence of a practice which existed from an ancient period, but rather examples which developed in later times as a ruler or some other individual of noteworthy personality came to be viewed as having human characteristics superlative to those of the general ranks of men, with the result that their tombs may well have formed the basis for later shrines. 

6. Essentially, within an agricultural society like that of Japan, one in which people lead sedentary lives within a fixed locale, territorial conditions are essential to the society's solidarity. Leading their lives together with an intimate relation to a specific area, such people come to observe rituals in common as a central part of their social life, and it is precisely such communal rituals that come to be called the religious observances (saishi) of the local society. As a result, we can say that apart from such communal rituals, no religious observances exist in such communities. 

In such communal observances, it is the deity that determines, and forms the central focus of, the rites. The concept of the clan deity (ujigami) is one of various possible forms for the expression of this concept of the divine, and in Japan, it is the primary form. 

When such rites within the buraku are centered on agricultural activities -- those of hydraulic agriculture in particular -- a select set of rituals comes to be performed, focusing on the occasions of rice transplanting and harvest. These rituals are the Spring and Harvest Festivals (toshigoi

 and niinamesai

) directed toward the ujigami. 

These basic community rituals -- the festivals of toshigoi and niinamesai -- have as their significance the prognostication of abundant crops and the celebration of harvest. These rites are observed as communal activities with the kami, at places appropriate to the public life of the residents of the buraku, in most cases a village square, or the entrance to the village. The locales in which such deities are worshiped form, in short, the original significance of the "shrine." Such locales did not necessitate physical buildings, and it was moreover considered sufficient to invoke the deity's presence merely for the duration of the festival. 

It is likely that in ancient times this central locale was called the "divine tree" (himorogi), a religious motif thus essentially the same as the "God of the Cave" in Korean mythology, a deity centered on a tree known as the "eternal mountain tree" (jôzanboku), or similar to the belief in Okinawa's mountain peak Utaki, focused as it is on a tall palm. 

Considered from these perspectives, not only was a physical building not originally necessary for worshiping the deity, but rites were centered on, and limited to, a spring festival and fall festival, once or twice a year. This form is still seen today within buraku and even smaller territorial groups (kumi), and in the worship observed by extended-family clans (dôzokudan

). In these cases, the house god (uchigami), the god of the gate (kadogami) or again the ancestral deity or the god of the mansion (yashikigami

) is worshiped by annually rebuilding a small shrine from new straw, with the rites being performed at a spring or fall festival.VII 

And although increases in the size of the local community and changes in the concept of kami have resulted in the erection of more imposing permanent shrine edifices, we should keep in mind that even today, some shrines, like the Ômiwa Jinja and the upper Suwa Shrine lack a physical Sanctuary (shinden

), considering it sufficient to provide a Hall of Worship (haiden

) alone. 

Translator's Notes

I. This article appeared originally in Japanese as "Buraku saishi no kigen" Shintô shûkyô 70-71 (August 1973): 1-10. 

II. The buraku is the most elementary unit of rural territorial communal organization in Japan. Although the word is at times translated as "hamlet," I have chosen to avoid that term since, during the Edo period, in which the form of most presently existing such communities was established, the basic unit of local government administration was not the buraku, but the mura (village). Namely, a village might be composed of from one to several buraku, which thus formed geographical subdivisions of the basic unit of local administration. Further, the actual referent of the term buraku tended to vary depending on the locality. As a result, even today the word may be used in a broad sense to refer to anything from a simple territorially limited grouping of homes - a "community" - to a territorial subdivision of a village, to an entire small village itself; I have here generally rendered the term as "local community" since, as becomes clear from the text, Harada uses the word primarily in this general territorial sense. 

III. "dôzokudan de aru uji ittô." The actual composition of ancient clans is believed to have involved not only the direct descendants of a single ancestral line, but collateral, and non-consanguineous hereditary servants. This fact explains Harada's subsequent remarks regarding the non-necessity of consanguinity in such clans. 

IV. It is unclear what specific twelve examples Harada has in mind, although they would likely include such anthropomorphic deities as Amaterasu

, Susanoo, Tsukiyomi

, Izanami

 and Izanagi

. For more on this subject see Harada's Jinja (Tokyo: Shibundô, 1961), and Nihon kodai shisô (Tokyo: Chûô Kôronsha, 1972). 

V. Harada is no doubt referring primarily to the results of the policy of the Meiji government in establishing State Shinto

; in order to unify the practices of shrine worship on a national level, the names of many shrine deities were changed to those found in the "divine age" chapters of the Kojiki and Nihongi. 

VI. Founded in 701, Tanzan Shrine is located in Sakurai City, Nara Prefecture, and is dedicated to the spirit of Fujiwara Kamatari. 

VII. Here, Harada seems to have in mind those cases in which so-called gods of "house" and "gate" were in fact not limited to individual households, but closer in significance to communal or "clan" deities, for example, as seen in the uggan and kadogan of the Satsuma area (see Sakurai Tokutarô, Kôshûdan seiritsu katei no kenkyû (Tokyo: Yoshikawa Kôbunkan, 1962, 112ff). 



Festival and Sacred TransgressionI
SONODA Minoru 

Prologue

I have distinct memories that as a child it was very difficult for me to become accustomed to festivals (matsuri

). Merely by taking one step outside my home, I was accosted by a boisterous world of excitement, the lively cries coming from the stalls of vendors along a road packed with an uninterrupted procession of people. After merely a glance, I would withdraw again to the dark confines of our living room. There, the only sound was that of the festive drum, to whose vigorous beat I would listen, entranced. On the other hand, and like everyone else, I delighted in the celebrations accompanying matsuri, and one of my greatest pleasures was to frolic with cousins and other young relatives who, dressed in their festival clothes, would come to our house to play. 

As a result, when I became somewhat older and a bit more self-aware, I threw myself into the world of matsuri, and it was in fact a great adventure. In the summer of my tenth year, I acted as one of the children pulling a festival float, and I still have a clear recollection of winding through the streets of town with my neighborhood friends. As the procession detached itself from the narrow confines of the town streets and wound its way lazily through the lush verdure of countryside fields, we came to a precipitous torrent which had carved out a deep ravine. 

The Gion

 mikoshi

 with its bare white wood was borne by the vigorous youths in their happi coats of coarse cotton, and plunged straight into the swirling vortex of the stream. Whether jostled along by the young men or swept by the torrent, the matsuri

 was carried downstream at considerable speed. Up to their necks in the deep pool, the young men occasionally sputtered and choked as their heads dipped below the surface of the water; I was too young yet even to swim, and as I watched them from the railing of the bridge I found myself holding my breath and losing my eyes as though I myself were being swallowed up by the clear, blue water that rushed through my mind. 

In the evening, I accompanied the festival floats

 covered with their flickering paper candle lamps, and went with them as far as the place on he outskirts of town known locally as the "old well." It was the first time I had been to that place, but rather than pulling, I had been pulled. Within the unspeakable unease that I felt upon realizing I had actually come to this distant place so late at night, only the heroic rhythm of the festival drum and the brightly lit paper lamps of the floats gave me some measure of pluck. 

The winter festival was also held at night. As a result, it was only after I had grown quite a bit older that I was permitted to watch the festival procession in the deep cold late at night. During my youth, my interest in festivals was largely directed toward the traveling circuses which began setting up their stalls and tents a full week before the actual festival began. The temporary resting place (otabisho)II prepared for the festival mikoshi was located at a place called Ohanabatake; at the large square there, a traveling circus set up its huge tent together with the stalls for several rather creepy "spectacle" shows. 

From far away, the cold wind carried the garish sound of a small tin band playing the popular tune "The Beauty of Nature" (Utsukushiki tennen); lifted high and low, it made the winter solitude pierce even deeper into the body, stimulating children's hopes that the festival would begin even sooner. My female cousins came to visit at such times, and we would always talk about the stories of people who had been kidnapped by the circus: the story about the midget on the flying trapeze, the tale about this or that child that had nearly been kidnapped and made a member of the circus. That was the reason that children could not go see the circus, or so it was said.... 

But there was another factor making the festival a time of unease, namely the rowdiness of the drunks that would wander around. Yet, if it had been merely drunks, we could have labelled them as such and kept it in mind to stay away from them, just as we did with my father's drinking companions who often came to our house and never failed to quarrel when they had drunk too much. But what I could not comprehend was the fact that at the time of matsuri, some men, and on occasion even some women -- people who normally were among the most upright and proper of those known to me -- could pull out all the stops and engage in unrestrained uproar. 

It was especially difficult for the fastidious mind of a child to bear the transformations that occurred even to the normally unapproachable, near-divine figure of the school master, or the young teacher who was, under normal conditions, the model of an intense educational ideal. On the occasion of a festival, these demigods would be transformed like a veritable Jeckyl and Hyde, descending to the state of wild and vulgar human beings. True, they comprised a small number of the total teachers present, and in fact I no doubt witnessed such conduct on but few occasions, but the impression burned on the mind of a child was clearly that the former idol had been dashed to the ground. I remember even feeling anger at the fact that the other adults standing around had reacted as though it were entirely a matter of course, laughing it up and giving their tacit approval to such outlandish behavior. In my child's way of thinking, a teacher was supposed to present a prim and solemn figure at all times. My childhood education had been like that, and I had accepted it at its face value. On occasion my patience grew thin and I would ask older people I knew why things were like that. But they usually just avoided the question with laughter, or if they answered at all, it was with a mere "You'll understand when you get older." 

Why are such things permitted on the occasion of matsuri? Why is it that the gods just don't care about such thing? This question remained lurking in my young mind for a long while. To tell the truth, even as an adult today I don't always feel that I have yet reached a totally convincing answer. 

Just a short time ago, it seemed that the movement marching under the brocade banner of "modernization" would sweep all before it, and the foolish excitement of matsuri was one of the victims of that movement. There was a tendency to add easy rationalization to anything appearing to be beyond the reach of rational understanding. And as a result, many aspects of matsuri ended up being transformed into cold, lifeless formalities. On the other hand, recent years have seen a number of new kinds of "foolish excitement" gain the popular imagination. But no less than before, it's difficult to assert that the significance of "going on a spree" has become clear in any more convincing form. Moreover, since the crazed celebrations which are transmitted through traditional festivals can be considered to some degree systematized expressions, they should represent a legitimate problem for consideration within the context of religious culture. 

Keeping in mind this rather childish question - and even without any conviction that I will arrive at a fully convincing answer - I wish to use the remainder of this essay to present one possible interpretation of this matter. 

1. Views of Sacred Transgression (seihan)

When Japanese matsuri are considered from the standpoint of the committed believer, namely the position that such festivals represent solemn divine rites, there are numerous areas which simply defy explanation. On the one hand are highly dignified rites of seclusion and purification, tedious rites in which one's emotions and responses are trained and focused through bodily actions and behavior of the most restrained and solemn kind. But on the other hand, there is also generally an expectation of a thorough liberation of mind and body, a destruction of the existing order. Festival days involve a kind of public license for the casting away of everyday restraints and for the kind of behavior which in normal common sense would be disdainfully dismissed as vulgar. And this attitude, we might note, is not something which came to be prevalent only since the Edo period with its heightening of human emotions. In the ninth books of the Man'yôshû we find the following "long poem" (chôka): 

On Mount Tsukuba where eagles dwell
By the founts of Mohakitsu,
Maidens and men, in troops assembling,
Hold a kagai, vying in poetry;
I will seek company with others' wives,
Let others woo my own;
The gods that dominate this mountain
Have allowed such freedom since of old;
This day regard us not
With reproachful eyes,
Nor say a word of blame.III
When we think of a festival (shukusai) in the Western sense, we usually draw the association with a wild feast reminiscent of the original sense of "carnival." In the same way, the Japanese term "festival uproar" (matsuri sawagi) does not generally have very good connotations Even in a more general sense, the term "festival" (matsuri) is often used in a rather negative or complacent sense -- for example, in the criticism that the conference held in Mexico City for the International Year of the Woman ended in nothing more than a "festival," or the statement that people didn't want the Okinawa Marine Exposition to end in nothing more than "festival uproar." But such statements are utterly without meaning. In the context of religious matsuri as well, it would be very easy to consider such festivals theoretically and toss them out as the foolish excitement of ignorant folk, matters unrelated to the serious religious believer. But at the same time, merely to point out that matsuri are inevitably accompanied by extreme excess would be to abandon their consideration from the point of view of religious culture. 

Japan's ancient myths are strongly related to matsuri, and among those myths we find that even the normally tabooed activity of incest is not only permitted, but actually occupies a very important role, a fact which has created considerable consternation among Shinto scholars of later generations. Not only in myth, but in actual primitive and ancient societies as well can be found numerous examples of what from modern common sense would be clearly viewed as incestuous behavior. 

Since an early date anthropologists have given attention to the familial relations -- especially marriage -- found in human societies, and it is commonly known that the champion of structuralism, Levi-Strauss, has asserted that the basic characteristic of the change from the group society of animals to the dimension of human culture was the establishment of the incest taboo.1 For that reason alone he must handle historical exceptions to the incest taboo with great caution. According to Levi-Strauss, examples of clearly incestuous relations can be found not only in ancient Egypt, Peru, and Hawaii, but in Japan and Burma as well. But if one then asks whether such societies represented total freedom in matters of marriage relations, the answer is no. The reason for this lies in the fact that even in societies where incestuous relations exist, some of such possible relations are always acknowledged as "marriage," and some are not so acknowledged. Those not so acknowledged are either temporary ritual exceptions, or when permanent public practices, they are usually limited to the exclusive prerogative of certain privileged groups in the society. In other words, the practice of incestuous marriage was not merely exceptional when viewed from the outside, but it was exceptional even when viewed from within the societies in which it was practiced. Even in such societies, incest was consciously held as the most dangerous relationship approaching prohibition and taboo. What should be noted is the fact that, with the exception of the rather wide range of example from ancient Egypt, incestuous marriage in primitive and ancient societies was either a special privilege of royalty or nobles bearing the responsibility for maintaining cosmic order, or else it was a ritual marriage practice, limited to specific, non-everyday occasions of festivals. As result, it is important to keep in mind that merely because incestuous marriage appears unnatural from the exterior standpoint of comparative research, it does not at all mean that it is the normal marriage practice viewed from within the societies in question; even within such societies it was considered an unusual form of marriage relation, meaning that it is highly likely that incestuous marriage was viewed as a systematic prohibition which, however, was to be violated boldly in the context of specific circumstances and with special qualifications. 

In the classics transmitting ancient Japanese culture, there are many examples of incestuous relations in the imperial family, and such examples are found not only in the records for the age of the gods

, but those for later historical periods as well. Scholars of the Edo period who revered classics like the Nihon shoki

, Kojiki

 and Man'yôshû as divine revelations thus attempted to refute the criticism of Confucianists who labelled such incestuous examples the practice of brute animals; in the process, they cultivated a deep understanding of ancient Japanese culture. In particular, the seeds of interpretative research on ancient Japan sown by Motoori Norinaga

 and Hirata Atsutane

 found flower in the studies of the ancient period of Yamada Yoshio and Orikuchi Shinobu

 and bore fruit in the researches of modern scholars of national literature such as Takasaki Masahide and such scholars of Shinto as Nishida Nagao (of Kokugakuin University). My own thought in this essay has been especially influenced by the rich suggestions found in Professor Nishida's essay "Shokuzai no bungaku" (The Literature of Redemption).2 

With an approach derived more from historical theology than narrow Shinto history, Professor Nishida takes his departure from the results of researches in kokugaku (nativist studies) of the Orikuchi school. Taking up the motif of incest in examples ranging from the gods of myth to nobles in the Tale of Genji, he argues that such examples are expressions of a form of Shinto thought running throughout Japanese history from the ancient to medieval periods, and representing the concept of divine marriage, a concept within which is hidden the "original significance" of redemption by gods of salvation. Nishida analyzes a wealth of examples, and in the process he makes frequent metaphorical use of the Buddhist or Christian concepts of "atonement by the suffering of another" or "expiation"; in fact, he tends to be a bit too conscious theologically of both these religions, with the result that his work can be easily misunderstood, in exactly the same way as the Atsutane school is depreciated by those who point to the influence of Christianity which it exhibits. But this is a minor point, and Nishida's article should be more widely considered outside the field of Shinto studies. Through its use of later historical developments, it provides reverse corroboration regarding the possibilities for religious concepts of sin or evil inherent in both the ancient myth and ritual of Japan. 

Here, we are given a hint regarding the issue I raised earlier. Namely, the incidents of incest we find scattered throughout the ancient period at least, were not merely violations of taboo, but were committed deliberately as part of a religious consciousness, a form of "sacred transgression." In the present case, however, I am focusing on examples of matsuri performed as well in modern times, with the result that I want to use the concept of "sacred transgression" in a bit wider sense than the somewhat more serious issue of incest. Essentially, when matsuri is thought of in the limited sense of a solemn ritual, one comes up against many aspects which defy explanation, occasions of overtly sacrilegious rioting and wanton destructiveness. It is for this reason that I took up these aspects in particular, beginning by borrowing the expression of the French sociologist Roger Caillois as a title.3 In his case, however, the entirety of festival is viewed as a "sacred transgression" or as the "sacred crime" (p. 135-180) , whereas I differ in viewing the sacred violation as merely one half of the two poles occurring in festivals. In that sense, my idea may be closer to Edmund Leach's concept of sacrilegious "masquerade" as the opposite of "formality" within a bipolar orientation toward singling out the sacred (Leach proposes these concepts in the context of an analysis of the structural relationship between the development of festivals and the temporal structure that alternates between the Durkheimian notions of sacred and profane).4 

At any rate, for the last several years I have used the concepts of [sacred] "ritual" (saigi) and [profane] "festival" (shukusai) as polar elements characterized by mutually opposed principles of action, attempting to apply them as operational concepts for the analysis of matsuri. By allocating to these two categories the various aspects seen in the development of actual Japanese festivals, I have tried to evaluate the "synergistic" effect of the two within an overall consideration of the characteristics of actual festivals.5 

Such analysis, however, has always remained within the frame of an analysis of the effect or function of the matsuri. What we must now consider is the simultaneous issue of the symbolic meaning which surely must accompany such binary phenomena. Put another way, we know that, at least in their current form, those matsuri which continue to exhibit dynamic vitality today are characterized by aspects coming equally from the two poles noted above; what we must now ask ourselves is the question: Aside from their functional effects on group maintenance, why are both these aspects necessary? 

In response to that question, I want to consider the profane, or "carnival" side of matsuri -- a side which has tended to be disregarded in previous studies -- and examine that aspect within the context of the conception of "sacred transgression." Then, through an examination of its orientation to sacred transgression, I want to take up the cultural and social raison d'être of the matsuri as a whole. 

For example, in my hometown of Chichibu there is a winter matsuri held at night, a festival which since long ago has been called the Myôken Sairei Although the Chichibu Jinja

 enshrines the ancestral deity of the ancient Chichibu provincial magistrate (Chichibu kuni no miyatsuko) and the festival involved is a regular calendrical festival of that shrine, the proceedings have long been called the Myôken Sairei. This stems from the fact that from the medieval period the shrine deity was associated with the bodhisattva Myôken, and in the Edo period the shrine thus succeeded at drawing the faith of people living in the mountainous silkworm-producing regions which were then developing. 

Formerly, the festival was held on the third day of the eleventh lunar month, but it is now held on the third of December by the Gregorian calendar. Since the Chichibu region was a concentrated producer of silk thread and cloth, the festival was the occasion for a large silk fair, and numerous merchants from as far away as Edo and even Osaka made it a practice to visit the festival for that purpose. It is said that the Kantô region's annual "year-end fair" (toshinoichi) would begin here in conjunction with the Myôken festival, thereafter gradually moving down the river Arakawa with the closing months of the year, stopping at various post towns along the highway Naka Sendô and finally closing with the toshi no ichi at Edo. As a result, there are many reminders of this heritage still visible in associations with names and customs throughout the area. 

The significance of this festival's being held at night stems from the fact that the divine procession (shinkô

) [of the shrine deity's mikoshi] which moves from the main shrine to the temporary shrine (here called the oyama) at Ohanabatake only leaves the main shrine after nightfall. At present, the official public rituals (reitaisai

) for the festival are held at the shrine during the morning hours of December 3. These ceremonies are attended by the representative (kenpeishi

) sent from the Association of Shinto Shrines (Jinja Honchô), and they also involve the official participation of powerful figures from within and without the local area. 

On the other hand, the night festival itself falls into the category of a "special divine service" (tokushu shinji

) of the local area, and thus might be considered, so to speak, as merely the nocturnal "private" counterpart to the diurnal "public" rite. But for the people living in the local area, it is the night festival that represents the genuine matsuri, and it is also most interesting that at the mythical level, the meaning of this festival continues to be influenced by the former faith in Myôken. 

The Chichibu Myôken is pictured as a goddess standing on the back of a turtle. It is believed that on this night of the year the goddess exchanges sacred vows with the male deity of the mountain Bukôsan which rises high behind the temporary shrine. In the ritual site of the temporary shrine (oyama) is a large turtle carved from stone, and when the goddess stands on the back of this turtle (a ritual wand [gohei

] is erected on the turtle's back as a representation of this), the male deity descends from Mount Bukô and heads for the site. An interesting folk belief has it that the goddess Myôken is the mistress of the male deity of Mount Bukô, and the sacred procession held on the night of the festival represents the annual visit paid by the deity to his divine mistress. The legal wife of the male god is the deity O-Suwasama worshiped in the auxiliary shrines (sessha) found outside the main shrine's precincts along the road taken by the divine procession. As a result, custom has it that when the divine procession passes near the Suwa Shrine

 on its way to the temporary shrine, all sound-making instruments must be silenced. It was formerly a custom for the six festival floats leading the procession to stop for a while near the shrine, and for the floats' dancers also to stop dancing and rest. At present, however, whether unconsciously or out of unconcern, some of the floats pass on by without stopping at all. In records dating since before the Meiji period (1868-1912), we find indications that before the festival, the priest of the Myôkengû (present-day Chichibu Jinja) would perform a ritual called O-Suwa watari in which he would offer worship to the Suwa Shrine, thus receiving a kind of advance permission or acknowledgement regarding the coming festival. As a result, the tradition that hints of a sexual link between these three deities cannot be understood merely as a folk explanation or joking tale.6 

When I was first told this story as a pubescent youth, I was highly embarrassed. Another thing I was surprised to hear was that up until the Taishô period (1912-1926), young men and women had actually had clandestine meetings in the dark around the temporary shrine site on the night of the festival. Friends of my father said they had actually witnessed such things during their childhood. If this were the real "sacred vow" which was exchanged under that winter sky it would be no trifling matter. 

Courting among the young may already be removed from the world of faith, but the power of divine marriage continues without change to attract people's interest. Just as the ritual called saijôsai is ending at the temporary shrine site, everyone present heads for the large sacred sakaki

 tree with its attached streamers (shide

) and tries to get even a small branch of the tree before the others can, thus throwing the ritual site into pandemonium. This festival, which celebrates the relaxation felt following the completion of the fall silkworm production, as well assures the safe production of silk worms during the coming year, and these people are aware of that fact. They take home a small branch of the sakaki and enshrine it on their family god shelf (kamidana

), then use it the next year for collecting silkworms from their egg papers. But among these crowds fighting for branches of the sacred tree, only a minority are silkworm farmers. Most are city-raised youngsters and children. Even some photographers among them use their locations to advantage, assuring themselves the first chance to grab a branch, then carrying it proudly in their chest pocket. Each time I came to the festival and watched this spectacle, I came to feel more and more that the people were not contesting for sakaki branches on the basis of their religious longing, but rather that they were fighting with that fighting itself as their aim. It should be noted that the excitement of the crowds who come to the night festival reaches full steam around the time of the saijôsai ceremonies. In order to arrive at the top of the small hill where the temporary shrine is located, the six festival floats which lead the sacred procession must surmount the steep incline called Dangozaka. These floats -- almost indecently gorgeous for such a small town -- appear like a nightless city, illuminated with large numbers of Japanese lanterns. Encouraged by thundering waves of rhythm from the beat of big drums and the cries of the pulling youths, the floats are inched up the slope, and the spectacle drives the tens of thousands in the crowd wild. About the time the six floats arrive safely and align themselves before the temporary shrine, the area around the shrine, already surrounded by the booths of "spectacle shows" and fast-food stalls, is now inundated by the mass of spectators, and the flames from numerous warming bonfires lit here and there rise heavenward. Against the deep rhythm of thousands of trampling feet are heard the discordant music and hucksters' calls from the loudspeakers of numerous stalls, and these sounds, together with the raucous cacophony from the lion dance (shishimai) form a quarreling symphony that savages the ears. In one corner alone, the rituals of the temporary shrine proceed quietly, contained within an enclosure of Japanese lanterns, each one representing its respective quarter of the town. But the crowds surge in even here, and no attempts to control them can prevent their invasion of the sacred precincts, with the result that the rites themselves threaten to be interrupted. Drunken men take no concern for the divine services, and even try to offer libations of rice wine to the priests present. 

Almost as though throwing their hands up in total defeat to the crowd's pressure, the priests hastily bring the rites to a close. As the service ends, the long-awaited fireworks are set off from the foot of the nearby mountain. The rockets explode one after the other, overwhelming all other sight and sound. Packed into every possible open space, be it road or field, the crowds of people surely must be savoring a sensation that in this lavish expenditure of light and noise the atrophy of winter has been smashed to bits. A last great "boom" and its accompanying circle of light fade to the black of the wide night sky, signalling that the ceremonies for the night festival are at their end. The sacred procession, however, must begin its trek back to the main shrine, and it is late night or early dawn before the last of the floats reach their respective quarters in the town. 

2. Furukawa Yancha

The condition of carnival chaos based on the crowd is by no means something limited to a small number of especially large festivals. In most popularly celebrated festivals, it is a certainty that this aspect will appear at some point or place. On the contrary, when one says "festival" (matsuri), the image of a kind of disordered craziness is in general the more common perception. Festivals involve an extravagant expenditure of dazzling sound, color and energy. People anticipate becoming crazily intoxicated on the festival itself. Even limited to my own narrow experience, for example with Kyoto's Gion Festival or Tokyo's Kanda Festival

, the former since the medieval period and the latter since the early modern period have exerted great influence on other festivals throughout Japan. In the case of either of these great metropolitan festivals, the real attraction was their luxurious festival space represented by the liberated atmosphere of the "vigil shrine" (yoimiya; in the case of Gion, called the yoiyama) and the ranks of gaudy festival floats

. At present, both festivals have lost their structure as matsuri and their traditional appearance has become somewhat attenuated, but even so, their power to motivate the masses is still strong, and may even surpass that of earlier times.7 The question of why the floats move and the mikoshi proceeds isn't even raised. There is simply something about the dazzling Kyoto picture scrolls

 coupled to the exquisite Gion musical accompaniment that is enchanting; and if the mikoshi undulates with immoderate braggadocio before the young girls from old-town Tokyo who have been enticed by the pleasurable sensation of the Kanda rhythm, it means that once again this summer, something has been accomplished. From Fukagawa's Tomioka Hachiman
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 to Asakusa's Sanja Shrines

 and the Torigoe Shrine, in every summer festival of those shrines in old-town areas, the "young gallants" from each district proudly bear the mikoshi of their respective home areas in exhibitionist contests of their vigor. 

The Sumiyoshi Festival

 of Tsukudajima was established by fishermen of the Osaka area who moved to Edo during the construction of the castle town. In this festival, competitions between gigantic lion dancers (shishi

) and thronging processions of mikoshi from each town ward were held with great to do, but what was surprising was the fact that in front of the houses where the mikoshi passed, full kegs of water would be used to drench the mikoshi and its bearers as it passed by. It was also customary for the shrine's own mikoshi (miya mikoshi) to enter the ocean, but this custom has now been discontinued due to the pollution of the ocean water. But this kind of rhythmic intercourse between the movement of the mikoshi and the unrestrained splashing of water calls forth an invigorating excitement, a celebration lasting until the deep of night. In particular, the rough shoving which occurred when the miya mikoshi was taken from ward to ward tended to involve the packed throngs of bystanders as well, producing a wild contact of countless bodies. Among the family members of homes lining the route and cheering the procession on, some were so taken by the excitement that they even brought out photographs of departed loved ones from their Buddhist altar (butsudan) in order to allow the loved one to view the festivities. 

Kawagoe used to be called the "Little Edo of the Kantô" and it still retains some of its old atmosphere. The Hikawa Festival of the old city there is said to have been started in 1648 by the dominal lord Matsudaira Nobutsuna, lord of Izu, in imitation of the shogun's festivals in Edo (called the tenka matsuri, these included the Kanda Festival and the Sannô Festival

).8 Even now, this festival continues to sentimentally exhibit its doll floats (ningyô dashi

), although such things have been long lost to Tokyo. 

Particularly noteworthy in this festival is the customary exhibition of forms of dance transmitted in local villages, such as lion dancing on floats (yatai jishi) and dancing to musical accompaniment. As part of the dances, it is customary for the dancers from each town ward to ride on their respective ward's float and engage each other in dancing competitions. The evening preceding the festival is an observance called the "introduction" (kaoawase or hikkawase) of the floats, in which the young men's groups alone pull the hawsers of their floats through the streets, colliding powerfully with other floats at each intersection, the rotating structures of the floats being shoved roughly into each other, and each group trying to outdo the other in music and dance. Since the forms of music and dance of each float are slightly different, it is considered a failure if one group is drawn off the beat of their own music by that of another, thus disrupting their own dance. Dancers appear dressed in masks including the lion (shishi), the "fat woman" (okame), the "clown with crooked mouth" (hyottoko), and the "white fox" (byakko), and dance madly while holding for balance to the float's front support pillars. Below, the young men pulling the float take turns at carrying paper lanterns emblazoned with the name of their home ward, jostling with the members of other groups as they raise their voices in an attempt to out-cheer their rivals. On occasion, three or four floats collide, and given the mobs of spectators filling the intersections, a state of seething pandemonium results. 

During the main festival on the following day, the mikoshi makes its procession from the shrine, but from morning on, the ward floats as well are involved in parades around their respective domains. Come evening, they wend their way to the main streets where, 'till middle of night they engage in a hikkawase that makes child's play of the previous day's activities. 

But as far as the classic rite of wild release engaged in by young men late into night, I have yet to come across anything that surpasses the okoshi daiko of the Hida Furukawa Festival. Furukawa is located in a somewhat open basin area about twenty kilometers north of Takayama, the town famous to tourists. From the Miyatôge Pass - the mountain divide on the old Hida Road - the river Miyagawa flows through the city of Takayama and enters the town of Furukawa, where it joins the river Arakigawa, thus becoming even more scenic. The present town of Furukawa was formed in 1956 from three adjoining villages, and has a current population of around 15,000, but it is the 8,000 residents of twelve old town wards (chô) who are the primary sponsors of the festival. During the sengoku period (ca. 1467-1568), Furukawa was known as home to one of the supporting castles of the daimyô of the Kanamori family who controlled Takayama. Since the early modern period (1600-1868) it maintained its character as one of those small, tranquil towns which developed along the road which opened from Takayama to Toyama. Although small, the town has distinct ward divisions laid out in checkerboard fashion, wards one, two, and three each being divided in the same manner as Takayama into upper, middle, and lower subdivisions. Along both sides of the clean streets run narrow canals full of water, and most of the houses aligned on the street display the rusty red-colored latticework (bengara kôshi) characteristic of the Hida style of architecture. The entire town displays the confident sense of being a polished example of the Hida cultural topography, pure and simple. One detects a clean-cut appearance, an appearance long since lost by modern cities buried in vulgar concrete. Not yet besoiled by tourists, the town breathes a hint of life close to the soil, yet not at all in the sense of a mere backwater town. 

The Furukawa Festival is held on April 19-20, just four days after the end of the superb Sannô Festival

 held at Takayama's Hie Shrine. This is just around the time the cherry blossoms begin blooming after the village snows melt in the late Hida spring. The village ujigami

 is the Ketawakamiya Jinja

 located on a small hill outside the town. The main activity of the festival involves the movement of the deity from the main shrine to the temporary shrine in the town's center, and from there the sacred procession of the deity winds throughout the reaches of the town. In celebration, the shrine parishioners from the wards bring out ten floats (one of which is too old to pull, and so is used as merely a platform for decorations) and enter them in the parade. The shape of the floats is exactly the same as those seen in the spring and fall Takayama Festivals, delicate and refined examples of the utmost in Hida craftsmanship, but most are relatively new, and some are even decorated more gorgeously with each passing year. Insofar as the divine procession wends its way through the town, and is accompanied by these splendid floats, it is entirely the equivalent of the Takayama festival. 

What the Furukawa Festival has which the Takayama Festival lacks is the young men's event called the "drum of rising" (okoshi daiko). The first documentary appearance of this event is seen in the festival "regulations" (teishiki) for 1831, and in 1878 it was renamed the "drum of awakening" (mezamashi taiko), but the former name was reinstituted in 1941. The day of the festival as well has changed numerous times: until 1886 it was held in the fall, then it was changed to spring in 1887, and from 1889 its date was fixed at the present April 19-20. The evening of the nineteenth is called the "rehearsal festival" (shigakusai), while the day of the twentieth is called the "main festival" (hongakusai). The okoshi daiko involves a procession primarily through those wards of the town having responsibility for the various festival floats, and it was originally held on the day of hongaku, beginning before dawn and continuing until just before the divine parade left the shrine at dusk. But in 1952, and due to considerations of tourism, it was changed so that it began around ten o'clock on the evening of the shigakusai, just after the completion of the procession of floats, and continued until two in the morning of hongaku.9 Here, I want to describe the natural problem of the change in the structure of the festival observances; in this case, the essence which continued to be transmitted in the face of that change was very significant. 

The okoshi daiko is a great drum about a meter in diameter and set on a wooden support structure about a meter high; the drum and its support are firmly mounted in the center of a sturdy rectangular platform with dimensions of about four by eight meters. This platform is then borne by about one hundred semi-naked young men wearing nothing more than white drawers, bleached cotton belly bands, and white headbands. At present, wheels have been attached to the platform to lighten the load over the long roads outside the centrally important areas of the festival. On the platform, eight men stand with legs spread for balance, bearing paper lanterns with bowed handles, and they bend their bodies up and down in rhythm to the drum beat, thus giving direction to the procession. Astride the great drum, two men sit back to back, each holding a single drumstick with both hands, each man alternately striking slow beats on the drum with his full force. The drum beats only come at intervals of one every few seconds, but they are powerful enough to cause the window glass of houses along the road to reverberate with their roar. All around the towering drum, about two-hundred other semi-nude men crowd around and raise strong shouts in accompaniment. The platform moves slowly along the narrow streets while being carried forward and back over the sea of three-hundred scantily clad men. What is more, this procession is then attacked over and again by fiercely energetic groups bearing what are called tsuke daiko. 

Small drums are fixed to the middle of logs about four meters in length, and groups of ten or so young men from the ward bear the logs and drums, attempting to strike the great drum's supporting tower by breaking through the hundred or so men forming the rear escort to the drum platform. Their aim is to cause their log to directly strike the great drum's supporting framework. The various groups of tsuke daiko bearers wait at each street corner, building bonfires and drinking rice wine, raising their voices in great shouts and singing festival songs native to the Furukawa region. They set the supporting posts for their tsuke daiko on the ground and perform various stunts on the log, thus awaiting the arrival of the great tower drum on its platform. One song begins with the words "What a congratulatory occasion, oh Young Pine; your branches have swelled and your leaves are thick." The second verse continues, "The Furukawa Festival famous in sound - the valiant striking of the drum of arising." Although the season is spring, the last snows have only just melted away. Night is still bitterly cold, so the young men participating in the okoshi daiko and tsuke daiko have been drinking festive wine continuously from noon in order to stay warm. As a result, a tremendous amount of rice wine fills the festival area where the okoshi daiko starts out. After the close of the preliminary services of the evening, the houses grow quiet for a short while, after which the semi-naked men emerge, in such high spirits and strength that one is led to wonder where they have all been hiding till now. But when the observer looks closely, he notices that among the faces are some who just a moment ago were dressed in formal crested kimono, and with great nobility directed the progress of the floats through the town. These men have now been transformed into energetic youths. One overhears frequent stories from youths about being unable to settle down to sleep once the "drum of rising" strikes up its beat, with the result that they feel impelled to sneak away from their homes to secretly join in the celebration. 

For about an hour before the start, more than 10,000 spectators have been gathering with the participating youths' groups in the square at the site of the old town office, where the towering drum is being prepared. Standing around bonfires here and there, they raise their voices in celebratory songs and shouts, unable to control their excitement. The fervor dies down for a moment before departure as a divine service is performed at a small altar erected for this purpose on the platform. The ritual prayer invokes the gods' protection that the celebration may be observed gloriously and safely, and following these words, the various official representatives offer tamagushi in accordance with formal custom. But already the musical accompaniment and chanting voices are warming up to their rhythmical beat. When the overall director of the rite, called the sôji, takes up his position on top of the platform, a great cheer goes up from the crowd. Although somewhat nervous in his important role, the sôji gives a rousing greeting to all assembled, but almost before he can finish, the energy which has been thus far suppressed by the crowd erupts explosively, and the okoshi daiko is on its way. 

Surrounded fore and aft by its escorting party, the platformed drum erupts with its powerful "boom," and begins moving slowly on the shoulders of the naked men. The mass of surrounding people comes to life and begins to sway like a great wave. As the platform leaves the clearing of the square and enters the narrow town streets, the rooftops and second floor windows of houses along the way are packed with onlookers, and already groups of young men bearing tsuke daiko are pressing against the escorts guarding the rear of the platform, resulting in a fierce scuffle among the naked men on the road. 

Leading the way before the drum platform procession, a group of several hundred red lanterns are borne by children and women, and from the rear of the platform, the crowds follow like a black wave. At the vigorous throbbing of the "rising drum," the shouts of the tsuke daiko, and the uproar of the crowds packing the streets, the little town -- normally fast asleep at this hour -- seems rather to have thrown away its everyday restraint and modesty. True to their mountain country upbringing, the people of Furukawa are persevering and gentle. But on this night alone, their personality changes to its rough side. This attitude is called "Furukawa yancha." The expression appears to be used all through the Hida area, but according to the local people here, it seems to indicate behavior involving the insistence on one's desires in spite of their unreasonableness. Some consider the tsuke daiko to be a perversion of the festival, and, according to the local historian Ôno Masao, restrictions on the practice can be found in numerous historical documents. According to the Go shinji yatai gishiki (Ceremonial Precedents for Divine Services and Floats), restrictions were placed on the tsuke daiko in 1855; again in 1858, it was decreed that those groups having charge over actual floats could bring out a single drum. In 1848, tsuke daiko were prohibited once again, but the very next year their name was merely changed to suke daiko ("helping drum"), and they appeared by force once again. In the Reisai

 kisoku of 1901, the tsuke daiko were officially permitted, and it also appears that it was from around this time that great drum began to be mounted on its towering support.10 

At any rate, the explosion of this sort of "Furukawa yancha" must have been an unsettling experience for those who were convinced of the docility of the local people. In the Meiji period it seems to have been the case that the target of this explosive force was the police authorities. Records exist of a case in 1906 in which rocks were thrown at the local police office, but it was an incident in 1929 that lives on today as a proud legend. That incident involved an actual attack on the police station. The national police at that time kept an oppressive rein on the area without consideration of local conditions, and it seems that the people rebelled against that pressure, their opposition exploding through the medium of the okoshi daiko. When asking locals about the reasons for the attack, one receives a variety of anecdotal replies, but among them an impressionistic eyewitness account goes as follows: 

At the time of the previous year's Bon dance

, a number of men became carried away by the atmosphere and participated in the dancing, dressed in women's clothing. The two police officers who were monitoring the occasion caught the men and started to lead them away. The watching crowd was incensed at the actions of the police officers and knocked them into a nearby ditch.

An accumulation of this kind of incident led to a persistent conflict between the locals and the police; particularly on the occasion of the festival, when sensitivities were especially acute with regard to outsiders, these feelings erupted from a trivial incident. As the upshot of the affair, about two-hundred youths were arrested together, and of these, about one-hundred fifty were detained in the main hall of a temple (Honkôji) near the police station. Because of this, the festival could not be continued, and a riot ensued. Finally, the locally elected representative to the national assembly had to intervene as a mediator. With the exception of several who were viewed as the ringleaders of the outbreak, the detained youths were "provisionally" bailed out, and the festival was thus allowed to continue. Later, however, there was a severe inquest into the incident since it was perceived that the national authority was at stake. 

Whatever the true circumstances of the incident, it served to focus interest on the "yancha" of the Furukawa Festival. The effervescent nature of the okoshi daiko seems to have been increasingly emphasized from the Meiji period on, so that now it is portrayed as a representative rite of the Furukawa Festival, and even advertised proudly on posters as a "naked festival" in an effort to attract tourists. Not just the okoshi daiko, but even the other festival ceremonies as well, while superficially appearing to be performed with tact and refinement, are in fact the subject of strict restraints, the slightest of which if broken would result in a situation of chaos. As a result, the superficial appearance merely serves to hide a situation of unremitting tension. For example, in the procession of floats which are pulled one after the other, the floats are to follow without fail the directions of the group chosen as float leader that year (yatai shuji gumi, also called nenban gyôji gumi). In order to ensure the submission of the other floats to the float leader's directions, a meeting of representatives from all the float organizations is held on April 18, and a highly formal ceremony is observed in which the representatives vow to submit to the authority of the float leader. The details of this agreement are composed in a written document called the "Annual Festival Regulations" (reisai kisokusho), and the affixing of group representatives' seals to the document forms an important festival ceremony in itself. 

Viewed from the negative side, the fact of this solemn ceremony indicates the intense labors undertaken by festival organizers to prevent trouble from erupting. In 1879, a revision to the Annual Festival Regulations instituted the practice of setting the order of floats in the procession through a process of drawing sacred lots

. The traditional custom previous to that revision, however, was for the floats to gather in front of the temporary shrine on the dawn of the main festival day (hongakusai), and while the leadership position in the procession was customarily given to a certain float called the "Sanbansô-dai" (no longer extant), the first float to arrive after the Sanbansô-dai was allowed to be the float leader the following year. The fierce competition involved in the attempt to take the leadership position in the procession can be ascertained from the festival entries for 1870 in the Hida gofûdoki.11 Namely, other than the leading Sanbansôdai and the ceremonial leader's float (shuji yatai) which took up the end of the procession, the order of the floats was decided on a "first come" basis. This custom seems to have given rise as well to the practice of competing to be the first to leave the procession at the time the procession disbanded and each float returned to its town ward (called the hikiwakare). At least as far back as 1845, the Annual Festival Regulations to which float representatives affixed their seals contains repeated strict injunctions against this kind of competition to be first. In point of fact, reports of festivals even up until recent years have pointed out the strictness in which the order of floats in the procession was maintained; if one float pressed too closely on the float ahead -- not to mention what should happen if it attempted to pass the other -- a quarrel could ensue. If the leader (shujigumi) was unable to successfully mediate the dispute, the procession might bog down until the following day when a resolution was finally reached. Even at present, those men in charge of the leading float lose great amounts of sleep from the time of their selection at the ujigami shrine on March 23 (until recently, it was held on April 3) until the end of the festival. During this period their nerves are worn thin in efforts to assure that they fulfill their leadership role without mishap. If they fail to foresee every possible contingency, not only will they fail to receive the cooperation of the other float groups, but serious trouble may result. The okoshi daiko rites which had been suspended during World War II were restored in 1949 and at that time the leadership responsibilities for the okoshi daiko and float procession were divided. Previously, however, a single group had been responsible for the leadership of both ceremonies, and the physical and mental load involved must have been immense. 

Another important ceremony -- the sacred procession of the mikoshi -- is called the hikimodoshi no matsuri by the local people. Until the great depression in the early years of Shôwa, each time the sacred procession would pass the homes of those wealthy families who were considered town leaders, the entire body of participants in the procession would be invited back and served food and drink. Since the procession would be ignored while the participants drank and partied, it no doubt moved only with great difficulty. In those days, the ranking of "family status" (kakushiki) was a strictly observed custom in the Hida area. In Furukawa as well, those families called "patrons" or "great patrons" (dannashû or daidannashû) were owners of large amounts of land and made their family occupation the production of rice wine, with the result that they had tremendous wealth and powerful say in the town government. The expenses for the festival were also borne almost entirely by this wealthy group of families, from the construction of floats to the labor expenses for those involved in the festival. The hikimodoshi no matsuri involved the general feasting of the participants in the mikoshi procession by the "patrons," thus providing an occasion for them to drink on an egalitarian level (locally termed taitai) with lowly shop renters or tenant farmers with whom they otherwise had few chances of contact. Even at ordinary homes, great plates of food -- primarily mountain vegetables -- would be prepared with wine for the festival participants in a custom called moridashi. As the floats wended their way around the city, an escort dressed in formal kimono (kamishimo) and wearing a sedge hat drawn down at the sides (ichimonji-gasa - would "call back" (yobimodoshite) the participants to enjoy the feast prepared for them. Since the escort dressed in the formal garb was a member of the town's governing body (otonashû), even if the festival participants were totally unknown to the home concerned, they would be invited to enter the family's drawing room and enjoy the food. At present the custom of hikimodoshi -- which formerly brought the mikoshi and float procession of a virtual halt -- has almost disappeared. One can observe, however, a custom called ie no matsuri in which individual families invite guests to their homes on the night of the completion of the "main festival" (hongakusai) ceremonies. 

On the day after the hongakusai the final rites of atofuki or yamayuki were observed. During the morning, the mikoshi was returned to the main shrine from the temporary festival shrine, while the float groups and individual homes engaged in cleaning up from the festivities. Then, the townsmen would make a pilgrimage to the shrine, and there enjoy an outdoor meal prepared by deep-frying the remaining festival foods. At present, this custom has become an occasion for relaxed "flower viewing" with friends and relatives since the cherry blossoms from the park on the neighboring hill are just beginning to bloom at that time. 

3. The Orientation toward Sacred Transgression in "Festival"

Reconsidering the Furukawa "yancha" festival, I feel a bit of uncertainty about calling it an example of "sacred transgression," since some may feel that characterization to be somewhat of an exaggeration. At the same time, when viewed from the standpoint of the daily conceptions of those who are actual participants in this festival, it is certain at very least that they are aware of the excessive nature of their behavior. If not, there would be no grounds for their use of the self-incriminating term "Furukawa yancha." And yet, there is a problem; namely, their verbal expressions of "self-recrimination" seem to be denied by facial expressions indicating self-satisfaction and pride. Sure, arguments may break out; certainly, personal injuries may result, but since this a festival such things are all pronounced "good," and one even senses a subtle air of expectation for such incidents. One even hears complaints that festivals have of late grown "too tame." If we observers express surprise at the wildness of the festival, the standard response is that "it wasn't like this in olden times." But whether it was or not, one can confirm at very least the fact that the local people share an expectation of this non-everyday disruption of everyday order. Further, since this is a festival, they say that one must bear absolutely no lingering grudges, no matter how serious the trouble involved may be. 

The question of how such savage behavior can be served up on an academic plate is by no means a simple issue. And to ignore it because of its savage nature would be an even greater disgrace to the academic calling. Further, to call it a "degradation" of the meaning of festival, or the result of popularization, would be to reject the very role of academia in searching for the raw meanings hidden within culture. 

Since I have raised the problem here, I feel it necessary to put a bit more flesh on its bones, to give it a bit more shape before setting it on the chopping block of academic analysis. As a result, while keeping in mind the examples noted above, I want to attempt a conceptual description of the features of "sacred transgression" seen in festivals. 

First, as for the time frame in which sacred transgression tends to occur, let us say that it should be located more at evening, or all night, than during the daylight hours. The festival examples I have raised to this point virtually all involve formal ceremonial rites held with utmost dignity and respect during the day, but the rites I wish to pay special attention to here are for the most part those of the yoimiya falling on the previous night (zen'yasai), or else those which burst out on the evening or deep into the night following the daytime rites. The Flower Festival (Hana Matsuri

) held around the time of the winter solstice in the mountain villages of the Oku Mikawa area, for example in the community of Furuko (Aichi Prefecture, Kitashidara-gun, Higashisakae-chô), involves a lengthy ceremony of dance which continues non-stop for three days and two nights. Following this, a devils' dance (onimai) and "kettle dance" yukagura

 are performed around kettles decorated as flower containers, and these dances continue from midnight until dawn, thus producing an effervescent situation that draws spectators into a wild frenzy. The farming villages of Yamagata Prefecture, for example the old Kurokawa Village,12 are isolated by winter snows. The sacred Noh dances

 held for the Ôgisai at the local Kasuga Shrine

, are performed throughout the night at the home of the man occupying the role of that year's rotating priest (tônin

) for the local shrine organization (miyaza

), with his home representing the temporary dwelling of the god; these dances continue all night and are thus linked to those dances performed at the shrine the following day. In this example, an all-night frenzy is not involved, and Kurokawa Noh can on the whole be called a restrained night festival, but when one considers the very fact that the dances are performed all night long, it must be considered an unusual situation. Within modern civilizations, the light of day penetrates even to deep night, and all-night work has become a normal practice, but it goes without saying that originally, night was a time ruled by darkness, a time of silence and rest. At the very least, night in the ancient period was viewed as a world of visions, a time in which the order of day dissolved into darkness and various ancestral and other spirits freely traveled to and from the land of shade. The very act of humans awakening from that night and becoming active was a kind of offense against order, and such activities were thus permitted only during sacred festivals which were aimed at concourse with the divine spirits. In that sense as well, the tendency toward "sacred transgression" was almost impossible to conceive of during the day, when it was so clearly an offense against order, but within the phase of night, the restrictions placed on daytime order could be more easily superceded and such tendencies expressed openly. 

Accordingly, human behavior which appeared at night tended toward a chaos differing immeasurably from that principled conduct of the day governed by the light of reason. The act of drinking and feasting to excess had the effect of breaking down the everyday rhythm, drunkenness and excessive behavior leading to quarrels and debauchery, while foul language and vulgar stories became the seed of raucous laughter. All of these elements thus resulted in a heady atmosphere of disorderly uproar. In the devil's dance of the Flower Festival, numerous "devils" appear brandishing papier-mâché axes, and it is customary for the young men who dance wildly around them to direct various insults and curses at the devils. At that point, there is no longer any distinction between dancers and spectators. All become a single body leaping around in the dance, raising their voices loudly in harmony to the rhythm of flute and drum and shouting out the "Tehoee - tehho!" of the dance's accompaniment. Here alone, the frosty chill of the winter night is dispelled. 

The monotonous rhythm and melody are repeated without end and the young men dance around until bathed in sweat. If this release of excessive energy -- an unbelievable amount in the context of their everyday labors -- is maintained, a new intoxication, born from the limits of fatigue, will produce a new liberation of mind. This liberation of the mind, produced as the final result of such tension, can also be found within the state of extremity experienced by the isolated individual, as noted by William James.13 In the case of the festival noted here, however, it is, of course, a group phenomenon, and in that sense if can be viewed as something produced within the situation of "collective effervescence" noted by Durkheim.14 Such a collectivity does not necessarily rely upon the mobilization of a large number of actors, but it cannot be denied that the larger the group, the greater the possibility for this phenomenon to occur. Further, not just people, but a wealth of symbols are also mobilized to the greatest possible degree, symbols including music and dance and the effects of abundant fire, light, and color. We can perhaps call it a situation which aims explicitly for an excessive consumption accompanying the casting off of every kind of restriction. 

Here, rather than ritual, the characteristic form of behavior might be said to be anti-ritual, or interference with ritual. The mode of anti-ritual is based on the antithetical premise of ritual. The reason for my using the methodological concept of "ritual" (saigi) and "festival" (shukusai) is primarily based on this discrimination of modes.15 In "ritual," no matter how simple or complex, that which links together all such forms is the attitude of reverence and solemnity towards the sacred existence which is invoked. Rather than acting with unswerving purity and circumspection in his private affairs, and keeping himself constantly pure from everyday pollutions, the person invoking or greeting the deity -- precisely because he is in the non-everyday position of greeting the deity -- is made strongly conscious of the two categories of purity and impurity in his daily life, thus becoming the subject for purification. More than the passive attitude of taboo (imi

), of not drawing near to polluted objects, he rather enters a life of sanctification (iwai) involving the practice of positive purifications (harai

). 

For example, in the case of Hida Furukawa, banners and sacred trees (sakaki) are set up at the borders and other important places through the town, while at individual homes, general cleaning is performed, after which curtains dyed with family crests are hung at the latticed entrance to houses, and pairs of handled lanterns are arrayed at the gate. In this way, the homes are no longer the site of secular life, but have been transformed into the realm of the sacred. Consider as well the sight of the town elders, dressed in their formal kimono with black crests and wearing ichimonji headwear, white tabi and zôri as they align themselves solemnly within the hall of the town's tutelary shrine to greet the deity; no matter how that deity may tend to be forgotten in everyday life, anyone witnessing this scene must admit that here is presented the world of order set out in its perfection, with the deity before all. With the deity occupying the central place of honor, those men greeting the deity express their own relative rankings by sitting in a strict order on the left and right sides (or right and left, when viewed facing the divine seat), and from near to farther away from the deity. Led by the kannushi and other priests, the order of the ceremony is a thoroughgoing embodiment of these hierarchical coordinates. All actions and behavior during the ritual are a rational attempt to realize the utmost in sacred order. At the same time, the ritual process is a reconfirmation of each element of the order of the local society. In broad terms, this involves the precedence of "public" (ôyake) over the "private" (watakushi), "inside" (uchi) over "outside" (soto), and central over local or peripheral authority. The parish representative (ujiko sôdai

) supported by family status, long years of experience and economic power; the town officials whose contributions and leadership ability are tested; the town mayor and chair of the town assembly; -- this hierarchy of figures from the "inside" of the town is joined by representatives of "outside," central power such as members of the national and prefectural assemblies, and these "center" figures are given superior positions as "guests." And given even greater prestige to these are the offering bearers (kenpeishi) dispatched, as representatives of the central spiritual authority, from the Association of Shinto Shrines (Jinja Honchô

) and the Prefectural Association of Shrines (Ken-Jinjachô

). At Furukawa's Ketawakamiya Shrine, "money offerings" (heihakuryô

) from the Association of Shinto Shrines, and "gold offerings" (kinpei; also a form of money offering) from the Gifu Prefectural Association of Shrines, are presented to the deity by the offering bearers. From the viewpoint of ancient tradition, it would be equivalent to the imperial court's making offerings on the occasion of rituals at regional shrines. In terms of content, it expresses the typical structure of ancient religion as seen in the concept of "unity of worship and rule" (saisei ittai) whereby the ritual kingship at the center recognized the right of the regional power to perform worship. In the Shrine Shinto which was separated from the imperial house rituals

 following World War II, the Association for Shinto Shrines came to carry out this function following its establishment in 1946, and the range of offerings made was expanded to include the 80,000 ordinary nationwide shrines which were under the aegis of the Association. In any event, on the occasion of the shrine worship held during festivals, the local society reproduces a microcosmos which has immanent within it that mythological macrocosmos present on the national level. The sacred order created on such occasions is complete -- the perfect realization of order the "way it is supposed to be," instead of in its normal, everyday ambiguity. 

Within the strong expression of discrimination between high and low which pervades the relationship of worshiped and worshiper, the power of the deity finds reason for praise, and the implorings of human beings find their origins. Those ritual roles which have been strictly ordained in advance are distributed in accordance with differences in position and qualification, a small number of "named" individuals serve as representatives for a much larger mass of the "unnamed," with symbolic duty taking precedent over utilitarian rights. Paradoxically, communion with the deities is realized, on the whole, through a rigid disjunction. 

These shrine ceremonies extend to and blend with the sacred procession of the mikoshi through the town. The divine spirit is transferred to the mikoshi, while before and behind, formally dressed festival officials provide escort as the procession is led along the streets of the town. In front of the houses of powerful parishioners and at the main intersections of the town streets, the procession stops, and a divine service is performed briefly in front of the mikoshi. In advance of the procession, individual homes have used salt (formerly, red soil was used) to purify the fronting street and the area before the entry way, and offerings of rice and money have been placed on lacquered trays in anticipation of the mikoshi's arrival. A lion dance (shishimai) is performed at the head of the procession to drive away evil spirits, and as the dancers stop before each home, small gifts are passed out. When the mikoshi passes by, the prepared offerings are presented and worship is performed. At many other homes, the members of the household may join the procession when the mikoshi stops for its small worship service. 

The entire household goes out to reverently meet the sacred procession. And when greeting the parade, one must never look down on it from above. As a result, people do not view the mikoshi procession from their second-floor windows, and even the lion dancers who normally ride through the streets on their floats respectfully descend at this time. One must also refrain from crossing the street through the middle of the long procession. Until 1960, the festival floats also joined the parade as escorts to the mikoshi procession, but from the following year this practice was abolished and in its place banners with the names of the various floats were carried in the procession instead. As a result, the present mikoshi procession has an even a stronger flavor of shrine ceremonial. One might say that the "ritual locale" has expanded from the shrine to the arteries of the city. 

It is precisely because this daytime "ritual" is observed with such solemnity that the tumultuous float procession and wild okoshi daiko held as night are so conspicuous. In the case of the float procession, strong and explicit restrictions operate on the sense of competition between the floats from various town wards, and on the surface of things, the procession appears to proceed with formal restraint. But when it comes to the okoshi daiko held late at night, these kinds of external restrictions fly out the window on the wings of a feverish expectancy of liberation. Here, the minority of formally attired, "named" powers lose their central role to the majority in the stark naked, "unnamed" mass, and it would appear that the direct clash of nakedness against nakedness makes possible not only the communion of fellow human beings, but that between human and divinity as well. Needless to say, since it is a festival (matsuri), the ritual principle pervades this activity, too. Even the okoshi daiko follows a predetermined course, and those youths specially chosen continue to beat energetically on the towering drum as though loathe to disrupt the steady rhythm. But what actually regulates the overall tenor of the occasion is the fierce attacks of the tsuke daiko which attempt somehow to disrupt the procession and bring it to ridicule. Here, spontaneity seems to rule over regularity, and it is impossible to anticipate what kind of danger may occur. It is said that in the past, as the okoshi daiko proceeded down the road by the river, it was occasionally overturned into the current. The crowds of onlookers as well have occasionally climbed, not just up to the roofs and second stories of homes, but onto embankments and garden trees in order to get a better view of the naked contest, anxiously excited with the expectancy of some unforeseen "happening." Everyone is in agreement that danger awaits any woman or child who ventures too near the uproar -- who knows what their fate will be at the hands of these drunken, spirited young men? But even so -- or rather, precisely because it is so -- people want to draw near and experience the thrill of madly evading that danger. As the screams of young women fill the air, the young men rise up with even greater vigor. 

It should be noted that the main actors in this antinomian performance are -- as though by formal agreement -- the young men of the town. From its very nature, the occasion directly engages the sightseeing crowds as well. As a result, it involves the participation of old and young, both men and women, and for this reason alone the effervescent spirit of the event is assured. In the end, however, it must be said that the central role is still played by the mass of young men. This point can be made not only with regard to the okoshi daiko of the Furukawa Festival, but for all the festivals I have given as examples. As a vivid instance of this typical case, we might consider the festival of Ôgisai seen in Kurokawa. The overall leadership, or central role throughout the Ôgi Festival is held by the "head" (tônin) and other members of the "men's group" (otona shû) within the shrine association (miyaza), together with the members of the Noh guild (nôza) who perform sacred Noh dances. The tônin himself is the eldest member of the shrine association, and he is considered the master of the god's temporary dwelling during the period of the festival. In that sense, a principle is at work whereby the young men of the community can never be granted more than supplementary, supporting roles by the strict age-grade system of the miyaza, and by the Noh guild with its requirements of long years of apprenticeship and practice. 

But on the dawn following the end of the ceremonies at the deity's temporary dwelling, the divine symbol is returned to the Kasuga Shrine, and along the road returning to the shrine, a rite called Asajinjô, is held as the last event of the festival. The Asajinjô is a rite of conflict between the upper and lower shrines forming the Kasuga Shrine, and it is here that the young men -- until then limited to mere supporting roles -- take the center stage. 

In addition, the final climax following completion of the Noh program at the shrine involves competitive contests with such names as tana agari jinjô and mochikiri jinjô and these fierce competitions are held between the young men divided into two groups corresponding to the two halves of the shrine guild ("upper guild": jôza and "lower guild" geza). Even before the last Noh presentation is finished, the young men are excitedly readying themselves with vigor for the contests, quarrels breaking out here and there between intoxicated enthusiasts, and resulting in a chaotic atmosphere. The contests called tana agari and mochikiri are particularly important -- the honor of the two groups rides on their success -- and two youths selected from each of the two shrine groups have important roles as lantern bearer and ô (fan) bearer for the festival's tônin. As a result, the young men, centering on these two youths, form secret strategies aiming at the quick defeat of their opponents; their practice for the competitions has been undertaken seriously, continuing unabated since even before the start of the festival. 

At a mid-point in the festival we thus find continuous rituals performed day and night at the temporary divine dwelling and the main shrine, while before and after this point we find either the kind of disorderly, antinomian rites of "sacred transgression" noted above and performed by the young men, or else the long, drawn-out rituals patiently celebrated, primarily during the first half of the festival. 

For example, at four o'clock on the morning of February 1, a long, solemn service begins in the freezing hall of the shrine. Based on a ritual procedure so complicated that it cannot possibly be performed without detailed instructions from the head priest, the other priests together with the tônin and other officiants from the two halves of the shrine guild (upper guild and lower guild) perform an exchange of ritual cups of rice wine that is repeated a full twenty-one times. At dawn, the "Ôgi-sama"

 -- the divine symbol in the form of a bontenIV -- is formally greeted by the two men serving as lay-officiants (tôya) and thus host for the deity (kamiyado) for the two halves of the shrine guild, after which the rituals and feasting continue in accordance with strict status hierarchies. The performances of Noh at the homes of the tôya finally begin sometime after nightfall that day. During that entire time, the role of the young men has been merely to serve as attendants to the tôya, or as runners to deliver messages to various homes in the town. During the performance of Noh, if they do not have roles as musicians or dancers in the performance, they are relegated merely to the responsibility for trimming the wicks of the huge colored candles surrounding the stage. In essence, although the superficial side of the festival is characterized by the performance of orderly ceremonies, the obverse side involves rituals of confrontation which effervesce with chaotic energy, and it is here that the young men of Kurokawa take the leading role. 

Socially, the young men in this group are in an unstable position during this period of transition between their former status as children and their future status as adults. This unstable status is reflected on the symbolic dimension as well by their role in acting out the condition of chaos common to the "carnival" side of the matsuri. When we consider the fact that in a society bound by a strict hierarchical system based on age rankings, this kind of "festival" chaos temporarily dissolves the status order, allowing young men the opportunity to become adults,16 the position of young men in matsuri has a significance which cannot be totally explained as merely the result of traditional custom. 

Although the material given above has been fragmentary, I have attempted through it to touch on the aspect of "sacred transgression" found in Japanese matsuri. At the same time, I must admit to some doubt as to whether the examples given are so genuinely antinomian as to deserve so harsh a term as "sacred transgression." In each of these cases, the oral tradition speaks of a past in which phenomena more genuinely of the nature of sacred transgression were present, but currently, these things seem to have largely disappeared. The reason for this disappearance is primarily to be found in the prohibitions imposed under the name of modernization, and above all in the qualitative change in the evaluation of festivals within modern civilization. 

At the same time, when we ask ourselves about the source of vitality for those festivals which continue to be transmitted in some form, we cannot ignore the existence of an explicit social inclination toward the phenomenon of sacred transgression, no matter how watered down it may be. This feeling was reinforced, in fact, while working on this essay, due to an opportunity I had to visit the islands of Oki no Shima and observe the summer festival of the small harbor town of Uragô on Nishinoshima (the great festival of the shrine Yurahime Jinja). From evening until deep at night, I witnessed the rousing procession of the mikoshi carried primarily by young fishermen; the procession passed along a short road that wouldn't have taken ten minutes to walk, but required a full three hours for the mikoshi, even though it didn't rest once from its violent shaking and twisting. The only word to describe the crazed movement of the mikoshi was "irresponsibly reckless"; one after the other the uniformly drunken and exhausted bearers would lose their footing and collapse, only to be trampled underfoot by the others. Companions would then grab arm and leg and forcibly pull the unfortunate one out from under the mikoshi. The man who was thus saved would not utter a word of thanks; on the contrary, he would express his anger at being pulled out by attacking his rescuers. In turn, any man attempting to step in and mediate the dispute would also be attacked, resulting in an expanding wave of quarrels spreading out independently of the mikoshi. Even the members of the otona-shû, who wore formal kimono and were ostensibly in charge of directing the mikoshi, had largely resigned themselves to the uproar from the beginning, and did nothing but hover around the peripheries and overlook the situation. The crowd of spectators, while having to flee numerous times in order to avoid the danger of being caught up in the chaos, nonetheless continued to press closely on the melee. I was especially impressed by a little boy about three years old who clung tightly to the neck of his young father, and while half-sobbing "it's scary, it's scary," seemed to show absolutely no desire to leave the area of the rampaging mikoshi. 

In sum, my inescapable feeling is that whenever we speak of the religious vitality of festivals, we must consider head-on and without prejudice the significance of this tendency toward "sacred transgression " 

Epilogue: On the Far Side of Sacred Transgression

The method used here to deal with the phenomena which I have forced into the category of "sacred transgression" admittedly has about it a bit of conceptual exaggeration based on a rather tentative thesis. In addition, if we follow the suggestions of Yanagawa Keiichi, who has made lucid proposals regarding the investigation of matsuri from the standpoint of the history of religions,17 then my work here clearly falls into the category of research premised on a "theology of matsuri." Of the three "theologies" noted by Yanagawa, I may have set feet in both the camps of matsuri as a "sacred drama" and as the "coexistence of contraries."18 In either case, any further theorizing beyond what I have done thus far would clearly involve entry into some kind of theological domain. Since I am not yet prepared, however, to attempt to construct a systematic theoretical position, I will at present refrain from using the word "theology." 

As I noted at the beginning, merely to point out the presence of a debased "festival" aspect in matsuri would justify the title neither of field report nor research. My intent in attempting to treat this data within the rubric of 'sacred transgression' has therefore been in order to use this category as a means of helping us better understand the basic principles inherent in the phenomenon of matsuri. In broad terms, the problem is "where do we position the orientation toward 'sacred transgression' within the religious plot of the matsuri?" Merely using a straight structural analysis to show how contradictions are resolved through the operation of a mediating element, or the process of a dialectical resolution of contraries, seems overly abstract and unjust to the actual data. Even if the ultimate framework indeed has this kind of structure, I want to think that what has induced or introduced that structure is not some universal human dynamics common to all cultures, but rather a type of symbolic signification or image. 

When voiced in this way, it may be thought that one could immediately assume a kind of concrete mythological narrative or plot development. Unfortunately, however, the issue is not so simple. One can, of course, detect certain motifs or rhetorical narrative elements within any matsuri, such as the motif of the meeting between the god and goddess seen in the night festival as Chichibu, or the descent of and mingling with the deities seen in the festivals at Furukawa and Kurokawa. But even so, such plot elements lend us virtually no aid at all when it comes to explaining the orientation toward sacred transgression proposed here. The question of why the young men publicly prepare for such a high degree of antinomian activities, and why such activities are permitted, clearly cannot be fully answered merely by such elements of dramatic plot. 

If it is possible to find an answer to this question from a somewhat different direction, that direction will tentatively be on the "farther side" of concrete myths and the narrative plot of matsuri, something which on a more fundamental level, underlies it all as a principle running through both religion and society. Let us postulate two kinds of society, one which grants the possibility for publicly permitting -- as a "sacred transgression" -- what on the phenomenal level can be called an "orgy " and on the other hand, a society which permits absolutely no occasion to such orgy, considering it a crime to be totally proscribed. Then, with regard to the question of why the one society permits it and other society proscribes it, is it completely rash to consider that there might be differing structures of meaning which, as fundamental principles, control the religious expressions of the respective societies, and that such differences appear here, in festivals? 

The classical scholar Karl Kerényi has stated that the festivals observed by the societies of ancient Greece and Rome included a unique element of "festiveness" (Fest-Qualität) which could not be reduced to any other term, and further, that the modern societies of Western Europe had already lost this quality, so that it had become a concept virtually impossible for moderns to understand.19 In turn, the literary philosopher Johan Huizinga has attempted to bridge this cultural gap through his use of the concept of "play."20 While leaving a phenomenological consideration of "festivals" and "play" to another occasion, the significance of these comments should be considered seriously. If what I have called the orientation toward "sacred transgression" structures at very least the "festival" or "carnival" side of the matsuri, then we should keep in mind the possibility that we Japanese whose educations have been based on the learning of the modern West may also have had our sensitivity to "festiveness" significantly dulled, with the result that it may behoove us to approach the meaning of the subject with a bit less self-assurance. In this sense, the insistence found in those writings of Gilbert Durand21 and Georges Bataille22 which have been recently introduced to Japan may be of help in strengthening this perspective. In contrast to the analytical train of thought which is characteristic of modern science, Durand insists on the extreme importance for human cultures of the symbolic mode found in religion and art. He calls the former mode the "system of day," and the latter the "system of night," thus calling for a rectification of the tendency for modern civilization to make an absolute out of the former while totally banishing the latter. Bataille too, uses his incisive irony to highly evaluate the disobedient and paradoxical nature of festival. 

Aside, however, from this kind of philosophical speculation, the work of the literary historian Mikhil Bakhtine is full of rich suggestions based on more concrete, substantive evidence.23 Needless to say. Bakhtine finds the positive value of the sixteenth century French author François Rabelais in the medieval folk culture of carnival-like laughter forming the background for Rabelais' writings; Bakhtine analyzes in detail the rich portrayal in Rabelais' stories of festivals and outdoor feasts enjoyed in town squares, side by side with what should be called grotesque physical images. According to Bakhtine, Rabelais was an enormously important presence, one which set the course for post-Renaissance literature not only in France, but throughout the world. That later evaluations of Rabelais tended to be sharply divided between heady praise and dismissive scorn was due to the fact that his works had a grandeur which broke out of the framework of the existing narrow classicism, with the result that they exceeded the then-contemporary capacity for understanding. And the greatest reason for this is the fact that Rabelais' works used literary images to give life to the medieval folk culture of the comic. The aesthetics of modern bourgeois society cast away its origins among the folk, and was thus incapable of correctly understanding this culture of the comic; while emphasizing this point Bakhtine attempts a fresh reappraisal of the deep originality of that culture. 

What especially draws our interest is Bakhtine's reference to three basic forms within the expressive variety of this popular culture of laughter, and of these, the first is the "ceremonial, spectacle form (the carnival type of fetes, the various comedies enacted in the public square)" (Bakhtine, 11). Needless to say, Bakhtine views that medieval popular form of the comic typified in the carnival, as "one of the most important primary forms of human culture." He goes on to say that the public festivals staged by the medieval church and state were antithetical to the true essence of human celebration. At the same time, the aspect of the comic found within the so called "festival of fools" was "not an abstract, purely negative ridicule directed toward the rituals of the church and ecclesiastical hierarchy. The 'moment' of negative ridicule was buried deeply within the ecstatic laugh of rebirth and restoration. The 'second human instinct' is laughter, the laughter of the material, physical substructure which is not expressed in the world view and rituals of the public domain" (Bakhtine, 71). As he notes here, in the medieval period that laughter was isolated from the realm of public festivals and, rather than existing alongside the public, it took on a unique comic form and thus appeared on the popular level as a physical materialization of the abstract nature of that ritual observed in the public domain. The logic of this topology was that of a "bringing low," or "devaluation"; that which was lofty and old, that which was perfected, was thrown down to a material, physical hell in order to effect a death and new birth (Bakhtine, 76). According to Bakhtine, this kind of making low or pulling down is a "universal principle of festival and feast" (24), but the significance of this statement is in the fact that "on that occasion one turns again to the things of the world, becoming one with the earth in the sense of taking all in and simultaneously giving birth to all" (26). "Namely, the bringing low, pulling down, is a burial, and the same time a planting, a putting to death, but one for the purpose of giving life in a newer, more perfected form" (26). This form of medieval folk festival was nothing other than the result of a folkloristic transmission of the festival of the agricultural deity Saturnarius from the ancient Roman world. Further, the idolatrous representation of the deity itself was none other than the "grotesque image" seen in the uncanny pictorial furnishings of ancient ruins which were discovered all around Rome in the late fifteenth century. According to Bakhtine, the essence of this kind of decoration was seen in the extraordinarily unrestrained, free and playful treatment given to plants, animals, humans, and forms. Those forms exceeded their individual borders, becoming so intertwined as though mutually giving birth to each other (34). 

What we should note with regard to Bakhtine's attempted analysis of the "grotesque image" found in the festival, and which flowed from ancient Rome through medieval Europe, is first of all the fact that that image had as its essence the "sacred transgression," the sacrilege which "brought low" public powers and order to an earthly, physical ground. Second, that process suggested the cosmological principle of chaos and rebirth within which the publicly created order was done away. The "image of the grotesque" can be said to be a realistic depiction of both poles of change, the new and the old, that which dies and that which is reborn, the beginning and the end of metamorphosis (Bakhtine, 28). 

Naturally enough, I do not yet feel the courage necessary to attempt to link the kind of grotesque image indicated by Bakhtine directly to an analysis of the "divine transgression" orientation in the Japanese festivals which I have treated here. At the same time, however, I do feel that I can say at least that the aspect of divine transgression seen in matsuri phenomena can be directly linked culturally to the concept of cosmic chaos, based on the sense of creative regeneration. 

While realizing that I may a bit too abrupt, I want to suggest in closing one way of considering this matter. Namely, within any society or group which observes festivals involving an orientation toward a kind of sacred transgression -- no matter in what form that may come -- there may be a principle which, from its presence on the "farther side" of the mythic plot or traditionally transmitted code forming the concrete elements of the festival, fundamentally or universally restricts the structure of the festival. I further want to characterize that principle as a process of rebirth through a return of the self to the state of cosmic chaos. When articulated in this way, it appears to be the same theory as that raised by many other scholars including Mircea Eliade, and I myself have voiced such theories on a number of occasions. But from my viewpoint, it is still a rather experimental adventure. 

For example, at the stage of the religion of primitive and archaic societies, a stage at which myth still has a vital existence as sacred order, the festival can indeed be called an embodiment of that order, and the figurative mythic plot thus becomes the direct source for the dramatic structure of festivals. As a result, the primeval chaos spoken of in the myth becomes a symbolic image leading directly to the aspect of "fete" or "carnival" found in religious celebrations. As previous scholars have pointed out, the importance of chaos to the regenerative significance of festivals is in general limited to this stage of religion. 

In the religion of the modern period, however, we tend to think that ancient mythic ideas have long since been barred from the realm of religious truth. If so, then what kind of principle supports the structure of those festivals which continue to retain their vitality? As I have noted repeatedly, the principle which leads to the actual unfolding of those modern festivals which I have introduced here is not immediately reducible to the traditionally transmitted plot, or "code." 

It seems that modern festivals have long since been divorced from that structure equivalent to the original, concrete mythic code, and thus seem to have taken on a life of their own. But even with regard to such modern festivals, if we once again interpose the principle of a return or reduction to chaos, a return effected by the self-negation of order, and symbolically expressed by the spontaneous realization of the phenomenon of sacred transgression, then I cannot help but feel that the myths of the past and the festivals of the present can be understood as continuing to vibrate sympathetically on the religious dimension. 

Postscript

With regard to the Hida Furukawa Matsuri, which furnished many of the concrete examples raised in this paper, I should note that my field research on this festival was carried out in 1975 as one part of the project "Social Change and Japanese Religion" supervised by the Institute for Japanese Culture and Classics, Kokugakuin University, of which I am a member. In addition, I received great help at the stages of field research and documentation from Rev. Miyasaka Kiyoshi (currently Gon-Negi

 at the shrine Fushimi Inari Taisha

), Hatakeyama Yutaka, currently academic curator of the Machida Shiritsu Minzoku Shiryôkan [Machida Municipal Folk Museum], and Uno Masato (Seijô Daigaku). Responsibility for the conclusions reached from this research, however, rest with myself. 

There are many people who showed me great kindness and cooperation during my field research in the town of Hida Furukawa. Since I cannot thank them all individually here, and out of considerations of fairness, I refrain from noting specific names, but I wish to use this opportunity to express my deep appreciation to them all. 
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Divine Symbols in Japanese Festivals: The Ôgi Festival in KurokawaI
NAKAMAKI Hirochika 

1. Mise en Scene
Composed broadly of the two aspects "ritual worship" (saigi) and "celebration" (shukusai)1, Japanese festivals

 involve a wide variety of symbolic contents, and are supported by unique organizations, based on the principles of "harmony" and "opposition."2 In this paper I want to interpret the relationship between such symbols and organizations through the medium of a theory of cognition. 

Human perception is composed of three types of cognition: concrete sensory cognition (kankakuteki ninshiki), abstract conceptual cognition (gainenteki ninshiki), and what might be called an intermediate kind of cognition, namely, representational cognition (hyôshôteki ninshiki), a form which is involved with everyday perception while still retaining some of the unique features of sensory cognition. The existence of symbols assumes the presence of representational cognition and conceptual cognition, while pure sensory cognition is excluded from the activity of symbol formation. 

Symbol formation can occur through either of two processes: in one, symbols are produced from association with the representation of a given thing, while in the other, symbols are evoked as the expression of representations or concepts. In this essay, representations and concepts will be treated as cognition, while symbols will be considered the expression of that cognition.3 

2. Kurokawa's Ôgi Festival

The subject of this paper is the Ôgi Festival, held each year in the major village section Kurokawa, Kushibiki-machi, Higashitagawa-gun, Yamagata Prefecture, on the first and second days of February. Kurokawa is a rice paddy region located on the east bank of the river Akagawa, about thirty minutes by bus south along the old highway Rokujû-ri Kaidô (present-day National Highway 134) which runs from Tsuruoka City to Yamagata City. To the east one can see the Dewa mountain range, with a clear view of the mountains Gassan, Yudonosan, and Chôkaisan. People in the area find their livelihood in hydraulic rice agriculture, supplemented by field agriculture and forestry-related occupations. Families in the area each possess an average 1.8 hectares of paddy land. The population of two-thousand live in a total of fifteen community settlements (buraku) including four new communities formed since World War II. Administratively the area is divided into Upper, Middle, and Lower divisions (ku). 

As though protectively overlooking the various communities, the local tutelary Kasuga

 Shrine (Kasuga Jinja) is located against Mount Kasuga in the central eastern side of the village. The shrine currently referred to as Kasuga was formerly called Shinzan Eirakuji Shisho Myôjin Following the Kyôho period (1716-1735), the common name was changed from Shinzan Myôjin to Shisho Myôjin,4 while the official name Kasuga Shrine is far more recent, dating only from the Meiji period (1867-1912). 

As suggested by the name, the enshrined deities are the same as those of the original Kasuga Shrine in Nara, namely Takemikazuchi no Mikoto, Iwainushi no Mikoto, Amenokoyane no Mikoto, and Himegami. The annual major festival

 of the Kasuga Shrine is a spring festival held in May, but what is in fact Kurokawa's largest festival observance is not the major festival to the shrine's four official deities, but rather the celebration to Ôgi-sama held in February. 

The Ôgi Festival was formerly held during the first three days of the lunar New Year, but now it is observed during the first two days of February. Preparations for the festival actually begin on January 3 with the festival "promotion" called the kôgyô, held at the houses of the leading Nô actors (nôdayû) of the upper and lower shrine guilds (kamiza or jôza, and shimoza or geza). 

This gathering provides an opportunity to recognize new entries to the guild membership,5 and serves as a signal for the beginning of Nô rehearsals in preparation for the coming festival. At the shrine rite called miya nobori (lit., "going up into the shrine") held on January 17, the Kasuga Shrine confers the honorific title of Kunitsukasa ("provincial magistrate") on the two annual lay priests (tônin

) of the upper and lower guilds, and these two men are honored at a banquet together with the shrine priests

 and the nôdayû. The shrine priest enters a period of abstinence and purification from this day on. 

The Ôgi Festival is also known locally as the "Bean Curd Festival" (Tôfu Matsuri

); around the time of the miyanobori, the roasting of bean curd is begun at the two tôya, the homes of the tônin. Over a period of three to four days, about 30,000 pieces of bean curd will be roasted by the lower guild, and about 14,000 pieces by the upper guild (these figures for 1975). 

On January 29 the shrine priests alone perform the "rites for hanging the sacred border rope" (shimekake-sai), which mark the descent of the deity. This ceremony is held just below the shrine, in the garden of the Sakaki

 mansion (the family of the senior priest Endô Jûzaemon). Also at the Sakaki Mansion, about eighteen liters of rice are cooked and pounded, then kneaded into large round ceremonial rice cakes called kagami mochi, or "mirror rice cakes

" to be used later in the festival. 

On January 30 another miyanobori is held at the shrine, and practice is held for the performances called tana agari jinjô (see below). The homes serving as tôya are busied as furniture is cleared away and stored in earthen storehouses, the doors of the house are removed, shelves are prepared for use as altars, dedicatory papersII pasted up, and meal preparations made. On January 31 a minor festival is held in the shrine, followed by the hanging up of the large mirror rice cakes inside the shrine's hall of worship (haiden

), and the shoveling away of snow inside the shrine grounds. 

Final preparations are also underway at the respective tôya, with messengers being sent out to guild members and to the family serving as leader of the opposite guild, delivering ritual invitations to the celebrations on the following day. 

At about 3:00 A.M. early on the morning of the festival's first day, the young men serving as their respective guild's "keepers of the ôgi" (ôgimori) and "lantern bearers" (chôchin mochi) assemble at the shrine. While divine services are being held within the shrine, rice cakes are being roasted at the respective tôya for use in the traditional New Year's soup called zôni. 

Around 6:00 A.M., the divine services and ceremonial repast

 end, and the Ôgi-sama of the respective upper and lower guilds are taken out of the hall of worship via the small windows in the side of the hall. Young men in snowshoes use farm hoes to clear a path through the snow, and the lantern bearers light the way as the keepers of the ôgi proceed along the road, bearing their respective Ôgi-sama. Behind them, a procession of thirty to forty shouting children and other people follow the Ôgi-sama. Along the way, the procession of the two guilds divides, each one taking its own path to its respective tôya. 

The tônin puts on a simple robe, wraps a headdress on his head, and follows the lantern bearer to greet the Ôgi-sama at the entrance of the house. In the case of the upper guild, the Ôgi-sama is hung sideways from the house's ceiling beams, while at the lower guild, it is erected vertically against the home's central pillar. After the Ôgi-sama is enshrined in its appropriate place and venerated by the tônin, the children are treated to a breakfast of zôni soup. 

Shortly thereafter, the shrine priests arrive at the tôya of the lower guild. The priests affix wide bands of cloth to the Ôgi-sama and decorate it with new paper streamers (shide

; also called the Ôgi-sama's "clothes" or okoromo). At the same time, they also construct the offerings (gohei

) which are to be held by the children who perform the ceremony called the "stamping of the earth" (daichifumi). After completing these tasks at the lower guild, the priests travel to the upper guild's tôya, where they repeat the procedures there. 

Following this ceremony, the tôya host parties called the oesake.6 At the lower guild, an assembly called the "children's guild" (kodomoza) is first convened for women and children, after which the regular assembly of male guild members is held. At the upper guild, however, this order is reversed. The members of the guild assemble solemnly, wearing the formal kimono known as kamishimo. After paying their respects to the Ôgi-sama, they greet the tônin and then take their appointed seats. The sacred Nô mask called the gosonmen7 is carried in together with Nô costumes, and finally the leading Nô actor (nôdayû) takes his seat. 

First of all, the roll is called in a ceremony called zakari, in which the names of all members of the assembly are read out, beginning with the leading Nô actor. Once the zakari has been completed, the tônin for the three days of the festival is officially recognized in a ceremony called tôgoi. 

Next, new additions and changes to the za membership are recognized and they greet the other members of the guild in the ceremonies of zairi and zagae. In this guild, the priests of the local shrine and of the Buddhist temple Hôkôin8 also participate, but that participation is as equal members in the guild, not as clergy having a special religious capacity. 

After this set of ceremonies is completed, a festival meal is prepared featuring fried tofu, burdock, ostrich ferns, fish and ceremonial toasts of rice wine. The meal, however, does not become the kind of wild drinking party seen in some other festivals. After drinking just enough to bring on a mild intoxication, the meal is brought to a close and the participants return to their homes. 

Around three o'clock, a Nô stage is prepared in the drawing room of the tôya, and preparations are made for the traditional bridge passageway used in the Nô theater. The Nô performances forming the high point of the Ôgi Festival begin around six o'clock in the evening. The Nô leader, followed by the secondary actors, pay their respects to the Ôgi-sama, trying to achieve concentration of attention in apparent disregard of the uproar going on about them. 

When the two leave, the members of the Nô chorus (jiutai) appear. Then, while the tônin, keeper of the ôgi and the lantern bearer hold the Ôgi-sama open in fan shape, a young boy about five or six years of age stands before the spread Ôgi-sama and performs the ceremonial "stamping of the earth" (daichifumi). Following this ritual performance, the three traditional ceremonial Nô pieces (shiki sanban) are performed, followed by alternate performances of five Nô pieces and four comic interludes (kyôgen), which are divided into two sections by a single intermission. 

The performances continue through the night, only ending at six o'clock the next morning. At around nine o'clock in the evening a man called the "dawn messenger" (akatsuki no shisha) leaves the lower guild's tôya and heads for the upper guild. Following the completion of the performance of a minor Nô piece at the upper guild, the messenger takes a seat on the Nô stage and pays homage to the Ôgi-sama, then delivers a ceremonial greeting on behalf of his guild's tônin and Nô leader: 

We proclaim our congratulations on this fine presentation of divine rites. Let us perform the divine rites at hand without delay. On the morrow, divine rites of great importance are to be held. We humbly ask that you arrive at the holy shrine at the appointed time.9 

On the morning of February 2 the Nô stage is dismantled, and after a hurried breakfast the procession heads back again to the shrine. Here, too, the road is cleared by the young men with their farming implements, followed by lantern bearers, the Ôgi-sama carried by the keepers of the ôgi, then the Nô leader, the men's assembly (otonashû), and other actors and children. During this time, the various festival implements the tôya are transferred from the current year's tôya to the man who has been selected as tônin for the next year. 

Upon receiving the scroll emblazoned with the words "Kasuga Jinja" (Kasuga Shrine), the tôya for the following year hangs the scroll in the alcove of his home and hosts a breakfast for his relatives. 

The members of the lower guild enshrine their Ôgi-sama in the inner drawing room of the Sakaki family estate; after taking a brief rest, the Ôgi-sama is opened and another performance of the "earth stamping" dance is held. The procession of the upper guild arrives outside the shrine somewhat later than the lower guild, and timing their arrival with the end of the "earth stamping" dance, they send a "seven and one-half times messenger"III as an polite response to the "dawn messenger" sent the previous evening from the lower guild. 

The upper guild's messenger pays his respects to the lower guild's Ôgi-sama, then gives a verbal greeting as a representative of the upper guild. During this period, the upper guild's Ôgi-sama remains waiting in the fan-shaped "garden of play" (asobi no niwa) just before the torii

 of the shrine. 

In this way the guilds' two Ôgi-sama meet once again, and together, they now are carried up the stone steps of the shrine, followed by tônin and lantern bearer. When they reach the purification fountain, the young men bearing the two Ôgi-sama suddenly begin running, and press themselves through the two small windows on the right and left sides of the hall of worship, standing their Ôgi-sama against the "Ôgi pillar" (ôgi bashira) inside the shrine. The first to complete this act is the winner. This is the competition known as asa jinjô, and it is sometimes said that a victory by the upper guild signifies the calling forth of the "blessings of heaven" (tenpuku) while a victory by the lower guild represents the "blessings of earth" (chifuku).10 

The Nô stage within the hall of worship is surrounded by the guild membership, called the "circle of men" (meguri no otonashû), and the tônin, keeper of the Ôgi, and lantern bearers sit with the Ôgi-sama at their backs. The minor Nô play presented the previous evening is now offered again, first by the upper guild, and then by the lower guild. One of the unique features of Kurokawa Nô is the fact that during these performances, the upper guild always uses the right bridge and the lower guild uses the left bridge (directions when viewed facing the stage). 

Following the minor Nô piece, an "earth stamping" is performed by the children representing both guilds. The children's performances are simple and timid, yet full of energy, and the crowd looks on with united attention; the completion of the rites is greeted with thunderous applause. 

The "earth stampings" are followed by another performance of the three traditional Nô ceremonial pieces. In this joint performance, members of both guilds serve as jiutai and musicians; the upper guild performs the ancient local Nô piece called Tokoro bussoku, which is followed by a performance of Sanbansô by the lower guild. When the ceremonial pieces are completed, two of the young men from each guild who have just completed ablutions offer trays of offerings. They drink libations of dedicated sake

 poured by assistants called orimori, and at the signal of a flower thrown by the head of the orimori (called the oritô), they beginning racing toward the Ôgi pillar. 

Assisted by the young men of their respective guilds, the four men climb up onto platforms (tana) hung at the sides of Ôgi pillar, and then take the Ôgi-sama of their respective guilds as they are handed up by those below, inserting the Ôgi-sama into the timber rafters of the shrine's ceiling. This completed, the young men sit down on the tana, eyeing each other from their cross-legged perches. This competition is known as the tana agari jinjô, and here too, the side which is first to store its Ôgi-sama away in the rafter beams is the winner. 

Next, within the shrine's interior

 the shrine priests, tônin, keepers of the Ôgi and lantern bearers sit down to a ceremonial repast in appreciation to the tônin, and engage in an exchange of wine cups, using the ceremonial form of toast called san-san-kudo ("three-three-nine times").IV 

Following this ceremony, small artificial flowers are passed out to participants in exchange for the paper ropes which were hung around their necks during the festival processions. In addition, large artificial peonies are given as presents to the house of the nôdayû. Then, the two tônin entertain the nôdayû at a backstage meal. Here, the upper guild tônin visits the lower guild's backstage area, while the lower guild's tônin visits the upper guild's, each thanking the other for its labors in the festival. 

At an appropriate junction, an orimori tosses one of the small flowers up into the air, and at that signal, the four youths who have been eyeing each other from their sitting perches on the tana now jump up and lower the Ôgi-sama from their rafters, passing them to other youths waiting below. As soon as they receive the Ôgi-sama, the youths below run with them to the chief priest waiting in the area before the shrine's sacred interior. 

Here, the Ôgi-sama's white cloth is removed and wrapped around the body of the coming year's tônin; blindfolded with the cloth, the tônin is supported by the youths and led before the holy of holies. As soon as they have lowered the two Ôgi-sama, the youths on the platforms cut away the ropes which have held the large mirror rice cakes to the ceiling since the beginning of the festival, and lower the cakes to the floor. In both these competitions, the side to complete the action first is considered the winner. 

With the cloth removed from the Ôgi-sama, its three limbs are tied up with a rope woven from the small paper cords earlier received in exchange for the artificial flowers decorating the interior of the shrine. The two Ôgi-sama are then stored inside the shrine, each placed so that it points in a direction opposing the other (vertical versus horizontal). After the sacred offerings are removed and the shrine closed, the beating of a drum signals an end to all festival observances. Outside, it is already twilight. 

The festival repast at the shrine is kept simple, and officials leave quickly. The ceremonies signaling the tônin's release from festival abstinence

 are also kept to a minimum. After all, it must be recalled that the main participants in the festival have been virtually without sleep or rest for the last two days. 

On the following, third day, there are no particular ceremonial observances, merely the cleaning of the tôya and the putting away of Nô costumes and masks. But at the house which is to be next year's tôya, the public is entertained in a continuation of the asa jinjô of the previous day. Formerly, the festival continued for three days with the result that closing ceremonies were observed at the Sakaki mansion on the fourth day, together with the release from festival abstinence at the tôya. At present, however, the only ceremonies held on the fourth day are the "lowering of the sacred rope" (shime oroshi) performed by the shrine priest at the Sakaki home, thus signaling the return of the deity to its other-worldly abode. 

3. The Shrine Festival Organization and Priests

A. The Shrine Guild (Za)

While the Kasuga Shrine itself is a religious organization with officials appointed in accordance with provisions of the Religious Corporations Law, the Ôgi Festival is still observed in strict conformity with the style of the old miyaza

 or "shrine guild" organization. Composed of "upper" (kami) and "lower" (shimo) halves, the guild takes the lead in all festival proceedings, and even the shrine's official representatives play only a secondary role. 

Before World War II, the Kasuga Shrine had for its parish the entire region of the old Kurokawa Village (administratively joined to Yamazoe Village in 1954 to become Kushihiki Village). The composition of the za in 1970 included 127 homes belonging to the "upper" guild and 157 homes in the "lower," with the result that the majority of the members of the old community were parishioners, together with some degree of additional membership represented by residents of the new community which was settled by branch families following World War II.11 

The guild differs from the geographical administrative unit of "ward" (ku, formerly called kumi), with guild membership being determined by the two primary principles of geographical residence and blood relationship. With the Kasuga Shrine as a divide, most families living to the south, namely toward the upstream side of the river Akagawa, belong to the "upper" guild, while those living to the north side (downstream), are mostly members of the "lower" guild. As a result, it can be hypothesized that originally, the division into upper and lower guilds was a geographical discrimination based on an east-west line which formed a border extending outward from the shrine. 

The fact that at present upper guild families can be found scattered within the lower guild region and vice versa is primarily a result of the formation of branch families and geographical mobility. When a branch family (bunke) is created in Kurokawa, it automatically becomes a member of the same guild as the stem family (honke) from which it has become independent, regardless of the actual geographical location of residence. Even if a person moves outside of the major division of Kurokawa, as a guild member he still does not lose his qualifications to serve eventually as tônin, and there are examples up to the early Taishô period (1912-1926) in which a person would return to his natal family from a considerable distance to serve in this role. Up to that time, in the event a man was adopted as an heir he remained a member of the za into which he had been born. 

This system was modified in the Taishô period, however, so that in the event the family into which one was adopted or married was of a different za, the newly entering individual would change his za of membership. Families which newly moved into the Kurokawa area were generally admitted to the za of the residential area in which they lived, although there were also cases of za admission on the basis of in-law relationships, for example, the case in which an individual from another village took residence near his wife's natal home. In sum, the "upper za" and "lower za" were initially formed on the basis of artificial geographical discriminations; thereafter, za membership came to be determined according to a principle in which relations of descent took precedent over strict geographical locale.12 

While the shrine guild (miyaza) and the Nô guild (nôza) are the same in substance, they must be discriminated formally. Here, I will define the miyaza as the parent body for the performance of divine rites, while the Nô guild will be considered a group dedicated to performance of Nô drama. The head of the miyaza is the tônin, an annual post occupied each year by a different person. In contrast, the head of the Nô guild is the nôdayû, a hereditary post passed down through a single family. 

The most important role of the tônin is to greet the Ôgi-sama and provide it with a sacred dwelling (namely, the tôya) during the Ôgi Festival. The individuals selected as tônin are the oldest members of the respective guilds, and no consideration at all is given to such factors as economic power. Accordingly, any and all full-fledged members of the za have the duty and qualification to serve as tônin if called upon. 

Each guild's "circle of elders" (meguri no otona-shû) allows two new annual additions to its membership; the eldest of these serves as the "three-day office" (mikka no tô), the next eldest serves as the "two-day office" (futsuha no tô), and the third eldest serves as the "one-day office" (ichinichi no tô). At present, the "three-day office" is in fact only one day long, but formerly, Nô was performed at both tôya on each of the first three days of the new year. The financial burden on the tôya is not inconsiderable, but there is cooperation from within and without the guild in the form of offerings of rice and money, and this covers most of the expenses. Within the drawing room of the tôya offertory papers cover most of the ceiling, walls, rafters and beams. Considerations are taken in order to assure that no burden falls on any particular family in the serving as tônin and that the privilege of serving is distributed among all members of the za. The post of tônin is the last and likely most weighty responsibility a man can hold, and after serving it well, he is considered retired. 

While the post of tôya is distributed annually according to a principle of equality among all members, the role of main Nô actor or nôdayû is hereditary. At present the upper guild's nôdayû is Kenmotsu Izumi, and the lower guild's is Ueno Sakyô. The acting roles of Sanbasô and Senzai are also hereditary, and in the upper guild a separate hereditary line of actors carries the role of the "old man" (okina) in the play Tokoro bussoku. In the pre-war period, these were all wealthy families, the village's upper class of farmers. At present, the upper guild includes forty or so Nô actors, while the lower guild includes some fifty or so, with the result that not all members of the shrine guild are Nô actors. 

When a person becomes the new nôdayû for one of the guilds, he learns the "old man dance" (okinamai) from the nôdayû of the other guild; other than this format of transmission, he also studies with the other nôdayû and Nô masters of his own guild. 

The kôgyô or festival "promotion" ceremonies observed at the homes of the nôdayû on January 3 involve ritual toasts officially recognizing the addition of new members to the young men's group, but in addition, they also serve as a general meeting of all members of the respective guilds, when announcement can be made regarding activities and finances. Each guild is an independently managed body, and their main source of annual income is the uniform za membership fee (called zawari) and performance fees. 

It should also be noted that while I have here used the general term miyaza, neither this term nor nôza are actually used by Kurokawa residents to refer to these organizations; instead, the overall title of Kasuga Jinja no za ("Kasuga Shrine Guild") is used, and that overall organization is divided into upper and lower halves. At the time of new admission to the za, however, the individual traditionally makes the oral statement, "It is my desire to be allowed membership in the omote za and the jinza based on my presentation of the standard fees."13 

The term omote za [also pronounced omoku za] here refers to the ceremonial kôgyô assembly held at the home of the nôdayû, while the term jinza refers to the assembly at the tôya house. The use of this kind of terminology can thus be considered an expression of the conscious discrimination of nôza from miyaza. Further, on the occasion of the zakari [see above], the nôdayû's family name and personal name are called out twice, and this, too, can be thought an expression of the consciousness that he plays a role both as head of the nôza as well as ordinary member of the miyaza. 

To sum up the above, the Kasuga Shrine Guild is divided into relatively independent upper and lower halves, each of which is at one and the same time a miyaza as well as nôza. It can be said that while the latter two are not normally distinguished, there are formal occasions on which this differentiation is made explicit. 

B. Shrine Priesthood

The hereditary shrine priest (shashô) at the Kasuga Shrine is Kenmotsu Daizen; the first generation Kageyu moved to Kurokawa in 1487, and from the second generation Kenmotsu Minbu Fujiwara Munetaka, the family served the shrine deity Kasuga Shisho no kami.14 The Endô Jûzaemon family of senior priests (negi

) is another old lineage which has served the shrine in a hereditary office. The "house matrons" (called ietoji) of the Endô family of shrine priests have traditionally served as priestess mediums (miko

) for the shrine under the name of Sakaki, and up to the modern period they received in turn an annual allotment of one koku and three shô [a total of about 234 liters] of rice from the shrine estates.15 

This explains the origin of the name of the "Sakaki Mansion." A document dating from 1668 notes the presence of a shrine priest (kannushi) called Daizen dayû, together with a shrine caretaker called Jûzaemon.16 At present, the shrine priestesses come from seven families of Endô descendants, but it is not clear when this practice began. The families of Nanba Jinkurô and Narita Daizô currently serve as "minor priests" (miya shusshi) for the shrine, the former from the Edo and the latter since the Meiji period. 

Other than these individuals, three families each are selected from the upper and lower shrines to serve as the food attendants called orimori. The three houses chosen from the upper guild are in a relation of main and branch families, while two from the lower guild are branch families of the shrine's senior priest. In this way, the shrine priests

, priestesses, and orimori are hereditary roles, but some, like Narita Daizô, have been added only since the Meiji period. 

In terms of their relationship to the shrine guild, the gûji is a member of the upper guild while the negi is in the lower guild; the priestesses are in the lower guild while one each of the "minor priests" are in the upper and lower guilds, and likewise the orimori also come three each from both upper and lower guilds. Both the Daizen and Jûzaemon houses have been wealthy families since long ago, and until the post-war land redistribution policy was put into effect, both families represented powerful interests in the very top economic echelons of their respective communities. The present gûji has served as a member on the village and town councils, as vice-chairman of the town council, and as president of the local agricultural union. 

The main function of the shrine priests on the occasion of the Ôgi Festival is to perform the various official rites at the Kasuga Shrine, including the miya nobori, shimekake matsuri, and shime oroshi, as well as adding the paper and cloth streamers (shide) to the Ôgi-sama when they arrive at the two tôya. On the occasion of such rituals, the shrine priests take a disinterested position transcending their individual identities as members of the upper and lower guilds, thus performing the roles of gûji, negi, and miya shusshi equally with respect to both guilds. 

In terms of their relationship to the guild within the Ôgi Festival, the priests of course pay reverence to the tôya, but they also attend the celebrations at the tôya and participate as normal guild members in the roll call. They may also have the opportunity of serving as tônin. 

4. Divine Symbols

A. The Ôgi-sama

The two Ôgi-sama are each formed from three cedar staves, each of which is about 7 centimeters in diameter and 2.4 meters long. At their top, a large bundle of paper streamers called shide is attached, and the three poles are joined together by five bands of white flax cloth and intermittent cords. As a result, when the top ends are spread apart, the appearance is that of a large fan-shaped object, thus indicating the association of "fan" (ôgi) with its name. Each guild possesses its own Ôgi-sama, and at all times other than during the festival, they are stored within the shrine's sanctuary, one pointing vertically and the other horizontally. 

Early on the first morning of the Ôgi Festival, the Ôgi-sama are taken out of the shrine and carried to the tôya, where new shide and white flax cloth are affixed. The shide are formed from white Japanese paper cut with slashes, and each year, ten sheets more are added to those already on the Ôgi-sama. As a result, the bundle of shide on the top of the Ôgi-sama gets larger each year, but about every twenty years a festival is held called the "changing of clothes" (mikoromogue or kôisai), on which occasion the old accumulation of shide are removed. The paper first wrapped onto the pole is different in the case of the upper and lower guilds, the former being given a protruding shape and the latter an indented shape, this being said to represent the masculine and feminine principles. The combination of the poles (called "spears" or hoko) and shide are also sometimes called bonten.17 The Ôgi-sama is finally complete when the flaxen cloth is attached. The cloth used on the Ôgi-sama has been dedicated by the tônin selected for the following year.18 When wrapped in its cloth, the Ôgi-sama of the upper guild is hung up horizontally, while the lower guild's is stood up vertically. 


In addition, offering streamers (gohei) are also constructed for use by the young boy who performs the "earth stamping" (daichifumi) ceremony, and here too, the small bamboo handles to which the streamers are attached are formed in a protrusion for the upper guild's Ôgi-sama, and indented for the lower-guild's. The only time the Ôgi-sama is opened in the shape of a fan (see illustration) is during the performance of the "earth stamping" dance. As the final episode in the festival, the Ôgi-sama has its cloth removed, thus returning it to its original form as a bonten, and completing its transformation. 

Next, consider the way in which the Ôgi-sama is treated. When the Ôgi-sama are removed from the shrine's interior through the two small side windows, they are extended partway through the windows and then pulled back in, and this action is repeated three times before the Ôgi-sama are finally fully removed through the apertures.19 In contrast, when the Ôgi-sama are returned to the shrine through the small windows at the front sides of the shrine, it is as part of the ceremony called asa jinjô, with the result that the objects are given unceremonious, if not rude, treatment. The same can be said for the handling of the Ôgi-sama during the tanaagari jinjô and the Ôgi-oroshi ("lowering of the Ôgi"). As a result, the Ôgi-sama receives ceremonial treatment as an object of worship on the one hand, and rather rough handling as a part of a contest on the other. The clearing below the shrine is called the "garden of play" (asobi no niwa), and when the Ôgi-sama meet once again after their night at the respective tôya, it is this garden which forms the object of a "play" which, however, involves no lack of seriousness. In both form and treatment, this rite thus is of a kind with the play of the so-called okone20 [also see below]. In this sense, the Ôgi-sama is a "doll" image (hitogata) which was considered analogous to the human, a deity which so to speak "plays" within an expressive or symbolic world. 

Is it possible to consider the Ôgi-sama as a symbol of something ideationally objectified? To begin with my conclusion, the Ôgi-sama can be called the symbol of the shrine guild. The shrine guild is divided into kami (upper) and shimo (lower) halves, which exist as groups with relative independence, while at the same time also achieving a unified identity as a single guild. In the same way, the Ôgi-sama belong separately to each half of the guild, but simultaneously express the guild as a single pair. With regard to the symbolic relationship between upper and lower guilds, they alike possess the same kind of Ôgi-sama, and as can be gathered from the ceremonial treatment of the "seven and one-half times" evening messenger, they appear to maintain a strict ceremonial equality. 

Yet, while the two Ôgi-sama appear to be the same, they in fact possess features allowing them to be discriminated as the feminine and masculine principles, and the relation of kami to shimo is often said to be that between "elder sister" and "younger sister," or between "elder brother" and "younger sister," or between "man" and "woman." This kind of subtle difference can be detected as well in the verbal statements and honorifics used by the messengers of the respective groups.21 

But the place where the sense of equality is decisively destroyed is on the occasion of the young men's contests held the second day of the festival. There, no ties are allowed. One side wins and one loses, and the contest is thus decided. The equilibrium so carefully preserved until that point crumbles away in a single instant. The extreme of tension maintained until then is likewise released at the moment of decision. Both sides are liberated from the tension of staring each other down. And once again, equilibrium is restored. This new equilibrium can be called one based on an unequal dichotomy.22 In relation to the Ôgi-sama, the symbolic relation of unequal dichotomy between the upper and lower guilds is thus demonstrated in the feminine and masculine shide and in the competitions known as jinjô. 

The fact that the Ôgi-sama is the symbol of the za does not stop with the relationship between kami and shimo. Namely, it can also be considered to represent the internal structural composition of the respective two guilds. In Kurokawa, although the specific terms miyaza ("shrine guild") and Nôza ("Nô guild")are not used, they do have closely related concepts, such as the omote-za ("mask guild") and shinza

 ("guild of kami")used in the upper guild, and the homophonous omote-za ("front guild")and uraza ("rear guild") used in the lower guild. In other words, what are in substance no more than the upper and lower guilds are distinguished in practice as miyaza and nôza. One might also recall the earlier noted fact that the Ôgi-sama is called a bonten when without its cloth covering, and the fact that it becomes a "true Ôgi-sama" only when it is costumed in that cloth. The bonten appears as a divine symbol throughout the northeastern region of Japan, but in Kurokawa it also functions as symbol of the shrine guild worshiping the deity. 

In contrast, the fan can be called an appropriate symbol for the Nô guild, not only because fans are indispensable objects in Nô drama, but also because during the kôgyô ceremonies on January 17, a fan is in fact displayed in the small shrine above the upper guild's "revered mask."23 

If so, then the Ôgi-sama, as a single object which contains within it both bonten and fan, serves as a symbolic representation of the fact that the miyaza and Nôza are in substance one, while being formally distinguished. In other words, my conclusion noted earlier -- that the Ôgi-sama is the symbol of the za -- results from the fact that it simultaneously expresses both the relationship of the upper and lower guild and the relationship of miyaza and nôza. 

The sacred symbol Ôgi-sama can, of course, be interpreted in numerous other ways as well. For example, the theological interpretation of the priest of the Kasuga Shrine is as follows: 

"There is no divine symbol (shintai

) called Ôgi-sama. Rather, the Ôgi-sama is something which the great deity Kasuga Ôkami enters and possesses, in the same way as it enters and possesses the Nô masks.
The highest deity of the Kasuga Shrine is Kasuga no Ôkami, and that is the king (ô) of deities.V And that king of deities is here in Kurokawa. Of all the deities which people believe in here, this one is the foremost."

This is probably a legitimate argument in the sense that the Ôgi-sama is said to be possessed by the deity Kasuga Myôjin

. On the other hand, Funabiki Takeo considers the Ôgi-sama to be a local deity which was already present before the deity Kasuga Myôjin appeared in this area: "Originally, the deity of the Kasuga Shrine was called "Kasuga-sama," while Ôgi-sama was likely an indigenous deity present before the Kasuga Shrine was introduced to this area."24 

Funabiki's theory, however, does not appear to have taken into account the way in which the festival originated. Namely, the Ôgi-sama is not a single object, but a single pair, and moreover, that pairing is possible only since the guild likewise is composed of a pair, and judging from the present-day geographical distribution of the za membership, there is a strong possibility that the location of the Kasuga Shrine itself was used as a border for division into the pair composed of upper and lower guilds. If so, then the origins of the guild could not have been earlier than the establishment of the shrine, and thus the Ôgi-sama as well could not have existed prior to the existence of the guild. In other words, it would appear that the guild was formed either simultaneous with or later than the establishment of the shrine Shinzan Myôjin [see above, note 8], and the Ôgi-sama were constructed no earlier than the establishment of the guild, thus leading to the origins of the Ôgi Festival. 

We can make this kind of supposition since the formation of symbols comes about as the result of cognition; they do not come into existence independently. At the same time, it can be assumed that the divine symbol Ôgi-sama was produced based on pre-existing materials, for example, from the folk religious objects called okone-sama (or okonai-sama and oshira-sama) which were long present in the northeast area of Japan. 

Some commentators also interpret the Ôgi-sama as a sexual symbol. Typical in this sense is the interpretation of Yoshino Hiroko: "We can only wonder who was responsible for the ingenious incorporation of the [feminine] fan and the male organ as seen in the single object of the Kurokawa Ôgi-sama. When spread apart the Ôgi-sama becomes a fan, and when tied up it becomes an enormous shaft topped by the bulbous bonten, certainly the quintessential symbol of maleness. It is likely that such a suggestion could only have come from someone who had seen through the relationship of the upright betel palm and the fans made from it, and it would only be so typical for that kind of thinking to have been the product of a mountain ascetic (shugenja)."25 

Yoshino's theory has been viewed positively by such other writers as Makabe Jin and Togawa Anshô. But there is a tendency for Yoshino to mechanically apply the interpretation of "fan" deduced from the betel-nut palm, to the Ôgi-sama found in Kurokawa. First, if the Ôgi-sama is a symbol of divine indwelling formed from a pair in which the upper guild is male and the lower guild is female, how can a single one of the objects be sufficient to simultaneously symbolize male and female? Secondly, even if the single Ôgi-sama were accepted as a joint symbol of both male and female, how significant is that fact? Without answering such questions, it remains an attractive theory linking sexuality and reproductivity, and one with great possibilities, but at the same time it is at root an interpretation which has been forced from the morphological resemblance of the Ôgi-sama with a fan (ôgi). 

B. Sacred Borders (Shime)

The sacred borders (shime) spoken of here are those erected in the garden of the Sakaki home on January 29. These shime involve three strings of offering streamers (hei), day lilies, pine needles, sea tangle (konbu), and yuzuri leavesVI mounted on a framework formed from two 180cm staves and two 60cm staves which are fastened together into a hatch shape like the character "#." Of the three strings, the one in the middle is formed from a chestnut limb three feet long with its bark stripped off, onto which papers are wrapped in three locations (at top, middle, bottom). In turn, these three places are tied respectively with seven, five, and three hempen cords, and the ends of the cords are aligned, cut off evenly, and the remaining ends spread out like a tassel, so that it has seven, five, and three ranks of paper hei attached to it. 

The other two shime are chestnut limbs about 70cm long and affixed with hei. Narrow bamboos about 10cm in diameter are split at the ends, and paper is inserted into the splits and wound onto the sticks. Three of these paper-wound sticks are forced into the end of the chestnut branch. The lower end of the bamboo sticks are left protruding, and feature the same cut as those of the gohei held by the child dancer in the upper guild's "earth stamping." 

The ceremony for the hanging of the shime is performed quietly by the shrine's gûji and negi, a fact that contrasts well with the central attention given to the Ôgi-sama. The shime is also completely ignored at the time of the earth stamping held at the garden of the Sakaki house on the second day of the festival. And at the "lowering of the shime" held on February 4, the shime is removed without fanfare by the priests, who thereafter merely toss it out. 

The question here is why is this shime, so completely removed from general attention, enshrined within the garden of the Sakaki house? Funaki Tatsuo suggests that the shime, based on its resemblance to the inau of the indigenous Ainu, is an extremely old element.26 It appears without doubt to have been present since before the establishment of the Kasuga Shrine. The shrine negi named Endô, who is responsible for enshrining the shime, appears to have an awareness that his family is older than the Kasuga Shrine. Further, at the Shimotsuki Festival (Shimotsuki Matsuri

) held at the Rokusho Shrine (Rokusho Jinja) on December 15, prayers are offered to the effect that the coming Ôgi-festival be observed without mishap.27 

It is sometimes said that the Rokusho Shrine is the "home shrine" (honsha) of the Kasuga Jinja, or that the original Kasuga Jinja located in Nara was invited to the Rokusho Shrine and that thereafter, the latter was transformed into the present-day local Kasuga Shrine, and so forth.28 In any case, it is a certainty that the Rokusho Shrine is older than the current Kasuga Shrine. From these facts, it can be hypothesized that a form of festival existing prior to the establishment of the Shinzan Shrine continues to make itself apparent today in the form of the festival held on the fifteenth day of Shimotsuki (the old word for the eleventh lunar month) at the Rokusho Shrine, and in the hanging of the shime at the Sakaki house. 

In other words, it is possible that in the festival held on the fifteenth day of Shimotsuki and in the shime rituals, we are seeing a deity indigenous to Kurokawa since prior to the existence of the Shinzan Myôjin shrine, a deity which continued to exist without being absorbed by that later shrine. 

From the standpoint of the shrine priests, why is it that these important rites fail to capture the attention of the general populace? According to their interpretation of the festivals, the shime is erected to welcome the deity to earth, and after the end of the festival thanks are offered to the deity as it leaves the earth again.29 In other words, it can be said that it is the shime which represents the deity in his sojourne in Kurokawa during the Ôgi Festival. This deity does not express the relationship of opposition seen in the guild activities. No sense of tension or excitement is created like that seen in the Ôgi-sama. This fact is not unrelated to the fact that, compared to the Ôgi-sama, the shime is a more abstract and vague representation of the sacred. The shime indicates an abstract totality not based on the principle of opposition. Namely, the shime can be considered a symbol of Kurokawa as a united whole. 

It should be recalled here that the shrine priests play roles both as official members of the upper and lower guilds, and also as officiants who perform rituals for both guilds, from a position superceding their own guild memberships. As a result, the priests, who play a role transcending and mediating the conflict between guilds, and the shime, which symbolize totality and supercede the confrontation inherent in the Ôgi-sama, can be said to occupy the same position structurally. This makes it easier to understand why the priests view these rites with importance, even though they do not attract the attention of the guilds, and it is possible also to consider the shime thus as a symbol for the priestly community itself. 

C. The "Earth-Stamping" Child

The two children who perform the dance called the "earth stamping" are also thought of as subjects for the embodiment or possession of the deity. Each child is a boy around five years of age, selected from the relatives of the tôya. Barely within a month of being apprenticed to the nôdayû, he will learn how to perform the difficult earth stamping ritual and invocation. On the evening of February 1, the boys perform before the upper and lower guild tôya as a preliminary to the festival. The following morning, the lower guild's boy also performs the dance at the Sakaki mansion before the asa jinjô. And finally, the earth stamping is held in the presence of both guilds on the stage of the shrine. The upper guild's child wears black robes with a gold formal headdress (eboshi), and black headband, while the child from the lower guild wears red robes with a black eboshi and red headband, and he later slips on a long over robe. In short, the dress of the upper guild's child is masculine while that of the lower guild's is feminine. 

The earth stamping dance is based on an exorcistic ritual called the henbai which is said to be for the purpose of subduing the spirits of the earth; the stamping child from the upper guild "firms the four cardinal directions" while the lower guild's child stamps at the diagonals as a representation of the five elements (gogyô), thus showing the likely influence of Chinese theories of Yin-Yang (the feminine and masculine principles) and the five elements. The artless simplicity of the young boys' dance delights the audiences, but the real interest is in their recitation, and the audience looks on apprehensively lest the child should forget any part of the difficult invocation.30 

As the child recites the difficult oracle in the midst of the unearthly still of the room, those looking on are deeply moved and impressed with a sense of the divine. As the recitation ended I heard the woman next to me say to herself, "God is really here at times like this." In fact, while the child is without doubt considered the yorishiro (a sacred receptacle possessed by the deity) which symbolizes the guild, at the same time he is also viewed as the god himself making his appeal to human emotions. This performance is viewed as the demonstration of a power which exceeds the normal abilities of a child, and such power is considered the result of being possessed by the deity. For example, the villagers advance the interpretation that, "The deity enters into the child, and uses his voice to speak. As a result, the child can recite the oracle, even though he can't remember it afterward."31 In sum, the tradition of the earth stamping child is imbued with elements of belief in shamanistic possession. 

5. Conclusion

I have here tried to examine the three major divine symbols of the Ôgi Festival, namely the Ôgi-sama itself, the shime and the earth-stamping child, from the perspective of the divine (kami) as a representational and conceptual symbol. As a result of that examination, we can conclude that, in the role of a conceptual symbol the Ôgi-sama is a symbol of the guild, while the shime is a symbol of the entirety of Kurokawa or the priestly community, and the children are symbols of their respective guilds. Based on the degree of abstraction from cognition, the shime is the most abstract and simultaneously the most general. In contrast, the Ôgi-sama is representational in the sense that it is treated humanly as expressing the masculine and feminine elements (Ch. yang and yin), and by taking the shape of a fan (ôgi). 

The child is a symbol of the guild concept, but also a representational symbol, based on its association with the deity and its superhuman powers, and in that sense it is the object of shamanistic possession. On the other hand, a symbol which leaves a deep sense of emotion is most appropriate for an appeal to human feelings, and this role is also played perfectly by the child and the Ôgi-sama. 

From the standpoint of the relationship of divine symbol to social organization, if the Ôgi-sama aims at control by fomenting confrontation, then the shime functions as a form of control which fundamentally transcends such confrontation. In short, the former is founded on the principle of "confrontation and reconciliation," whereas the latter finds its role as mediator to such confrontation. 
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Translator's Notes

I. This article originally appeared in Japanese as "Matsuri ni okeru kami no shôchô," Shûkyô kenkyû 227 (March, 1976): 1-21. Professor Nakamaki revised the manuscript substantially for this translation. 

II. "Dedicatory" or "offering" papers are oblong pieces of white paper on which are written the names of persons making offerings (usually of money or rice wine), together with the amount or size of the offering. 

III. "Seven-and-one-half-times messenger" (shichidohan no tsukai) is a general term used in many ritual contexts to refer to a messenger sent on occasions requiring an extreme degree of ritual etiquette when greeting an honored guest. Literally, the term implies that the messenger will deliver his invitation or greeting "seven-and-one-half times" if necessary. 

IV. The san-san-kudo form of toast is most commonly seen today in weddings and other ritual occasions. Three cups are used, with three toasts being drunk from each cup, for a total of nine toasts. 

V. This priest's explanation of the meaning of the Ôgi-sama is based on the fact that one possible way of representing the term ôgi in Sino-Japanese characters is ôgi, or "king-deity." Nakamaki further notes, however, that the term is also frequently associated with the character ôgi which means a folding fan. 

VI. The Yuzuri (Daphniphyllum macropodum) is a bushy evergreen tree which reaches heights of around ten meters. Native to Japan, its leaves have long been used in New Year's decorations. 



Religious Space in the Village As Seen through Festival and Legend: An Example from Mukagata, Tenryû Village, Shimoina-Gun, Nagano PrefectureI
MOGI Sakae 

Introduction

The valleys found along the middle reaches of the Tenryû River are deep. In order to reach the community of Mukagata, one must journey about an hour by automobile from Hiraoka station on the Iida Line, climbing the valley road along the main tributary Hayakido River. 

Folklorists call this mountainous region "Sanshin'en," reflecting its position overlapping the borders of the three old provinces Sanshû, Shinshû and EnshûII; the area has long been the subject of scholarly attention as a rich repository of old folk arts. On the Mikawa side, namely in Tôei-chô and the villages of Toyone-mura and Tsugu-mura (all located in present-day Kitashitara-gun), the well-known Flower Festival (hana matsuri
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; a local festival unrelated to the Buddhist Festival of the same name) is observed in seventeen locations, and sacred dances (kagura

) are similarly dedicated in the Ôtani section of Tomiyama Village. 

On the side toward Tôtômi in Sakuma-chô Iwata-gun, the "flower dance" (hana no mai) is still performed in two locales, while rice planting dances (dengaku) can be observed in the same area's Misakubo-chô. 

On the Shinano side, a Snow Festival (Yuki Matsuri) is held in Niino of Anan-machi, Shimoina-gun, while in Tenryû Village (within the same Anan-machi) one can find the Sakabe (or Sakanbe) Winter Festival, the Ôkôchi Festival, and Mukagata's Festival of Purification

 (Kiyome no Matsuri). 

Finally, in the Tôyama Valley on the eastern side of the Tenryû River are the villages of Minami Shinano-mura and Kami-mura, and there, an Eleventh Month Festival (Shimotsuki Matsuri

) is observed in about thirteen different locales. These are all winter festivals, but a variety of summer dances are also celebrated in numerous communities, typified by the Bon dances (bon odori

) of Niino, and also including Kakeodori, nembutsu odori, and hanekomi.III And Mukagata is located roughly in the center of this region. 

In terms of its visual appearance, the community of Mukagawa stands isolated from others, spreading out on a gentle mountain ridge at an elevation of around 750 or 800 meters, and about 150 meters up from the highway which parallels the Hayakido River. The community forms two plateaus, upper and lower, called respectively Ue no Taira and Shita no Taira (literally, "upper flat" and "lower flat"). Ue no Taira extends from southwest to northeast, with the section located furthest to northeast also going by the alternate name Oku no Taira ("remote flat"). The population of the respective areas is eleven households for Oku no Taira, twenty-two households for Ue no Taira, and fourteen households for Shita no Taira. When one adds the five recently established households bordering the highway below the settlement, the total comes to fifty-two families. Of this number, forty-three households (as of 1980) engage in farming, but only four full time. In contrast, forty-six households receive income from occupations related to the forestry industry. Local products include mostly rice and handicrafts, but some barley and other miscellaneous grains are also grown. Most of the people, however, seek employment in the factories of Niino and Hiraoka, or else make their way as day laborers. There has also been a recent increase in families raising beef cattle. 

Similar to other mountain villages in many locales, Mukagata has lost thirty households over the last twenty years, thus shrinking to two-thirds its former population. There are few young families, and most of the population falls into the category of children or middle aged and elderly, giving the village a somewhat sleepy appearance. What makes Mukagata well known is its "Festival of Purification." At the time of the festival sons and daughters who have migrated outside the Prefecture return, and a number of tourists also visit the village as spectators. 

It should be noted that traditionally, the Festival of Purification was not a regular observance, but a ritual performed only on special occasions, when some kind of important change or renewal had occurred in the world, the year of a natural disaster, or as an accompaniment to a prayer for some great boon made by one of the villagers. In contrast, the normal annual festival is called the "Eleventh Month Festival" (Shimotsuki Matsuri), or the "regular festival" (reisai

), or simply "the festival" (o-matsuri), and it can be considered basically an abbreviated version of the Festival of Purification. 

The local shrine Tenshô Daijinja is located in the "grove" of the Ue no Taira settlement, and represents the clan tutelary (ujigami

) of the house known by the traditional house name of Okata (the Muramatsu family, no longer in residence), who were the legendary pioneer settlers of the area. Currently, the shrine has seven parishioner representatives (ujiko sôdai

), four from Mukagata, and one each from Nashibata, Mitô, and Tokô, with the result that the parishioner catchment area includes not just Mukagata, but other peripheral villages with the same lineage group pioneer legend. 

The summer observance of kakeodori is also well known, the performances being held within the grounds of the Sôtô (Zen) sect temple Chôshôji, located in Shimo no Taira. As noted earlier, there are many examples within the Sanshin'en region of both summer and winter observances being held within one and the same locality. But to date there has been no attempt to make a detailed examination and explanation of multiple festivals within an annual ritual calendar. I have attempted in a previous article to examine the relation between the Snow Festival (Yuki Matsuri) and Bon Dance (Bon Odori) observed in Niino, Anan-machi, Shimoina-gun, on the level of festival and the annual ritual calendar.1 In the present article, I want to also attempt to consider the relationship between Buddhist objects of worship and Shinto deities (kami) within the village community. This simply because, after viewing Mukagata's winter and summer observances a number of times, I found the contrast of winter / summer and kami / buddhas too vivid to be ignored. In the same way that the area is geographically divided into two parts, the ceremonies likewise appear to form a mutual opposition. But according to local legend, the Buddhist temple Chôshôji was established to offer memorials to the ancestors of the imperial house, and at the time of the Kake Odori, the multi-faceted Japanese lantern (Kiriko dôrô) which is lifted up at the head of the procession is emblazoned with a sixteen-petaled chrysanthemum.IV As a result, a clear impression is given of a relationship with the local tutelary Tenshô Daijinja as well. When one considers the rituals and ceremonies observed at the shrine and temple in one and the same community here, they appear on the one hand to be in conflict, while in fact forming a single significant whole. The question is, what is the explanatory principle which can account for this relationship? 

1. The Role of Conflict between Buddhism and Shinto within "Communal Religion"

At the international symposium "Cultural Identity and Modernization in Asian Countries," sponsored by the Institute for Japanese Culture and Classics at Kokugakuin University in January 1983, a number of presentations were made which had great relevance for studies of folk cultures. Among those presentations, the one which I found most impressive, and which I have adopted as the theoretical perspective for the present article was the paper delivered by Sonoda Minoru entitled "Secularity and Profanation in Japanese Religion" ("Nihon shûkyô ni okeru sezokusei to zokka").2 

In his paper Sonoda defined traditional Japanese religion as a "religion of the community" (kyôdôtai no shûkyô)V established on the principles of "kinship" (shinzoku) and "common residence" or "neighborhood" (shûjû). He went on to say that religion either takes on systematic form from the womb of a community, or else is accepted by a community and thus becomes assimilated or nativized (dochakuka). Following Robert Redfield's theory of interaction between a "Great Tradition" and "Little Tradition," Sonoda then said that Shinto was produced within the process of interaction between the "Great Tradition" of clan rituals centered on the imperial court, and the "Little Tradition" of local clan and village rituals, and in the same way, the Buddhism transmitted from the Asian continent was first nativized by the central Great Tradition as a religion for national protection, and from that stage it also underwent interaction with the Little Tradition, thus becoming nativized as a form of clan or familial rite for deceased ancestors. This theory gives us a good overall account of the process whereby the Shinto-Buddhism syncretism characteristic of Japanese religion became nativized to the local village community. But it remains extremely hard to grasp the significance of the term "native" (dochaku) in this case. 

In order to explain such religious phenomena as "Shinto Buddhist syncretism" (shinbutsu shûgô

), and "Shinto-Buddhist separation" (shinbutsu kakuri), Nakamaki Hirochika has attempted to supplement Sonoda's thesis by suggesting a tri-polar model of religion, keyed on the term "assimilation" or "nativization" (dochaku). According to Nakamaki, 

What is "native" is that culture which, almost unconsciously, is considered to be "tradition" within the society concerned. Simultaneously, it implies a negative attitude toward all that which is not traditional. For example, it would be the traditional culture sustained by the "folk" (jômin) spoken of within Japanese ethnological circles. In turn, the conscious attempt to grasp such "native" elements as indicating the unique characteristics of a people is called "nativism."3 

In concrete, Nakamaki considers Japanese "native religion" to be the ancient ceremonial worship of the gods (jingi

) and the religion of kami in contrast to Buddhism, Christianity, and Islam, which he calls universal religions. In addition to these he also adds what he calls "nativistic" religion, and states that the relationship between the three is that of a dialectic: one can postulate the Great Tradition and Little Tradition generating a third tradition as a product of their dialectical interaction. According to Nakamaki, this relationship can be seen within Japanese religious history as the conflict between "Shinto-Buddhist syncretism" and "Shinto-Buddhist separation."4 

Hori Ichirô long ago described the interaction between Shinto and Buddhism not only from the perspective of syncretism, but of conflict and reaction as well. At the 1967 International Conference on Shinto Studies -- like the aforementioned International Symposium, also sponsored by Kokugakuin University's Institute for Japanese Culture and Classics -- one of the themes was "Modernization and Shinto." Hori, taking a hint from Robert N. Bellah's comments on the topic, later opined that 

The Japanese attitude noted by Bellah, in which items of "foreign origin" are always distinguished from those considered indigenous, appears with special clarity in the case of Shinto and Buddhism. The Japanese showed a great inclination toward Buddhism in the ancient period, and it is said that Shinto and Buddhism underwent a complex, multifarious syncretism. But that experience should not in fact be called "syncretism".... This is the reason that the separation of the two could be enforced without particular confusion over doctrinal issues, and it is also likely the reason that the medieval period could produce Shinto theory and opposition to the earlier Buddhist doctrine of "original substance, manifest traces" (honji-suijaku

), while in the Edo period, it could even become the driving ideology behind Japanese modernization.5 

Here, Hori strongly emphasizes the aspect of separation between Shinto and Buddhism. In his "The nativization of Buddhism: history and popular culture" (Bukkyô dochaku - sono rekishi to minzoku), Takatori Masao likewise demonstrates a strict sense of discrimination of Shinto and Buddhism.6 

In traditional Japanese religion, Shinto-Buddhist syncretism and Shinto-Buddhist separation form the warp and woof of an intricate weave. As the communal religion spoken of by Sonoda, the shades and patterns of that weave are determined by elements including the community's historical tradition, ritual, climatic characteristics, natural features and social customs. 

Most previous research on ritual worship has been engaged by stretching the ritual on the cutting board of analysis after dissecting it from its communal context. This method is limited, however, by its inability to shed light on the "community" involved in the rituals of "communal religion" which it sets out to analyze. And here I am not referring to the issue of communal organization, but rather to the elucidation of a world which produces multiple rituals in differing parts of the calendar as part of the community's view of time. And naturally, such elucidation should likely begin with an analysis of relationship between kami and buddhas visible in the worship, rituals, and ceremonials involved. 

As a result, the remainder of my essay will be a documentary study, from both the synchronic and diachronic viewpoints, of the ritual and ceremonial relations between kami and buddhas within a village community. 

2. The Festival of the Tenshô Daijinja

The deity worshiped at the shrine Tenshô Daijinja in Ue no Taira is Amaterasu Ômikami

, and the shrine architecture is in the Ise style known as shinmei zukuri

. At the left side of the hall of worship are found two small branch shrines called Nakayama-sama and Tsushima-sama, which are enshrined together. Before the shrine of Nakayama-sama are six unglazed pottery images of wild dogs (yamainu) in a box; it is said that if these images are placed in the corners of fields during the field harvest season, wild boars will not enter the fields and disturb the crops. As a result, even today the images are occasionally borrowed by people for use as magical protectors for burned fields. 

According to the Nanshin Ina shiryô ("Historical documents from Ina in southern Shinano"),7 the shrine was first established in 1358. The Muramatsu-ke yuraiki ("Records of the origins of the Muramatsu house") claims that the pioneering settler of the area was Muramatsu Masauji (ancestor of the house traditionally called Okata), who moved to the area only in 1394, and it goes on to say that Muramatsu dedicated a branch of the Tenshô Kôtai Jingû from Ise (his original birthplace) in his new home some time after becoming settled there.8 At any rate, we can surmise that the shrine took shape around the year 1400 as the tutelary of the Muramatsu clan. The festival appears to have originally been observed on the twenty-first and second days of the eleventh lunar month, but at some point the date was changed to the same days of the twelfth month, and from around the 1926 it was changed to January 21. Then around 1955 it was revised to the first three days of the new year. In the pre-war period festivals continued for two successive nights, but at present they are limited to a single evening. 

Festival Schedule

(based primarily on observations of the 1983 festival, with some additions from 1980 and 1977; times are approximate): 

1. Onobori (procession): At around 1:00 P.M., the festival participants start from the site called the yado (this site changes each year) on the formal procession called onobori, meaning literally to "go up" [normally, to the shrine]. The parishioner representatives, senior priests (negi

), and miyôdoVI proceed toward the small stream called Otaki. The yado is the home of one of the four parishioner representatives, who are selected annually. 

2. Hamaori (literally, "going down to the beach"): The stream known as Otaki is located about 300 meters south-southwest from the shrine. The parishioner representatives, senior priests, and miyôdo undergo ritual purification and then ablutions with the water from the stream, also collecting water in a large (1.8 liter) bottle and carrying it back to the shrine. This water will later be used in the ritual of "boiling water divination" (yudate). At the stream, two sakaki

 branches are erected, linked by a sacred border rope (shime). 

(Uwamiya no matsuri ["Worship at Upper Shrine"]): 

The festival starts at the "upper shrine" (uwamiya), considered to be composed of the shrine's sanctuary (honden

) and hall of worship (haiden

). 

3. Worship: (1:40 P.M.) Ceremonial worship begins at the upper shrine. Sacred liturgy is read, offerings are made, and purification is performed. During this time, the two senior priests go around to make ceremonial offerings of heisoku

, (zig-zag paper streamers

 attached to small bamboo sticks), two each in six different places: 

Heisoku: (1) At the base of the torii

; (2) At the Tengu-sama beside the shrine's hall of worship; (3) at the deity Nakayama-sama; (4) at the deity Tsushima-sama; (5) at the Miyôdo no kami; and (6) at the corners of the fireplace in the hall of dance (kama no kuro). 

Oshiromochi (white rice cakes made from normal glutinous rice) and rice with red beans are piled half and half onto small single-legged wooden stands; called goku, these offerings are placed at nine locations: 

Goku: (1)-(5) Three locations in the sanctuary, and two small shrines; (6) The Miyôdo no kami; (7) Nakayama-sama; (8) Tsushima-sama; (9) Tengu-sama. 

The ceremonial worship is concluded about 2:10 P.M. 

4. Tengu Matsuri: Large heisoku and decorative swords are erected on the stump of a tree which is placed beside the shrine sanctuary and called Tengu-sama. At 2:13 P.M., water brought from Otaki is sprinkled at the four directions around Tengu-sama, and the senior priest makes a symbolic hand gesture (mudra), thus indicating the purification of the Tengu-sama. Also called the "festival to the god of dance" (mai no kami no matsuri), this ritual is performed by the shrine priests alone, without anyone else attending. 

5. Distribution of goku: The previously noted goku are distributed to parishioners together with sacred rice wine

. The rites at the upper shrine end around 2:15 P.M. 

(Shitamiya no matsuri ["Worship at Lower Shrine"]) 

6. Kamado barai (purification of the fireplace): (3:25 P.M.) From the uwamiya shrine, the ritualist called the shishô (the chief priest, or guji of the shrine Niino Izu Jinja) arrives and sits facing the cauldron (kama) with the various shrine decorations at his back. Following the offering of sacred liturgy, salt and polished rice are scattered into the flames of the fire. One of the shrine's miyôdo pours Otaki water from one of the large bottles into the cauldron. 

7. Shitamiya Tengu Matsuri (Tengu festival at the lower shrine): Next, nutmegs, chestnuts, and mountain tubers (tokoro roots) are offered before the fire. The priest makes two bows and claps his hands twice, and writes mantric gestures in the air with his finger (kuji o kiru). The ritual ends at 3:30 P.M. 

8. Uchihayashi (music): The miyôdo assemble in a circle and chant ritual songs by the shrine decorations, to the accompaniment of the senior priest's beating of the drum. (From 3:32 to 3:42 P.M.) 

9. Mikibiraki (opening the offertory wine): The sacred rice wine and goku brought from the upper shrine are distributed by parishioner representatives one each to all present, and these food items are then eaten. At the upper shrine, a local shrine priest (shashô) and three senior priests keep watch while sitting at the foot-warmer (kotatsu); no other persons are allowed entry to the shrine. 

10. Kami seigi: (Performed only on occasion of Okiyome Matsuri) Beneath a canopy called the boden,VII the deity's presence is invoked in a ceremony of chanted song called kami seigi ("divine righteousness"). 

11. Ichi no mai ("first dance" or "woman's dance"): (4:00 P.M.) One person dances, holding bells (suzu) and a closed fan (ôgi). The dance continues about five minutes. 

12. Miyanarashi, jun no mai: Next, a dance called the miyanarashi is performed by individual dancers " in succession" (jun); the dancer holds bells in his right hand and an open fan in the left, and each dancer performs about five minutes of dance. Characteristic of this dance is the fact that the sleeves of the dancing costume (called yuhagi) are turned out while dancing. In terms of procedure, the dance goes through one turn, left to right, then two turns, left to right, then seven turns left to right, three turns left to right, and completion. Originally the dance was performed by one person at a time, although in some cases it has been done three at a time as well. This dance is also performed when making special request to the deity for some favor. 

13. Ubusuna

 no yôtome no mai ("dance of the eight maidens"): (5:10 P.M.) Danced by four persons. (1) Dance holding the yuhagi (about ten minutes); (2) Dance without holding any props, but with fan and bells inserted in belt at waist, and wearing yuhagi (about ten minutes); (3) dance wearing yuhagi, and holding fan (closed) and bells (about ten minutes); (4) dance wearing yuhagi, and holding open fan and bells (about ten minutes); dance ends. 

14. Kiyome no yudate ("boiling water purification"). The senior priests and miyôdo representative perform divination by boiling water. This ceremony is omitted during the regular annual festival. 

15. Yubayashi no mai (5:45 P.M.); dance performed in four parts, by four persons: (1) Ôgi no te ("the fan hand"); wearing the yuhagi, the dancer holds a fan and bells (about twenty minutes); (2) yachigo (wooden sword): dancer holds bells and wooden sword, and wears a red sleeve restrainer called a tasuki (forty minutes); (3) tsurugi; dancer holds bells and double-edged sword (tsurugi) and wears red tasuki; after about twenty minutes of dancing, dancer places bells in waist, and dances another twenty minutes while holding the sword in right hand, bringing dance to close (about forty minutes total). 

16. Ubusuna no yudate (7:30 P.M.): Holding heisoku and bells, the senior priests dance the jun no mai. When the dancing is completed, the heisoku are used to stir the hot water in the cauldron, then the wetted heisoku are held in bamboo grass and shaken. Then more singing (utagura) begins; during the singing of "song of winter, song of spring," and "song of autumn," one of the miyôdo dances the jun no mai. 

17. Hana no yôtome no mai (7:50 P.M.) (danced by four people): (1) Dance holding bells and a headpiece decorated with flowers (hanagasa); (2) hanagasa is placed on the head, and a fan is held while dancing; (3) hanagasa is worn and a ceremonial tray (oshiki) is held; (4) a hot-water ladle is held while dancing. 

Performed by four children, each section of this dance lasts about five minutes. Originally, this dance was performed immediately after the miyanarashi (see no. 12 above), but the order has been changed through time. 

18. Kotei no asobi ("old play") (8:30 P.M.): Performed by two people, this dance originally seems to have been followed the kaidô kudari (see no. 19). As its name implies, it is an old dance and considered very important; only persons acceding to headship of their families are allowed to perform the dance: (1) dance begins; (2) the "bow-holder" dances holding a tasuki, and the "arrow-holder" dances while holding a quiver (here, called a sashie); (3) tasuki dance; (4) dance of water ladle (hishaku); (5) bow dance; (6) arrow dance; (7) both dancers wear yuhagi while dancing (total about twenty minutes). 

19. Kaidô kudari (9:00 P.M ) Two men dressed as an old man and old woman mimic a scene of "going from the capital to the countryside." The "old man" holds heisoku and bells, inserts a wooden pestle in his belt at the waist, and wears a long pointed headdress made of straw, with a towel wrapped around the head and under his chin. 

The "old woman," on the other hand, wears a kimono with red sleeves, and bears on her back some baggage for a journey. While comically asking and responding to questions, the couple make one circuit around the cauldron. The "old man" wears the costume of a senior priest; in conclusion, the man mimics the pounding of rice cake for the entire year from New Years

 to December, and the dance ends (about fifteen minutes). 

20. Yotsumai: The dance includes segments of fan, yachigo (wooden sword) and double-edged sword (tsurugi). The form of the dance in the case of yachigo and sword are the same; danced by four people, segments are called the following: (A) gently swaying together (yuriawase); (B) bow to the four directions (shihôhai); (C) sway together; (D) ihajiki (meaning unclear); (E) putting on the sword (minitsuke); (F) sword under the arm (wakigome); (G) holding the sword in the middle (nakatori); (H) exorcising the evil spirits (gedô); (I) the sword's point (kissaki); (J) waving the sword around like a waterwheel (mizuguruma); (K) lid of the pot (kamabuta); (L) exorcising the devils (akuma). These segments alone require about forty minutes. When each of the three sections (fan: twenty minutes; yachigo: forty minutes; sword: forty minutes) are completed, a full hour and forty minutes has elapsed. 

21. Ni no Suwa

 Ôkami no yudate (10:50 P.M.): Each of the divinations by boiling water (yudate) involve the same procedure. The senior priest holds heisoku, bells, and bamboo grass, and dances in rhythm to the chanted songs. The shrine miyôdo sit in a circle and shake hand-held bells. Then, the stem of the heisoku is used to stir the water in the cauldron, and the water is shaken on the bamboo grass. One of the miyôdo takes the dancer's place and dances the jun no mai (about twenty minutes). 

22. Mitsumai (11:10 P.M.): Three person dance: (1) Fan dance (ten minutes); (2) yachigo (four-five minutes); (3) tsurugi (four-five minutes). The yachigo and tsurugi dances proceed as follows: (A) sway together (yuriawase); (B) bow to the four directions (shihôhai); (C) sway together; (D) ihajiki (meaning unclear); (E) putting on the sword (minitsuke); (F) sword's point and bells (kissakisuzu); (G) come to standing position (tate) (H) putting away the bells (suzuosame); (I) kneel on knees (hizagoshi); (J) stand up; a exorcising evil (gedô); (L) holding the sword by the middle (nakatori); sword's point (kissaki); (N) circling the sword like a waterwheel (mizuguruma); (O) holding the bells; (P) putting on the sword; (Q) exorcising the devils. 

Between the segments called yachigo (wooden sword) and tsurugi (double-edged sword), the "fan" portion of Ôkôchi's mitsumai dance is performed by residents of Ôkôchi (about twenty minutes). By the time the "sword" part of the mitsumai is completed, it is already about 1:00 A.M. 

23. Sanbô Daijin no yudate: In the same way as the other boiling water divinations performed until now, the senior priests stir the hot water with the stem of the heisoku, and while reciting an invocation, sprinkle the water behind themselves. The stem of the heisoku is wrapped in bamboo grass stems and the latter is dipped in the hot water. More songs are chanted. With their backs to the shrine decorations, the priests arrange themselves to the right and left of the cauldron and bend their upper bodies gently in a dance (about twenty minutes). 

24. Kirichigai no mai (1:20A.M.): A four-person dance performed the same way as the yachigo portion of the yotsumai, holding heisoku and bells, and wearing a red tasuki (about twenty minutes). 

25. "One-Thousand Cauldron" (Senkama): The senior priests, together with all the miyôdo, hold heisoku and perform yudate while surrounding the cauldron. While chanting songs (utagura), they stir the water with the handle of the heisoku numerous times. This action is said to indicate that they have performed the yudate one-thousand times, thus the name "one-thousand cauldron" (about five minutes). 

26. "Water to the king of the sacred border" (Shime no goô e ageru) (performed only at time of festival of purification): Yudate is performed and the sacred border rope (shimenawa

) and heisoku emblems are gathered up. 

27. Yonabune ("Rice ship"; performed only at time of Festival of Purification): The sacred border rope and heisoku are taken to the shrine's torii. 

28. "Exorcism of evil spirits" (gedôbarai) (performed only for festival of purification): The senior priest swings the sword in the air to symbolically cut the four directions, and ends by making mantric signs in the air (kuji o kiru). 

29. "Dance for protection from fire" (Hibuse no mai) (performed only at time of Festival of Purification): The embers are removed from the fireplace and spread on the floor, and the jun no mai is danced over the embers as an invocation of protection from fire. 

30. Greeting from the parishioner representative (2:00 A.M.): With the greeting from the ujiko sôdai, the sacred dances come to an end. 

The next day, decorations are put away and a festival repast (naorai

) is held from around noon. 

The items noted in the above constitute the observances of the regular festival called the Shimotsuki Matsuri (Festival of the Eleventh Month). Points in which it differs from the Festival of Purification (Okiyome matsuri) include some differences in the order of the observances, the fact that the yudate is performed several times less, and the fact that rites of invoking the presence of the deity at the beginning of the ceremonies (kami oroshi) and returning the deity to its realm at the end of the observance (kami kaeshi) are not performed so distinctly as in the Festival of Purification. Since these points may be of some importance, let me discuss them in some further detail. 

The Annual Festival (Reisai) and the Festival of Purification (Okiyome Matsuri)

With the exception of the observances held at the "upper shrine," the composition of the regular annual festival is somewhat unusual in that no ceremonies can be found invoking the presence of the deity at the start of the festival, or returning it to its abode following the end of the rites. As noted earlier, however (see item 10 above), the Festival of Purification involves the ceremony of "Kami Seigi," which is performed under the object called the boden in order to invoke the deity's presence. And at the close of the festival, the rites of Yonabune, Gedô barai, and Hibuse no mai are likewise performed, thus returning the deity to its abode in the other world. Does this mean, then, that during the regular annual festival no deity is present in the hall of sacred dance? 

It should also be noted that no effort was made to replace the boden hanging inside the hall of dance, even though it was becoming rather old. At first, I almost thought that the people might have forgotten how to cut the boden's paper decorations, but when I asked about it, they told me "it is replaced at the time of a Festival of Purification; otherwise it is simply left hanging from the ceiling." During the regular festival, the boden does not appear to serve any particular function, but merely remains as it has been throughout the year. (The boden, by the way, corresponds to the byakke of the Flower Festival in other locales, a device serving as a symbolic instrument to receive the deity.) 

Since no symbolic instrument is prepared for the greeting of the deity, and no rites of kamioroshi or kamikaeshi are performed, it would appear that the deity is not present during the annual festival. Accordingly, the regular festival refers only to the "rites of the upper shrine" (uwamiya no saiten; see above, item 3); religiously speaking, the observances held at the hall of dance are no more than a mimicking of those performed during the Festival of Purification. As a result, it would seem we can say that "the festival" of Mukagata's Tenshô Daijinja is in fact one and the same as the Okiyome Matsuri. 

Miyôdo

The miyôdo who perform the various dances have a unique relationship to the shrine deity. They are called not merely "parishioners" (literally, "children of the clan": ujiko), but "children of the deity" (kamiko) as well. Traditionally, the miyôdo was a local-born individual who experienced a life-threatening childhood illness. Faced with such a crisis, the child's parents made a vow to dedicate the child to the service to the deity if his life was spared. In the event of a full recovery, such children underwent an initiatory ritual called "birth of the child" (umarekko) upon reaching the age of thirteen. Following that ritual, the children were considered kamiko and entered the ranks of the miyôdo. An adult might also make a vow for healing and thus become a kamiko for that year's festival. There have also been occasions on which a person requested the umarekko ritual out of a sense of personal faith alone, but persons who entered the ranks of miyôdo in that way were viewed somewhat inferior to the others in prestige, and in contrast to kamiko were called mamako.9 

It was also possible in former times for women to become miyôdo; called onnamyôdo, it is said that they had the role of dancing the ichi no mai. In any case, all miyôdo had to observe the following two taboos throughout their lives, both relating to life-cycle rites: 

1. Never to taste the rice cakes eaten just before returning to one's home at the close of a wedding; 

2. In the case of a funeral, never to taste the rice wine drunk at the time the coffin sets out on its final journey to the graveyard. 

So long as one lived in the local area, there was the possibility that virtually anyone could become a miyôdo, but it is said that at present people no longer desire the status. As a result a "Purification Festival Preservation Society" has been formed, and allowances made to permit anyone to dance at the festival, whether a miyôdo or not. At present there are nine miyôdo three in Oku no Taira, five from Ue no Taira, and one from Shita no Taira. This trend is reflected as well in the number of "Preservation Society" members who also dance; when those are added to the number of miyôdo noted above, we find nine from Oku no Taira, thirteen from Ue no Taira, but only three from Shita no Taira. The reason for the scarcity of miyôdo from Shita no Taira is unclear, although it may have something to do with the fact that the shrine itself is located in Ue no Taira. 

As a small shrine near the border separating the "upper shrine" from the "lower shrine" within the overall shrine precincts

, the "deity of the miyôdo" is worshiped. At times of festival, the miyôdo pray before this small shrine. The container used to fill the goku offered to the miyôdo no kami bears the inscription "Meiji 10 [1877], 7th [lunar] month; woodworker Ôkura Gorôbee." Oral legend has already grown hazy regarding the nature of this particular deity, and I was unable to learn much about it. The one point that continues to draw one's attention is the fact that the deity's small shrine rests on the border between the upper and lower shrines. 

Upper Shrine (Uwamiya) and Lower Shrine (Shitamiya)

Somewhat lower than the other shrine buildings, and located on the left facing the shrine stands the Hall of Dance (Maidô), with a frontage of about eight meters and a depth of about four and one-half meters. It is this building which is referred to as the "lower shrine." Facing the front of this building and occupying two-thirds of the right side is the dance platform, the other one-third on the left serving as a waiting room. The area separating the two sides serves as a room for musicians, and is demarcated by a sakaki branch. In the time of the folklorist Hayakawa Kôtarô, the lower shrine was called Shimo no Mori ("lower grove"). According to Hayakawa,10 the Shimo no Mori building was divided into two sections, the side on the right called the "main room" (honbeya) and the one on the left called the "women's room" (onnabeya). The entire area was designed as a dancing platform, and a hearth was cut in the center of the floor of each "room." The honbeya was thus formally meant for the men's dances and the onnabeya for the women's, but in point of fact, all the dancing was carried out in the honbeya, while the onnabeya served merely as a dressing room for the female dancers. In the two-meter space which separated the two room sections, however, a sakaki branch was set up, and the space was used for the musicians who accompanied the dances. The present-day dance platform is no different, although there is no longer any "women's room," and in fact women's participation in the festival has virtually ceased. According to Hayakawa, the female miyôdo began to entrust their dances to their male counterparts, and even in the case of a umare kiyomari -- the overall process leading to miyôdo status -- such women would be represented by men. As a result, the ichi no mai -- originally a feminine dance -- is now danced entirely by men in the Flower Festival, and Hayakawa thus states that it is reasonable to assume the same process has been at work here in Mukagata. 

In brief, the precincts of the Tenshô Daijinja are divided into the upper shrine (the shrine buildings proper), and the lower shrine (the dance platform). In former times, the lower shrine had separate rooms for men and women, and the rooms were for their respective dances. Of course, no one could enter the upper shrine except the shrine priest (kannushi), senior priest (negi), and parishioner representatives (ujiko sôdai). In contrast to the upper shrine with its heightened sense of the holy, the lower shrine apparently did not require such a strict degree of sacred separation. 

3. The Kake Odori and Bon Odori, of the Temple Chôshôji

The temple Chôshôji is located in the Shita no Taira section of Mukagata, but its parishioners include the entire population of Mukagata, and extend to Mitô, Tokô, Nashibata, Fukushima, and Kura no Taira, all of which can be considered branch villages started by former residents of Mukagata. The temple is a branch temple (matsuji) of the larger temple Zuikôin found in Niino, and displays a central image of the Tathagata Amida (Amida Nyorai); it has been without an intendant priest since about 1955, however. According to the Kumagaya family history (Kumagaya-ke denki), the temple was established in 1574, while local legend gives the date as 1570, so both sources largely agree. 

Two dancing festivals, the Kake OdoriVIII and Bon Odori are held at Chôshôji each year between August 8 and 14. The Kake Odori is observed before the Bon Odori on August 14, and as a closing dance following the observance of "returning fires" (okuribi) on August 16. Between August 14 and 16 the festival of Bon is celebrated, a month after its traditional date in the lunar calendar, and on this occasion each house observes various rites relating to the festival of "returning souls." On the first afternoon, "welcoming fires" (mukaebi) are lighted before the tomb of each respective family in order to greet the souls of the family's ancestors. 

Ritual Schedule

On the afternoon of August 14, pennant streamers are erected within the grounds of the temple. From seven o'clock P.M., people begin gathering at the temple and take turns worshiping before the Buddha image. 

Kake Odori

At around 8:00 P.M. on the fourteenth, the procession for the Kake Odori sets out from around the main gate of the elementary school located about one-hundred meters from the temple. At the forked road called jûôdô,IX four young men await the procession while playing flutes. When the procession arrives at this point it forms itself into a ring, and a dance is performed (about ten minutes). This dance is called the "dance of preparation" (renshû odori), and when it is completed, the procession once again returns to its starting point at the school. 

Around 8:20 P.M., the procession sets out toward the gate of the temple, this time the participants dancing along to the sound of flute and drum playing a musical accompaniment known as Gion bayashi

. 

According to traditional custom, the procession of festival participants must not enter through the temple gate unless they see a torch burning at the end of a tall pole about ten meters high inside the temple grounds. 

The order of the procession is as follows: 

(1) Large lantern (emblazoned with sixteen-petaled chrysanthemumX); (2) Ichiban yanagi (a man bears a pole decorated with numerous artificial flowers made of a kind of paper known as yanagi ["willow"]) (3) Ichiban daiko ("first drum": a type of drum known as shime daiko is carried at the waist and struck with a long plectrum); (4) Niban daiko ("second drum") (5) Ichiban yakko ("first servant": a man carries a large parasol); (6) bell (kane); (7) Goban daiko ("fifth drum"); (8) Niban yanagi ("second willow"); (9) Rokuban daiko ("sixth drum"); (10) Shichiban daiko ("seventh drum") (11) Niban yakko ("second servant") (12) Yonban daiko ("fourth drum") (13) Sanban daiko ("third drum"); (14) small lantern. 

With the exception of the yanagi, all participants wear wide-brimmed straw headgear. It remains unclear why the "fourth drum" and "third drum" are placed after their numerical order. 

To the Temple Grounds

When the procession passes through the gate and enters the temple precincts (about 8:25 P.M.), the musical accompaniment switches to a style of music known as "processional" (waiari byôshi).XI The procession forms itself into a line before the temple hall, and the participants turn sidewise to face the temple in a single row. Here, an introductory dance is performed, and when it is completed the lanterns are placed on display in the corners of the grounds. The dancers then begin dancing the Kake Odori, forming a ring which rotates in a counterclockwise direction. Four flutists accompany the dancers, aligned in a row to the left of the temple gate. 

Niwahome Odori

(about 8:30 P.M.) 

The dance danced in the form of a circle is known as the Niwahome Odori ("dance in praise of the garden"), a slow dance based mostly on turning motions. Accompaniment includes flute, bell, and drum. In addition, a chorus of about fifteen persons at the left side of the temple gate accompanies the dance with the following song in praise of the temple (about fifteen minutes): 

Let us enter into the temple without stopping,
Looking far beyond the fence,
Hichiko is planted among the plums, If the hichiko bends, the plum will be begin to open,
Looking far away through the temple gate,
We see the five seven halls surrounded by the Rasshamon Gate.
Looking far away over the garden,
The end is still afar off, but
This is the end of the niwahome dance.

Kabarai Odori

When the Niwahome Odori is completed, the dancers switch to a clockwise movement, accompanied by bell and drums alone. As the dancers perform this Kabarai Odori ("mosquito exorcism dance"), they intone "Namu Amidaaa, namu Amida, namu Amidaaa butsu, namu Amida" ("Hail to Amida, hail to the buddha Amida"). During the dance, the group at the left of the temple gate accompany the dancers with the following song (about fifteen minutes): 

This evening is cloudy and the mosquitos bite, saying
The musicians have grown hot and tired,
The musicians do not fan,
they do not look up,
Grow tired, you musicians,
The upper tomb is the Tathagata Shaka,
The middle tomb is Amida,
and the lower tomb is the cuckoo.
................
Although the future is long,
The Kabarai Odori lasts only this long.

Intermission

(ten minutes) 

Originally, the regular Bon Odori would begin at this point, but in recent years the young men who dance the Kake Odori find it difficult to remain in the village until the sixteenth, with the result that the closing dance which was formerly performed on the sixteenth is danced early at this time on the fourteenth. 

Closing Dance (Hike Odori)

(9:10 P.M.) 

The dancers form a broad horizontal line heading toward the temple's main gate and led by the large lantern. At that point a song begins: 

Going out to the little river,
We set adrift plantain leaves with plum branches and hichiko,
And these float or sink as they are carried away,
But they will be found and taken up,
...The falling leaves of Tachibana.
................
The end is still afar off, but
The dances of the world must come to an end here.

When the dance is completed, the dancers reverse their direction toward the garden, and while moving their feet away backwards, circle around the temple grounds in a clockwise direction, heading out of the temple gate (about five minutes) to the accompaniment of the "processional" music When the procession arrives at the intersection called jûôdô, the flutes change their sound, and the dancers face toward the west in a single line and send off the departed spirits once again to their spirit world homes. They then once again perform the Kake Odori in conclusion (9:25 P.M.). 

The Kake Odori is always danced by the young men, and it is said that in former times there were so many volunteers that they had to be divided into two groups and each group allowed to dance only during alternate years. It is also said that the miyôdo of the shrine were formerly not allowed to join in the Kake Odori. 

Bon Odori

After a brief intermission (around 9:30 P.M.), people gather as individuals within the temple grounds and begin dancing the Bon dance in small groups of about ten each. The dancers wear light summer yukata and carry fans. The five dances which they perform are called (1) "high mountain" (takai yama); (2) "the lord" (osama); (3) "sixteen" (jûroku); (4) "aid for others" (sukuisa); (5) "a tune" (ondo). The dances are virtually the same as those performed at the famous Bon Odori of Niino, and crowds are drawn from both the immediate vicinity and nearby settlements. The dances continue for three days beginning on the fourteenth, from 8:00 to about 11:00 P.M. each evening. 

On the afternoon of August 15, the intendant priest from Zuikôin comes to Chôshôji to perform a mass for the souls of persons who have passed away during the preceding year. 

Okuribi ("returning fire")

Following the conclusion of the Bon dance around midnight of the sixteenth, individuals begin placing lighted incense sticks in the ground to the left of the temple gate, in the corner of the temple compound where a stone lantern and images of the bodhisattva Jizô are found. While doing this they sing the song of the closing dance (see above) to send the departed spirits on their way back to the spirit world. After completing the song, they pick up the faceted lanterns which have been hanging in the corner of the garden, and while intoning a Buddhist hymn (wasan), make their way to an area called Matôsanba on the western outskirts of the settlement. There, the faceted paper lanterns are placed in a pile and set on fire, thus forming the "fire of returning" (okuribi) which sends the spirits on their way. While watching the fire, the people sing the song of the closing dance once again, and at the last line, conclude with the phrase, "Come again next year in the seventh month; visit us again next year in the seventh month." 

Legend of the Kake Odori
An oral legend exists with regard to the origins of the kake odori, according to which the dance was transmitted to Mukagata from the Kakegawa region of Tôtômi Province (present-day Shizuoka Prefecture); according to the legend's folk etymology, the dance was originally called the Kakegawa Odori ("Kake River dance"), but its name was later shortened to simply Kake Odori. The legend is accompanied by an explanation to the effect that residents of Kakegawa, Tôtômi moved to the Mukagata area, and started the dance in memory of their former homes. 

It is certainly true that residents of the Kakegawa, Iwata and Hamakita areas [all within Shizuoka Prefecture] observe forms of Nembutsu Odori such as the "Dai Nembutsu" and "Kasanbuku". These dances are said to have begun during the Sengoku period [ca. 1482-1558], performed by local people as memorials to the spirits of the warriors of Takeda Shingen who died at Mikatagahara in their battle with Tokugawa Ieyasu. Unfortunately, there seems to be no way at present to confirm whether the Dai-Nembutsu of the Tôkai region is indeed related to the local Kake Odori in the way claimed by the legend. 

Matôsanba

In order to ascertain the nature of the place called Matôsanba where the "returning fire" is lighted, I first tried to collect local legendary material. This area forms the western border of the village. Further, a family bearing the traditional "house name" (yagô) of Kuromame ("black bean") can be found to the immediate north of this area. According to legend, this name finds its origin in a battle which occurred long ago; following the fighting, the heads of slain warriors were scattered about the area "like black beans." The matron of the house told me that "since I knew about the legend, I felt a bit of resistance to the idea of marrying into the family." 

At the foot of a cliff just to the west of Matôsanba, Mukagata's sole communal graveyard is found where it was established by several homes of the Shita no Taira area. This graveyard is also said to contain the remains of "unrelated spirits" (muenbotoke) including unknown travelers who died in Mukagata during their journeys, and drowning victims whose bodies were washed down the river to this area. Both Matôsanba and the common graveyard are within the grounds owned by the Kuromame house. 

It is also said that the ancestors of the Kuromame house were magical folk priests (kitôshi

) who simultaneously served as "minor priests" (konegi) at the time of the Festival of Purification. There was a temple hall dedicated to the bodhisattva Yakushi, and the priests observed a festival on the eighth day of the fourth month. And in earlier times a ritual called matouchi was performed in this locale. It seems that matô likely referred to a "target" (mato), while sanba came from a more common expression sanmaiba for a grave where someone is buried (umebaka); as a result, the place is thought to have a rich sense of the otherworldly. In sum, the observances of the Buddhist temple (Kake Odori, Bon Odori) take place in several locales of Shita no Taira which are linked spatially. 

4. The Festival of Purification and Kake Odori, Bon Odori

The Kake Odori and Purification Festival (Okiyome Matsuri) can both be considered basically "folk observances" (minzoku gyôji). The reason for so saying is the fact that not only Shinto and Buddhist clergy, but the villagers themselves, participate in virtually the entirety of the ceremonies. As a result, I want to reconfirm that what we are trying to examine here is not the direct relation between Shinto shrine and Buddhist temple, but rather the relationship of shrine and temple as conceptualized by the people ("the folk"). 

In order to outline this relationship in simple tabular form, I have compiled the following list of corresponding items involved in the Okiyome Matsuri, the Kake Odori, and the Bon Odori: 

	  
	Festival of Purification (Okiyome Matsuri) 
	Kake Odori/Bon Odori 

	Object of Worship: 
	Amaterasu Ômikami 
	Formally, Amida Nyorai: in actuality, the ancestral spirits of the imperial house. 

	Season: 
	Summer 
	Winter 

	Place: 
	Shita no Taira 
	Ue no Taira 

	Purpose: 
	Umare kiyomari ("[re]birth and purification"); initiation of kamiko 
	Mass for dead ancestors and communion with spirits 

	Age: 
	No upper limit on miyôdo age. 
	People 30 years and older cannot dance. 

	Qualifications: 
	participation by miyôdo only. 
	Miyôdo cannot dance. 


As might be expected, we see that the winter festival and summer festival display considerable symmetry. This fact is a result of the symmetry between the respective images of summer and winter, and also the contrast in conceptions of deity (kami) and Buddha (butsu or hotoke).XII But what common features are possessed by the deities and buddhas forming the objects of worship? 

It would appear that these festivals embody the fact that the relationship between deities and buddhas is one of opposition, but also characterized by harmony, a fact which is likely a central feature of "communal religion." And from the fact that these two ritual observances symbolize birth and death, respectively, they can be considered to form a pair, in spite of the fact that they have opposing orientations. In contrast to the kind of Shinto-Buddhist syncretism which would attempt to treat both kami and buddhas on the same level or dimension, it makes the observer sense rather the presence of a binary concept involving the pairs purity and pollution, or sacred and profane. 

The Arrangement of Kami and Buddhas in Religious Space

For a moment let me set aside our investigation into the relation of kami and buddhas at the village level, and focus on the home. 

It might be noted, by the way, that the shrine is not the only ritual site for the performance of the Festival of Purification; in fact, it was formerly performed more often at the individual homes of families which had made serious religious supplications to the deity in time of crisis. And that fact indicates that the spatial relationship of kami and buddhas within the home is not unrelated to their relationship within the space of the village. 

When considering the relationship of kami and buddhas within the space of the home, it may be relevant to recall the "deity of the living room" (zashiki no kami) and "god of the dirt-floor entryway" (doma no kami) spoken of by Takatori Masao and Hashimoto Mineo.11 The god enshrined in the entryway was a nature deity worshiped since primitive times as a private deity of the family. On the other hand, the deity enshrined on the living room god shelf (kamidana

) was a publicly worshiped deity representing the unifying principle of the community; as a result, a composite structure can be discerned in the god of the Japanese home involving powerful central or local deities superimposed on the local village tutelary (ujigami). 

For a general treatment of the worship performed within the home, one can consult the article "Kamidana to butsudan" ("The Shinto god shelf and the Buddhist family altar") by Hirayama Binjirô.12 Hirayama's article considers the subject of religious space in the home from the standpoint of Shinto-Buddhist syncretism. According to Hirayama, the kamidana and butsudan can be found either aligned together along one wall of the drawing room (called variously dei or zashiki), or arranged separately in an above-and-below relationship in the living room, kitchen, and back room. In any event, Hirayama states that in most cases, both kamidana and butsudan are found within one and the same room, although in some areas they are placed separately. 

Nakamaki Hirochika has considered this problem in further detail; as a result of his study of the spatial arrangement of Buddhist and Shinto deities in more than three-hundred examples of folk houses, Nakamaki determined that examples of kamidana and butsudan arranged within the same room are most commonly found in the Kantô (Tokyo and environs) and northeastern areas of Japan, while the two are more commonly placed in separate rooms from the Kansai (Osaka environs) area westward.13 

In short, it can be asserted that there are differences in the spatial arrangement of kami and buddhas within the home depending on the geographical area, another way of saying that the interpretation of the relation between kami and buddhas in the home was not uniform on a nationwide level. 

In almost all the homes of Mukagata, the butsudan is placed in the front living room, while the kamidana is found in the alcove (tokonoma) of an interior room (kami no dei).XIII In short, the custom within this village is for kami and buddhas to be worshiped separately. It might also be noted that the arrangement of the former Okata home (no longer in existence; see Figure 1) was also the same. 

	Fig. 1 Muramatsu ("Okata") house (no longer extant)

	




	Fig. 2 Sakaguchi Chisako ("Kuroame") house (no longer extant; note that Butsudan and Kamidana were aligned in one room)
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	Fig. 3 Muramatsu Haruo house (Oku no Taira)
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	Fig. 4 Muramatsu Haruo house (Ue no Taira)
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A: Kamidei ("upper living room") B: Heya ("room") C: Shimodei ("lower living room") D: Ima ("living room") E: Kaminodei ("upper living room") F: Nakaoma("middle room") G: Hikanbeya ("servants' room") H: Bath, kitchen I: Inoma ("living room") J: Doma (entryway) K: Hall L: Kamibeya ("upper room") M: "young people's room" N: Storeroom O: Niwa ("entry/garden") P: Shimo zashiki ("lower drawing room") Q: Kami zashiki ("upper drawing room") R: Kami no ma ("upper room") b: Butsudan k: Kamidana o: Outhouse 

(NOTE) Numbers refer to size of room in units of tatami mats. One mat is roughly 1 x 2 meters. The terminology adopted here is that used by the residents themselves. The rather literal translations given here do not necessarily coincide with the current uses to which the rooms are put. - Trans. 

One reason for this arrangement may be related to the fact that, as noted earlier, the Festival of Purification was performed within the homes of families who had made supplications in time of crisis. Amaterasu Ômikami was enshrined in the kamidana, and the tatami mats in front of the kamidana were removed so as to allow the bare floor to be used for dancing. A fireplace was opened in the middle of the floor and used to heat the cauldron for the ritual of boiling water (yudate), while the neighboring room was used as a backstage area. In turn, the audience sat in the "lower drawing room" (shimo no dei) during the performance of the rituals. In short, the spatial arrangement of kami and buddhas within the traditional setting of old homes was determined on the basis of a consideration for the Festival of Purification, the most important festival observance within this village. There have been exceptions, however, to this general principle, for example, the Kuromame house in Shimo no Taira which was destroyed in the great Ise typhoon of 1959. 

Spatial Arrangement of Kami and Buddhas within the Village

If a principle of separation is found in the spatial arrangement of kami and buddhas on the individual family level, what about the case within the village as a whole? The following is a tabulation of religious symbols in the village, based on the map found at the conclusion of the article: 

Symbols relating to kami
A. Tenshô Daijinja (shrine to Amaterasu Ômikami); this is the tutelary (ujigami) for both the Okata house and the village as a whole. 

B. Common ujigami for the families of Oku no Taira and about half those of Ue no Taira. 

C. Yama no kami (god of the mountain). This is a shrine dedicated to the enshrined skull of the mountain dog (yamainu) which acted as guide to the village's founding pioneer Okata; also called the "Taishi Pavilion" (Taishi Dô). 

D. Common ujigami for the families of Shita no Taira and half those of Ue no Taira. 

E. O-Tengu-sama (several hundred metal swords erected at the base of a fallen tree up on the mountain; no shrine building). 

Symbols relating to buddhas

a. Temple Chôshôji. 

b. Amida Pavilion (Amida Dô). In former times the village had a Buddhist confraternity whose members paid regular dues which were used to hold a large festival; these observances, however, are no longer extant. 

c. Matôsanba (site for burning of "returning fire"). 

d. Yakushi Pavilion (Yakushi Dô). This is maintained by the Kuromame house. 

e. Communal graveyard. 

A comparison of this list with the map makes it apparent that religious symbols relating to native deities (kami) are spread throughout Ue no Taira and Oku no Taira, while those relating to buddhist objects of worship are concentrated within the Shita no Taira area. Moreover, kami-related symbols stretch out in a roughly south-southwest direction centering on the Tenshô Daijin Shrine, while Buddhist-related symbols are located at gradually descending elevations (respective to the shrine), oriented toward the west-southwest. 

The spatial arrangement of deities and buddhas in this village is linear; if item "D" is excluded, rough lines drawn through the various symbolic points form a right angle meeting at the shrine. On the basis of this kind of religious layout, it appears that one can clearly discern the principle of separation in effect in the arrangement of deities and buddhas in this village. In short, the religious space within the home and that within the village are directly linked through the fact that the Festival of Purification -- the center of village cohesion -- can potentially be performed independently by any family within the village. In that sense, it may be only natural that the principle of "separation" runs through the spatial configuration of deities and buddhas at both the family and village levels. 

But as I noted earlier, this kind of conceptual discrimination of upper and lower is apparent within the village shrine as well, as expressed in the terms "upper shrine" (uwamiya) and "lower shrine" (shitamiya). More than that, it would appear that religious concepts in effect at the time the village was first established resulted in the formation of a village tutelary involving an "upper grove" (ue no mori) and "lower grove" (shita no mori), and this design thus became the guiding principle of village layout. 

The differentiation of upper and lower can be discerned as well in Mukagata's nearby branch villages. And it also should not be forgotten that the "upper grove-lower grove" relationship was also the axis of village design in locations like Sakabe, which for a long time experienced relationships of alternate cooperation and conflict. In this sense, they may well have shared some common religious concepts. 

Conclusion

It is probably safe to say that the kind of relationship between deities and buddhas found in Mukagata is connected to the founding legends of the village. According to the Muramatsu-shi yurai no ki ("Founding records of the Muramatsu family") and the Kumagaya-ke denki ("Records of the Kumagaya house"), the village was founded in 1394 by Muramatsu Hyôe no Jô Masauji (patriarch of the house traditionally called "Okata") who came from the village Seki-gô in Ise Province. 

A reading of these documents provides a vague, but discernible history of the deities and buddhas of Mukagata. According to the records, since Masauji was from Ise (location of the imperial house's tutelary Tenshô Kôtai Jingu), he established the shrine Tenshô Daijinja as his family tutelary immediately after the founding of the village. During the time of the second generation Muramatsu Rokuzaemon Masazumi, a figure named Kaneda Tajima (later to become the adopted son-in-law to Okata) arrived as a guest to the village. At some time, Kaneda performed a valuable service, in reward for which he was given the rank of regional village head (gôgashira) equivalent to Muramatsu Masamori. Kaneda settled in Shita no Taira, with the result that village heads existed at that point in both Ue no Taira and Shita no Taira. From that time on, the Muramatsu and Kaneda families maintained a close relationship through intermarriage, and in 1574 the two houses cooperated in the construction of the temple Kaneda-san Chôshôji. It goes without saying that the temple's "mountain name" Kaneda-san was taken from the Kaneda family. 

In other words, the Muramatsu family's tutelary in Ue no Taira and the temple named after the Kaneda family in Shita no Taira were both constructed through the cooperation of the Muramatsu family. And while numerous minor episodes had occurred up to that point, from the time both shrine and temple were in existence, the situation was pregnant with the potential for both conflict and harmony, separation and union. 

On the basis of the typology of villages proposed by Yanagita Kunio

 in his Kyôdo shiron,14 Mukagata can be classified as the second of Yanagita's types, namely "a kind of village which is typified by both the motifs of 'pioneering farmer' and of 'hidden field farmer."XIV Yanagita describes such settlements in the following way: 

Such villages were founded by defeated warriors from the Sengoku to the early Edo period. Since such men were trying to avoid battles or to escape from their enemies, their villages were established as isolated communities in deep valleys or plains, far from surrounding communities. Even when they were later recognized by domainal lords and joined by new villages established nearby based on newly developed fields, these original villages alone occupied the best and most expansive of the available land. Further, since the residents of such villages shared common interests from the beginning, they demonstrated strong unity, and were thus able to continue their independent way of life without feeling any sense of need for commerce with the outside world. 

In this way, Yanagita explains that the original founding conditions were responsible for determining the later characteristics of such villages. Or to put it the other way around, the present nature of the village is deeply related to the circumstances surrounding its original founding. 

If so, then we can assume that the religio-spatial design of the village of Mukagata was basically produced as a result of its founding history and the ideals held by the founder Okata. The passage in the "Founding records of the Muramatsu family" which tells of Okata's move from Ise may thus be an encapsulated explanation for the characteristic arrangement of deities and buddhas in both house and village within Mukagata. And in turn, it is this kind of circumstance that likely produces the characteristic relations between deity and buddha found within Japanese "communal religion." 

At the same time, it is said that residents' lifestyles and way of thinking have changed considerably since the Taishô period (1912-1926), when the powerful landowning family of Okata fell to ruin and left the village. This, too, is only natural, since there is no reason for thinking that the people's way of thinking should remain unchanged from the time of the village's founding anyway. In the same way, it is no less unlikely that the kind of conceptions which I have tried to uncover in this paper will also fade away in their own time. 
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Translator's Notes

I. This article was originally published in Japanese as "Matsuri to denshô kara mita mura no shûkyô kûkan", Shintô shûkyô No. 110 (March, 1983), 81-114. 

II. These designations are abbreviations for the following provinces and presentday prefectures: Sanshû (Mikawa, present-day Aichi Prefecture); Shinshû (Shinano, present-day Nagano Prefecture); Enshû (Tôtômi, present-day Shizuoka prefecture). 

III The nembutsu odori is a form of folk observance which involves dancing while chanting the "Nembutsu" or invocation to Amida Buddha ("Namu Amida Butsu" or "Hail to the Buddha Amida") which developed as part of Pure Land Buddhism in Japan's medieval period. According to Mogi, the name of the nembutsu odori called "Kasanbuku" finds its origin in the broad decorative headdresses (kasa) worn, together with a play on the words buku for "mourning" and hoko for "spear," thus referring to the large "floats" (yamahoko

) used in many summer festivals

 throughout Japan. In contrast, the kakeodori appears to have originated from a kind of rural exorcistic procession (kamiokuri) meant to "dance away" evil spirits to beyond the borders of the local community. As Mogi notes, in the case of Mukagata, the villagers have their own local folk exegesis for the origin of this name. The Bon dances (bon odori) are of course the folk dances which accompany the summer festival of "all saints," observed in celebration of the annual return of ancestral spirits to this world. 

IV. The sixteen-petaled chrysanthemum is the family crest of Japan's imperial house; as a result, its use here is an obvious reference to the villagers' consciousness of a relationship to the shrine Tenshô Daijinja, since the tutelary invokes the presence of the deity of the Grand Shrine of Ise (Ise no Daijingû

), the ujigami of the imperial house. 

V. For more regarding Sonoda's theories of "religion of the community" versus the "community of religion," see his article "The Religious Situation in Japan in Relation to Shinto," Acta Asiatica: Bulletin of the Institute of Eastern Culture (1987) 51 1-21. See also above, note 2. 

VI. The literal meaning of miyôdo is "shrine person"; it obviously serves here as a referent for a lay person who experiences a particular relationship to the shrine or its deity. 

VII. The boden is a local variant of the bonten, a religious object symbolizing the presence of the deity; in the case of the boden, the object is fanned from a wooden frame about 75cm square, upon which are affixed a large number of paper streamers; the completed "canopy" is hung from the ceiling of the shrine's hall of worship. 

VIII. See above, note III. 

IX. This local place name evidently has no established Chinese characters corresponding to it; as a possibility, Mogi suggests the characters jûôdô, meaning "ten kings pavilion." 

X. See above, paragraph 10 (note IV). 

XI. The watari byôshi is a style of music used in festivals and sacred dance (kagura), in particular to signal the passing of a divine palanquin (mikoshi

) or other sacred symbol. 

XII. The character butsu is read both butsu and hotoke; The former reading tends to have associations with the objects of worship within institutional Buddhism, while the latter is often used to refer to a deceased human spirit (and thus the connection here with the summer festival of Bon). Both of these senses, however, tend to contrast with the vaguer sense of "numen" or "sacred power" implied by the Shinto term for divinity, kami. 

XIII. The term kami no dei may involve an association with the homophones for "upper" (kami) and "deity" (kami). The sense of "upper" is evident from the fact that it exists in contrast to the "lower room" (shimo no dei; see Figure 1). 

XIV. The term "hidden field" refers to the fact that such fields were disguised by farmers in an effort to prevent them from being registered for purposes of land taxation. 

TABLE 1. NEW-OLD RELATIONSHIP OF TRADITIONAL HOUSE NAMES AND CURRENT HOUSEHOLDS

Oku no Taira

	  
	Name (Head) 
	Traditional House Name (yagô) 
	Stem-family/Branch-family 
	Old Family 
	Personal Deity/Buddha 

	1. 
	Muramatsu Keigyô 
	Sakaguchi 
	Branch from 6 
	  
	  

	2. 
	M. Yoshirô 
	Toyaba 
	Branch from 11 (long ago) 
	O 
	  

	3. 
	M. Tokiyoshi 
	Yamasuya 
	Branch from 1 
	  
	  

	4. 
	M. Yasuhei 
	Noki 
	  
	O 
	  

	5. 
	M. Haruo 
	Kazefuki 
	Retired from 18 (Ue no Taira) 
	O 
	  

	6. 
	M. Katsushige 
	Shita Kazefuki 
	  
	O 
	  

	7. 
	Kaneda Eiko 
	Kuriyama 
	  
	OO 
	  

	8. 
	K. Tsukasa 
	  
	Branch from 7 
	  
	  

	9. 
	M. Kôji 
	Yashiki 
	Branch from 7 
	  
	  

	10. 
	Sasaki Ataru 
	Hayashi 
	  
	O 
	  

	11. 
	M. Masatake 
	Ikenoshima 
	  
	OO 
	  


Ue no Taira

	  
	Name (Head) 
	Traditional House Name (yagô) 
	Stem-family/Branch-family 
	Old Family 
	Personal Deity/Buddha 

	1. 
	Muramatsu Tokiyoshi 
	Yamaguchiya 
	Branch from 3 in Oku no Taira 
	  
	  

	2. 
	M. Kazuichi 
	Moriwakiya 
	  
	  
	  

	3. 
	M. Tadao 
	Kami 
	  
	O 
	  

	4. 
	Hashizume Kiyoharu 
	Morimotoya 
	  
	O 
	  

	5. 
	Sasaki Nobuhiro 
	Komatsuya 
	4th gen. branch from 18 & 10 (from Oku no Taira) 
	  
	  

	6. 
	M. Tomotoshi 
	Sugitaya 
	2nd gen.branch from 12. 
	  
	  

	7. 
	Hashizume Kôshi 
	Mikadoya 
	2nd generation branch from 4. 
	  
	  

	8. 
	M. Hiroshi 
	Nakataya 
	2nd gen. immigrant from Mukayama 
	  
	  

	9. 
	Sakamoto Kinji 
	Yokote 
	  
	O 
	  

	10. 
	Sasaki Yasuhiko 
	Kashiwaya 
	1st gen. branch from 16. 
	  
	  

	11. 
	M. Asao 
	Takemuraya 
	Branch from 12 
	O 
	  

	12. 
	M. Takehiko 
	Murataya 
	  
	O 
	  

	13. 
	Tokiwa Masatoshi 
	Tokiwaya 
	No stem family 
	  
	  

	14. 
	Murasawa Fusao 
	Sawaji 
	  
	  
	  

	15. 
	M. Etsuo 
	Shimadaya 
	7th gen. from Yanagijima 
	  
	  

	16. 
	Sasaki Hatsuo 
	Uwamukai 
	  
	O 
	  

	17. 
	Nagasawa Katsurô 
	Nakakaito 
	  
	OO 
	O 

	18. 
	M. Seiji 
	Seto 
	Long ago was exclusive parishioner representative 
	OO 
	Tengu-sama 

	19. 
	Sasaki Yoshifusa 
	Asakaya 
	1st gen. from Tokô 
	  
	O 

	20. 
	M. Gosaburô 
	Oitaira 
	Branch from 21 
	  
	  

	21. 
	M. Torao 
	Sudochi 
	4th generation from 22 
	  
	  

	22. 
	M. Masanobu 
	Kamiya 
	Branch from 11 (Oku no Taira) 
	  
	  


Shita no Taira

	  
	Name (Head) 
	Traditional House Name (yagô) 
	Stem-family/Branch-family 
	Old Family 
	Personal Deity/Buddha 

	1. 
	Onzawa Fumio 
	Izuya 
	  
	  
	  

	2. 
	Onzawa Seikichi 
	Misuzuya 
	Related to 1. 
	  
	  

	3. 
	M. Hiroo 
	Shin'ya 
	Branch from 18 of Ue no Taira (Long ago) 
	O 
	  

	4. 
	Sasaki Masamichi 
	Shitade 
	  
	  
	  

	5. 
	Matsushita Yoshitaka 
	Wade 
	  
	OO 
	  

	6. 
	Oshie Keiichi 
	  
	  
	  
	  

	7. 
	Sasaki Kesanao 
	Sakakiya 
	1st gen. branch from 4 
	  
	  

	8. 
	M. Chitose 
	Sasaya 
	3rd gen. from Yanagishiya Village 
	  
	  

	9. 
	Onzawa Tsugio 
	Hisatomiya 
	1st gen. branch from 1 
	  
	  

	10. 
	M. Itsuo 
	Nagate 
	  
	O 
	  

	11. 
	Sakaguchi Chisako 
	Kuromame 
	  
	O 
	Yakushi Dô 

	12. 
	Sakaguchi Kazuyoshi 
	  
	First generation branch family 
	  
	  

	13. 
	M. Shun 
	Nakaya 
	  
	OO 
	  

	14. 
	Nagasawa Kazuyuki 
	Oyama 
	  
	  
	  


Mukagata






Translator's Postscript: Matsuri in Japanese Religious Life

Norman Havens 

Recent years have seen a renewal of interest in Japanese religion, particularly in that body of ritual, belief, and tradition which used to be so sanguinely, and unequivocally, referred to as "Shinto

." There is a growing concern that the very term "Shinto" is at very least long overdue for more critical historical and methodological investigation.1 

The subject of Japanese matsuri

 forms a timely issue in this context, and while not expressly designed with that end in mind, it may be that the five essays translated here will be of some benefit in shedding light on at least one aspect of Shinto and Japanese ethnic religiosity, while also introducing the reader -- in rather random fashion, to be sure -- to the kind of research being done on this subject by Japanese scholars in recent years. 

The term matsuri is most commonly associated with the spectacular seasonal "festivals" observed as cultural traditions throughout Japan, but it has a much broader range of specialized uses as well. These can range from the most informal sense of most any "gala," as when the term is prefixed with the honorific "o" (see Yanagawa's article) to the most serious theological definitions pointing to the ideal of what matsuri in spirit should be. 

The latter kinds of definitions usually take their focus from the etymology of the term. For example, Sonoda Minoru notes that "matsuri is the noun form of the verb matsuru or matsurau, words which mean 'to serve one's superior with respect.' This meaning is evident from its use in such compounds as tatematsuru (to offer up service) and tsukaematsuru (to attend humbly). The word matsu - 'to wait' - denotes the state of mind of those 'serving' a deity and 'waiting' for the divine manifestation through 'divine words' (mikoto)."2 Kamata Jun'ichi adds that the root matsu also has the significance of waiting "for or upon something presently unseen to come to a place where it can be seen or approached, and it further includes the sense of greeting the visitor with cordiality."3 Based on these interpretations, the theological sense given to matsuri is probably closest to the English terms "to worship" or "to show reverence." 

In addition, expressions of matsuri can be classified as to whether they fall into that class of rites common to all shrines (stipulated in accordance with law previous to World War II, after the war designated by the Association of Shinto Shrines), or whether they are "special rites" (tokushu shinji) unique to the individual shrine in question. It is this latter class of observances which we most commonly associate with the carnival or "play" element involved in Japanese festivals. 

Needless to say, these two meanings are by no means mutually exclusive, and it may not be quite true to say that Japanese festivals have always been secular affairs."4 Not only do matsuri as pageant invariably involve "divine ceremonies," but the very assertion of secularity depends on its contrast to a specialized sense of the "religious" which may not always be appropriate in discussions of Japanese life.5 Further, it can be pointed out that even that aspect of "play" found in matsuri originates in the presentation of sacred entertainments to the divinity in the form of kan-nigiwai, or "divine amusement."6 

At the same time, it is true that matsuri involve a mobilization of what we would today term "secular powers" to an extent not commonly encountered in the context of Western religions. This comes out most forcefully when we confront the fact that matsuri as "worship" has long been closely associated with the term matsuri-goto (the "activity of worship"), a term which through time came to be associated with the political activity of "governing." 

It is this latter aspect which indeed highlights one of the most important characteristics of Japanese matsuri, namely the fact that they have typically centered on observances to divine powers having some particularistic relationship to the social group doing the worshiping. As a result, the term matsuri can be used to refer to observances held by sociological units extending from the individual household up to and including the entire nation. In short, the matsuri is part of what Sonoda has called the "communal religion" of a Gemeinschaft or "ascribed community" - the community into which one is thrown by fate - in contrast to the specialized religious group, or "religious community" which one may enter of his or her free choice.7 The historical debate surrounding this issue, namely of the original nature of the social group involved in matsuri, is the subject as well of Harada Toshiaki's article here. 

Also closely reflecting the particularistic nature of matsuri and their association with a given socio-political unit, the administration of matsuri was in ancient times the province of the leader of the community, whether the patriarch in the case of a single family or lineage group, or the emperor in the case of the nation. As intimated by the term matsuri-goto, the socio-political ruler legitimated his rule over everyday life by his simultaneous "rule" over the non-everyday activity of worship. This aspect of matsuri is reflected here in the articles by Sonoda, Magi and, particularly Nakamaki, where the emphasis on the participation and reflection of "secular" powers within otherwise "religious" rites is shown to be maintained even today within many localities. Even where the religious ceremonies themselves are directly administered by members of a specialized priesthood, the local socio-political leaders of the community do not fail to become involved in an important way, and as Nakamaki shows, in some cases the allocation of roles in local matsuri continue to directly reflect important facets of the community's social structure. 

Another feature of matsuri which must be noted is their characteristic as rites of passage. As part of their definition of matsuri, Shinto historians and theologians often note the basic stages crucial to any Shinto worship. Ono Sokyô, for example, states that matsuri has four such elements, including (1) purification (harai

); (2) offerings (shinsen); (3) litany (norito

); and (4) a communal feast (naorai

).8 Other elements are of course present as well,9 but on the basis of the four given here one can interpret matsuri as rites of passage along the lines of research initiated by Arnold van Gennep and continued more recently by Victor Turner.10 A rite of passage takes an individual or social group through a process leading from one stable state to another, and includes the three phases of "separation" from the profane world, an intervening "liminal" period when participants are located "betwixt and between" static social states, and a final stage of "reincorporation," when participants are reintegrated once more to the profane world. 

In this sense, purification, the first stage of matsuri noted above, can be read as the phase of separation, in which not only are profane pollutions removed from the worshiper, but the worshiper is also removed from the profane world. The two central stages involving offerings and prayers represent the heightened sense of worshipers in the presence of the sacred, while the concluding communal repast represents the third phase of reincorporation to profane life. 

Also characteristic of matsuri as rites of passage is their strong seasonal orientation. Most local matsuri were originally dedicated to ancestral or natural divinities intimately associated with what might be called the "physiological" basis of the social community, namely food crops, rice above all.11 As a result, matsuri have historically remained closely linked to the lunar agricultural calendar, leading to a distinctive dual structure in the ritual cycle. In many areas, the ritual calendar revolved around the binary axes of two important observances, one held in conjunction with the lunar new year, at which time prayers were directed to the kami in hopes of good crops, and the other in summer or fall, in connection with either the "all saints" festival (Bon), or the giving of thanks for bountiful harvest. In any case, such festival periods represented "time-out-of-time," the liminal "nodes" between and linking the normal sections of everyday life. During such times, ancestors and other divine powers were believed to make journeys to and from the human community, taking up residence in the rice field in spring, and returning to their mountain abode -- the other world -- in fall. As part of this process, the human community was temporarily sacralized by the irruption of the sacred, the miare or what Eliade calls a "hierophany" during the intense period of matsuri.12 

Such seasonal nodes, whether fixed within a cyclical communal calendar or observed contingently within the life of a unique individual in the form of "life-crisis" rites, are often called by the Japanese hare

 in contrast to the ke of the ordinary.13 Hare events, like the kami worshiped on such occasions, are sources of non-everyday power, or as Victor Turner has said, "liminal" times, times in which cultural order is exposed to the marginal, threatening power of asocial chaos. It is this theme which forms the subject of Sonoda Minoru's article here, which advises us to pay more attention to the "night side" of creative chaos found in matsuri. Professor Yanagawa's paper is also suggestive in proposing that more attention be paid to the sensate aspects of psychophysiological sensations in creating that unique state of non-everyday consciousness which seems to be characteristic of the matsuri.14 

The movement from the everyday to the non-everyday world of matsuri is expressed most vividly in the procession of the portable altar, or mikoshi

, which in many festivals bears the divinity from its permanent shrine residence to a "temporary shrine" (the o-tabisho, literally, the "traveling place") in the midst of the profane community By this invasion by the sacred, the profane community is sacralized for the duration of the festival, throwing the ordered everyday social order into a non-everyday situation which, particularly in such observances as those described here by Sonoda, fully deserves the rubric "chaos." In that unordered or antinomian condition, the unity and stable regularity of the everyday sedentary community is threatened not only by the chaos of non-everyday time, but also by what might be called the individual, self-centered desires of the individuals making up that community. 

By reducing the ordered community to this kind of elemental, almost primal state,15 not only is recognition made of the fragility of human community, but as well of the necessity of the ordered social patterns which operate on an everyday basis to forestall such chaos. This aspect of matsuri is exemplified in the procession of the mikoshi, in which it lurches this way and that in what might better be called a rampage through the community's streets. The drunken bearers of the mikoshi can be said to be possessed by the powerful chaos of the non-everyday sacred, and reflect in that sense the potentially centrifugal forces inherent in any group of disordered individuals. At the same time, while the mikoshi is borne along by this possessed group of bearers, it is their combined and -- minimally to be sure -- orderly cooperation which carries it along on its appointed path. As Sonoda notes, the mikoshi may take three hours to move a distance normally walkable in ten minutes, but whatever the case, the mikoshi does not fail to arrive. The procession of the mikoshi thus well illustrates what may be the central motif or at least "effect " of matsuri, namely the union of powerful chaotic, non-everyday forces with the unifying, harmonizing nature of everyday social arrangements. 

Matsuri in Modern Japan

As observed today, matsuri are traditional cultural festivals which in many locations still have the ability to engage and reinforce the solidarity of a local community. This functional aspect is exhibited clearly in a traditional community like Kurokawa, home of the Ôgi Festival dealt with in Nakamaki Hirochika's article. Magi Sakae's article discusses a related aspect of matsuri, namely the way in which the spatial orientation observed in matsuri can reveal aspects of the social structure of the local community. His article is also a good example of the kind of detailed case studies of individual festivals forming a substantial part of ethnographic reporting in Japan. 

With the eruption of the "new religions" in the early modern and modern periods, the term matsuri has been adopted as a general referent for "worship" by some of those voluntaristic groups having a lineage of "Shinto" beliefs, with the result that the term appears to be in the process of losing its central association with particularistic groups. In turn, this points to a weakening of the traditional Gemeinschaft community which formed the original center for the observance of matsuri. Some members of certain new religions, for example, now refuse to participate in carrying the mikoshi in the local community matsuri, asserting that such activities violate their own voluntarily accepted religious beliefs. This is a significant development inasmuch as it signals a lessening of the power of the local community to compel the assent of its members to what has traditionally been an implicit consensus. Even outside the new religions, however, the matsuri in the modern urban context has become essentially a voluntary affair, with residents using the opportunity to demonstrate their civic pride and conscious concern for social cohesion. In this context, it should be kept in mind that, while the articles presented here do not deal with the specific issue of "urban festivals," it is an important topic any consideration of the overall place of and must be kept in mind in festivals in modern Japan.16 

The collection of these essays in book form has given me the chance to go back and revise the translations; some have benefitted more than others from this opportunity. I would like to express my appreciation to Ueda Kenji, Inoue Nobutaka, and others members of the Institute for Japanese Culture and Classics for their aid in proofreading the translations and correcting a number of points I should have otherwise overlooked. Needless to say, any remaining translation errors are my own. 
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