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I would like to think about the way that the postwar remembers
the prewar, in particular, the way postwar anthologies remember
prewar texts. The convenience of postwar zenshii, or Complete
Works, might lull us into forgetting that the various texts
assembled in the collection have participated in history before
being hermetically sealed in an anthology, but the exigencies of
our historical moment demand that we reconsider editorial and
reading practices that de-historicize texts. In order to explicate the
problem, I will now turn to the example of Miyamoto Yuriko's
“The Family of Koiwai” ("Koiwai no ikka").

In January 1934, “The Family of Koiwai” was published in
the journal Bungei (Literary Arts) in a version censored for
objectionable material.

In 1940, it was published in a book, Asa no kaze (Morning
Breeze), in an even more censored form.

In 1947 (after the war), the author herself rewrote the story,
purportedly because the pre-publication manuscript was
unavailable, and published it in a book with Fichisdé
(Weathervane Plant), not just filling in the ellipsed information but
reconfiguring much of the prose. This rewritten version was also
published in the 1948 Miyamoto Yuriko senshii (Collected Works
of Mivamoto Yuriko).

After the author died in 1951, her zenshii was compiled and
published. The pre-publication manuscript surfaced and was used
as the basis for the version of “The Family of Koiwai” included.
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Subsequent anthologies, including the 1979 Zenshii and the

Miyamoto Yuriko shii (Collection of Miyamoto Yuriko's Works)

in the 1988 Nihon puroretaria bungakushii (Collection of
Japanese Proletarian Literature), all follow suit in preferring the

manuscript submitted for publication in 1934 as the base-text
(1979 Zenshi 507-508).

Which text should we evaluate? Should we agree that the pre-
publication manuscript is closest to the “true” text?

The issue at stake is the repression by postwar scholars of
wartime textual practices of excision and elision. In the course of
constructing a postwar narrative of Japanese literature (notice that
the anthologies are postwar), the wounds of the prewar and
wartime period are elided—-in much the same way that
“dangerous” thoughts were elided by censors during the war. The
censored versions are neither reproduced nor discussed in the
postwar anthologies. And recent reproductions of the story--the
1988 Miyvamoto Yuriko shii and the 1992 English translation--
omit any mention that the story was censored or rewritten. It
becomes increasingly difficult to evaluate the life-work of authors
or the literary production of an historical era when anthologies
recreate stories as they should have been published rather than as
they were.

“The Pamily of Koiwai” and

the Historical Moment of 1934
“ The Family of Koiwai” is a story about Otome and her
husband Tsutomu, a poet and revolutionary. Because they have
chosen to commit themselves to the Communist movement,
Tsutomu is unable to fulfill his filial duties as oldest son. His
father, called Grampa, brings the whole family from the
countryside to live with them in Tokyo and witnesses what the
movement means in practice, and it is then that Grampa comes
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into consciousness and suddenly understands why Communism
is necessary.

“The Family of Koiwai” was first published in Bungei
(Literary Arts) in January, 1934. The political atmosphere of the
time was increasingly volatile and radical. The 1925 Peace
Preservation Law (Chian iji h6) declared that the "kokutai"
(national essence) was sacred, and that any attempt to change it
was illegal (Mitchell, Thought Control 67). Since a Communist
revolution was necessarily incompatible with the "kokutai," on
March 15, 1928 hundreds of suspected Communists were
arrested under this Peace Law (Thought Control 81). Mass trials
were held from June 5, 1931 to July 2, 1932 (Thought Control
107).

Chiijo [Miyamoto] Yuriko returned with her female companion
in 1930 from three years in the Soviet Union (thereby missing the
first mass arrests), and in February, 1932 she married the
Communist critic Miyamoto Kenji. Two months later a series of
arrests began for Yuriko. She was first arrested in April, and then
in June, Kenji went underground. Yuriko was again arrested in
September and released after a month. She was arrested a third
time in February, 1933 when she visited Kobayashi Takiji’s
mother after his death. Kenji was finally arrested in December,
1933, and he stayed in prison for the rest of the war, a total of
twelve years. That January, a month after the arrest of her
husband, Yuriko published “The Family of Koiwai” (é.g. de
Bary; Tanaka; 1979 Zenshii "nenpu").

It is surprising that a story about coming into Communist
consciousness could be published as late as 1934, considering
that cultural production with the intent to alter thought was a crime
(e.g. Thought Control 119; Rubin 249-250). Despite the
constricting grasp of the Special Higher Police, it seems that a
sympathetic editor could publish something even as "dangerous"
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as “The Family of Koiwai” by taking some risk and negotiating
the system of censorship. As the war intensified, publishing
pressures became more severe, but it was not until 1942, when a
system of prior approval was implemented, and 1943 when paper
was rationed, that censorship was almost completely
comprehensive (Rubin 270-271).

Censorship was not without precedent. A system of
censorship was first implemented in 1698, and by 1717 it was
officially recognized (Mitchell, Censorship 4). The Meiji
government turned towards a system of self-inspection: the editor
would be punished and the publication banned if printed material
were found to be objectionable. Since editors were required to
take the financial and punitive responsibility on their own
shoulders, they assumed the primary burden of censorship
(Censorship 25).

Censorship, while “externally” imposed on a text by someone
other than the author, was often practiced by editors sympathetic
to the esthetic and sometimes political goals of the author. Fuseji ,
or ellipses in place of objectionable words, were the censorship of
preference. Their use was outlawed in 1885, but allowed to
continue until the military took over the responsibility of
censorship from the Home Ministry in the fall of 1941 (Rubin
30). In his Injurious to Public Morls, Jay Rubin argues that
editors (he cites the Chiio Koron editorial staff, in particular)
cleverly used fuseji as a ‘“counter-measure” against censorship
(30).

It seems easy to assume that censorship altered an otherwise
pristine, pure text, but this is not accurate. It helps us to see fuseji
and censorship practices in general in all their complexities if we
keep in mind two things: one, fusefi were the act of an editor who
inscribed his presence bibliographically in a text; and two, fuseji
were an editorial intervention that was both complicit with and



Bowen-Struyk 281
resistant to wartime authority.

The Effects of Censorship: 1934 version vs. the 1979
Reconstituted Version

Words, phrases, sentences and even whole paragraphs were
boldly deleted from the 1934 Bungei version. What remains is
sometimes ungrammatical, sometimes illogical, sometimes craftily
contrary to the uncensored version. For example, when the
grandfather makes his statement of conviction about the cause, his
comment is reduced to: “It will be troublesome if...soon as
Tsutomu  says.”  (“hayaku  Tsutomu no ifu  yao
= ba komaru!”) (474; 177). ' The censored
fragment is grammatically incomplete. In another place, the
censorship has rendered the sentence subjectless, as when the
“.....” comes to the door to call on the family (469; 174). And in
the case where Tsutomu’s activities in the movement are elided,
the sentence reads: “In spring, Tsutomu
.................................... Then it was summer” (451; 157).
The ellipses run on for the duration of the paragraph, but the
punctuation marks remain intact.

What is the effect of this censorship? Why leave behind the
marks of excision—the ellipses? Why not just cut it out so the
reader might never know that he or she is reading a mutilated text?

Because it is 2 power move. (I am saying this to suggest why
their use was allowed even though legally outlawed in 1885.) The
ellipses call attention to themselves and constantly remind the
reader that someone is controlling what they can and can not read.
That they leave behind illogical fragments or ungrammatical
sentences demands our awe by the arbitrariness of this

t References to “Koiwai no ikka” will be presented as follows: (page # of
1979 Zenshii (vol. 4); page # of 1934 Bungei). Translations are mine,
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deployment of power. It says, “l can cut what 1 want, when I
want, and I don’t owe anyone an explanation.” The fear that
meaning has not just been omitted but altered is at times justified.
For example, the already mentioned example: “It will be
troublesome if...soon as Tsutomu says” (Bungei 177). In the
reconstructed version, this sentence is the crucial moment where
Grampa comes into revolutionary consciousness: "It will be
troublesome if things don't happen as Tsutomu says" (1979
Zenshii 474). In the censored version, the sentence is incomplete.

A longer example, at the end of the second section, elides
information that alters the meaning of the sentence. “If the world
becomes other than it is” is elided so that the remaining sentence

reads: ‘i Aya can rest assured that
her health will be cared for” (461; 166). Then Otome explains to
Grampa, “In....c.coeviniiiinann, , in each ward, there are various
hospitals that treat people...................... ? The reconstructed

version tells us that “In the Soviet Union” and hospitals treat “for
free.” In the next sentence, reference to the journal “Soviet
Friend” has been elided (461; 166). This exchange is important to
the plot development of the reconstructed version because it is
here that Grampa and Grandma listen to Otome describe how a
world under Communism might be preferable, in particular
because their sick daughter would be taken care of; and this will
be crucial in section three when Aya falls so ill as to require
serious medical attention and the family falls in debt to a wicked,
wealthy relative. In the reconstructed version, Otome gives
Grampa information about Russia, and therefore communism,
which will lead him to declare at the end that he hopes the world
becomes more like that. In the censored version, Otome merely
tells Grampa that there are various hospitals which will care for
Aya. All references to Soviet Russia are absent and so we are left
to assume that these hospitals are in Japan--a different meaning
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than the reconstructed version. Here, as in the example above
where Grampa ‘realizes (or does not) the significance of the social
movement, the censorship poses problems of interpretation, and
renders it a different text.

While censorship may inhibit the production of certain
meanings, at the same time it is a power move that has the
potential to subvert itself. Because now I, the reader, have been
challenged to finish the text, to plug in the gaps with meaning, my
meaning. If I know that the text was censored because it was
objectionable will I not plug in objectionable ideas? Rather than
distancing me from potentially radical thoughts {crimes), the text
has invited me to participate in the act (thought crime) of
completing the text. Such readerly texts {i.e. texts that require the
reader to complete them in order to signify) actually heighten
engagement in the ideas since Iam called to think of them myself.
For example, in Yiigeshiki no kagami (The Mirror of Evening
Scenery, pub. January 1935 in Bungei shunji) the first printed
version of what will later be written and rewritten into the now
famous Yukiguni (Snow Country), the censors may have done
more harm than good. When Kawabata Yasunari’s protagonist
returns to the snow country to see the geisha that he had met on
his previous trip, he holds up his finger and tells her, “This is
what remembered you well.” In the censored version, he holds up
his “...... " and says the same thing (73). * Finger seems relatively
innocent in contrast to what a reader might come up with,
especially when provoked by a blank to fill in something
objectionable.

As in the Snow Country example, when I the reader project
meaning onto the text, there is no textual device to hold me in
check. So when the “.....” comes to the house, the reader is called

2 This Zenshii reproduces the text with elisions.
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to imagine a subject--and not just any subject, because it must be
an objectionable subject. Perhaps 1 could do worse than
“policeman”? And when everything that Tsutomu did in spring is
elided, the reader is left with no recourse but to assume that his
activities were revolutionary, and perhaps the reader will be guilty
of assuming that they were more radical than they really were.

In the next section when I discuss editorial intervention, 1 do
not mean to collapse censorship into just another kind of editorial
intervention. On the contrary it has differences well worth
thinking about, and in a longer version of this paper I look at the
textual differences of the 1948 rewritten version and the problems
that it presents. But perhaps a lesson that we can learn from
censorship can be illuminating to textual practices in general. It is
this lesson—-that an author is not the master of her text--that leads
me into the final section of this paper, the section in which I
would like to consider the editorial question.

The Editorial Question

In addition to its appearance in the 1934 edition of Bungei
(censored), the 1940 Asa no kaze (even more censored), the 1947
Fachiso (rewritten), the 1948 Miyamoto Yuriko senshii, the 1951
Zenshii (restored based on submitted manuscript), 1979 Zenshii,
the 1988 Miyvamoto Yuriko shii, and the 1992 English translation,
“The Family of Koiwai” has also been printed in the following
versions: Ippon no hana (One Flower) 1950, and Banshii heiya,
Fuchiso, Futatsu no niwa, sono ta (Banshii_Plains, The
Weathervane Plant, Two Gardens, ete.), published in 1951 (1979
Zenshii 507), and a 1956 Miyamoto Yuriko senshii (Collected
Works of Miyamoto Yuriko). This list is not exclusive.

As should be clear by now, there are many versions of this

story--a handwritten manuscript, a censored version, a version
reconstructed by the author herself, and a version reconstructed
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by an editor based on the handwritten manuscript. And they are all
different. How should an editor produce a text taking all of this
into consideration? And what should we as readers do about it?

This editorial question is worthy of our thought because of the
way that textual versions, like zenshii, command our interest and
provide us with apparently authoritative and seamless texts--
because ‘“producing editions is one of the ways we produce
literary meanings” (McGann 33). As Jerome McGann writes:
“The illusion is the idea that editors ‘establish’ the texts that critics
then go on to ‘interpret.’ All editing is an act of interpretation...”
(27). By calling attention to the way that literary editions--all
editions--come to the reader with biases of interpretation, we are
in a better position to interpret them.

In the 1947 version of “The Family of Koiwai” published in
Fiichisd , Miyamoto Yuriko recreated the story herself. I did not
locate that version, but in the 1948 Senshii {Collected Works),
Yuriko writes in the afterword that she wrote this and other stories
about the injustice and victims of Japanese fascism. She writes
that she has filled in the places where nothing but “vague, slavish
words” (“aimai m dorei no Kkotoba”) were expressed (1948
Senshii. “atogaki” 379). However, not only has she filled in
places that were previously excised by fuseji, she has rewritten
the prose throughout the story: adding and deleting words and
restructuring sentences and paragraphs. Her rewritten version
begs us to think about censorship in its more complicated,
complicit form: self-censorship. ° If, in 1948, Yuriko is at greater
liberty to write, does this version represent her true intention? If
the author herself has authorized this version, then why three

3In the longer version of this paper, I look at the issues raised by the

1947/1948 rewritten versions of “The Family of Koiwai” such as self-
censorship, theoretical aspects of the textual condition, and the pragmatic
issue of editing texts with different lives.
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years later, after her death, would the editor of the zenshii prefer
the unpublished manuscript?

Editing based on author’s intention serves to elide the
differences of an author’s intent through time, posing the problem
of determining--or constructing-—-a cohesive ‘“‘author” who does
not contradict herself throughout the history of a text's
publication. It also serves to elide the differences of the social
moments of a text, that is, of a text as an historical artifact.

My final point will be McGann’s main point in the Textual
Condition, a book which has informed much of this last section:
“The point is that authors (and authorial intentions) do not govern
those textual dimensions of a work which become most clearly
present to us in bibliographic forms” (58). McGann uses the term
“bibliographic codes” to discuss texts as “embodied phenomena”
(13). The “ink, typeface, paper” trilogy is indeed worthy of our
attention as we can see when we look at Illustration 1 of this
paper. The 1979 Zenshii and the 1948 Senshii are not only
linguistically different, they are bibliographically different.
Spacing is different; the title is written differently

bibliographically. Now compare the 1934 Bungei version and the
handwritten manuscript (Illustration 2). We've now entered
another textual dimension: the 1934 version opens with a sketch
of a house with smoke in the sky and barren trees; the handwritten
manuscript has chunks of words that have been crossed out--and
somehow like the published censored version, they invite us to
read them. Finally, the 1956 Senshii and the 1988 Miyamoto
Yuriko shii (Illustration 3). Both are in two columns (nidangumi)
unlike any of the other versions. The Miyamoto Yuriko shii has
more furigana (phonetic reading aids) than the other editions.
Much more attention would have to be paid to the bibliographic
codes in order to further develop how they mean differently.
Doing so would have the advantageous benefit of reintroducing
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the social context into the text: “In the case of bibliographical
codes, ‘author’s intentions’ rarely control the state or the
transmission of the text. In this sense literary texts and their
meanings are collaborative events” (McGann 60). Paying attention
to the bibliographic codes might be a way out of the author-based
editorial mode which attempts to simplify, organize, and make
uniform, and a way into reading the flow of history and the social
production of texts. And then we might remember that every text
is inherently social, “that texts are produced and reproduced under
specific social and institutional conditions, and hence that every
text, including those that may appear to be purely private, is a
social text” {(McGann 21). Casting "texts” back into an historical
context and treating them as historical artifacts empowers us to
think about intellectual and artistic productions as negotiations in a
material world that influences and is influenced by such
production.

While author-based editorial practices are not unique to
postwar Japan (they were practiced prewar, too), it is because of
the particular set of historical problems posed by the postwar era
(such as coming to terms with the wartime experience), that
editorial practices--interpretive practices--need to be rethought.
Confronting the scars of censorship in literature may help restore
a link to the past and put the social context back in the text. The
case of “The Family of Koiwai” and its history of production and
reproduction is not exceptional. Particularly in the case of postwar
Japan, it is imperative that critics deals with textual differences,
historical differences, and not elide them. We should remember
that zenshii, Complete Works, are yet incomplete if they do not
deal with texts as historical artifacts.
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Appendix
{different versions of of “Koiwai no ikka")
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Hlustration II: Copy of Handwritten Manuscript
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