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PREFACE

Barbara GEILHORN and Eike GROSSMANN

The essays in this collection were written for Stanca Scholz-Cionca ex-
pressly for this volume. She has been a teacher, a colleague and a most
perceptive friend to those of us who have had the very fortunate oppor-
tunity of working with her. She began her academic career at the Depart-
ment of Japanese Studies at the Ludwig-Maximilians-University in Mu-
nich, where she worked on the aspects of medieval syncretism in no
theater. In her PhD thesis she analyzed the adaptation and transformation
of the images of Sugawara no Michizane in no theater, where he appears
as the god Tenman Tenjin. She then focused her interest on the history of
theater in Japan, especially on the development of kyogen in the seven-
teenth century. This period is also characterized by translations of n6 and
kyogen plays into German and Rumanian.!

After her habilitation, Stanca Scholz-Cionca broadened her field of
research and began to work on contemporary Japanese theater while
teaching as visiting professor at the Freie Universitat Berlin and the
University of Oslo. She never lost contact with her initial research topics
and began to combine not only interdisciplinary approaches but also
research on different theater forms. With her appointment as full profes-
sor of Japanese Studies at the University of Trier, she expanded her
activities further and published, for example, on the reception of William
Shakespeare in Japanese avant-garde theater and on Japanese theater on
the international stage. Stanca was the first to translate contemporary
plays into German, supporting the emergent field of research on contem-
porary Japanese theater and making important texts accessible to schol-
ars outside Japan.?

In recent years she managed to bring her wide interests together in
various research projects, one of which focused on the reevaluation of no
theater in the Meiji period (1868-1912) and on shinsaku 1o, newly written
no plays addressing contemporary issues. Stanca’s other projects in-
volved the difficult tasks of interpreting humor on theater stages from an
intercultural perspective, as well as the performative aspects of Asian
culture. In all projects she was eager to include performers, thus connect-

1 Scholz-Cionca 1982, 1990, 1991, 1992, 1993, 1998.
2 Scholz-Cionca 2000, 2003, 2004, 2008, 2011, Scholz-Cionca and Leiter 2001.



Barbara GEILHORN and Eike GROSSMANN

ing theoretical and analytical approaches with practical performance
contexts.?

The diversity of theater subject matter contained in this anthology
certainly reflects the breadth of Stanca’s intellectual interests. Starting
from her mother tongue, Rumanian, she also published widely in Ger-
man, English, Japanese and French. Thus our choice to publish a bilingual
collection with papers in English and Japanese was made in recognition
of her borderless influence as a researcher. This decision was influenced
by The Noh Ominameshi edited by Mae J. Smethurst and Christina Laffin
(2003), in which specialists on no theater published their findings on one
no play in both, English and Japanese.

So we present this set of papers in her honor. All of the authors are
Stanca’s colleagues, junior colleagues, or students. Although the papers
do not necessarily exhibit that thematic unity so much beloved of pub-
lishers, they extend Stanca’s work in different directions. It is a lively
array of views, some quite disparate from each other, and some especially
selected to present approaches at variance from her.

REFERENCES

Scholz-Cionca, Stanca (1982), Teatru No (Twenty no plays), transl. and
commentary, Bucharest: Univers.

--- (1990), ‘Der leidende Damon: Zeamis Nue’ (The suffering demon:
Zeami’s Nue), translation and commentary, NOAG, 147/148: 92-117.

--- (1991), Aspekte des mittelalterlichen Synkretismus im Bild des Ten-
man Tenjin im No (Aspects of medieval syncretism in the image of
Tenman Tenjin in no theater), Stuttgart: Franz Steiner Verlag.

--- (1992), “‘What Happened to the Zato Kyogen?,” NOAG, 152: 39-58.

--- (1993), “Weiber im Zorn. Zum Frauenbild im klassischen japanischen
Lustspiel’ (Women in rage: on the image of women in classical Japa-
nese comedy), in: Theologie zwischen Zeiten und Kontinenten. Festschrift
fiir Elisabeth Gdssmann, ed. by Theodor Schneider and Helen Schiingel-
Straumann, Freiburg: Herder, pp. 414-30.

--- (1998), Entstehung und Morphologie des klassischen Kyogen im 17. Jahrhun-
dert: Vom mittelalterlichen Theater der Auflenseiter zum Kammerspiel des
Shogunat (Development and morphology of seventeenth century clas-

3 Scholz-Cionca, 2001, 2005. Scholz-Cionca and Balme 2008, Scholz-Cionca and
Oda 2006, Scholz-Cionca and Oshikiri 2004, Scholz-Cionca and Borgen 2004,
Scholz-Cionca and Bayerdorfer 2005.
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sical kyogen: from a medieval theater of outcasts to a ceremonial art of
the shogunate), Miinchen: Iudicium.

--- (2000), ‘Japanisches Theater der Post-Avantgarde oder Shakespeare im
Wunderland’ (Japanese post-avant-garde theater or Shakespeare in
wonderland), in: Japan. Der andere Kulturfiihrer, ed. by Irmela Hijiya-
Kirschnereit, Frankfurt a. M.: Insel, pp. 135-55.

--- (2001), ‘Seio to no6 — hitotsu no nagai sekkin’ (The West and the no: a
long history of approach), Kanze, 10: 29-32.

--- (2003), ‘Inoue Hisashi: Kalter Krieg’ (Inuoe Hisashi: Cold War), trans-
lation, in: Anbauten. Umbauten. Festschrift fiir Wolfgang Schamoni zum
60. Geburtstag, ed. by Wolfgang Seifert and Asa-Bettina Wuthenow,
Miinchen: Iudicium, pp. 149-52.

--- (2004), ‘La vitesse et le vertige. Notes sur le théatre de Noda Hideki’
(Velocity and Vertigo. Notes on the theater of Noda Hideki), Cahiers du
Centre Européen d Etudes Japonaise d’Alsace, 1: 107-13.

--- (ed.) (2005), ‘Studien zum NO der Meiji-Zeit’ (Studies on Meiji period
no), NOAG, 177-178: 179-278.

--- (2008), Fiinf Theaterstiicke aus Japan (1994-2004) (Five Japanese plays),
Miinchen: Tudicium.

--- (2011), “The Void Embodied: An Encounter of Butd and N6 in Okamoto
Akira’s Mu,” in: Avant-gardes in Japan. Anniversary of Futurism and Buto:
Performing Arts and Cultural Practices between Contemporariness and
Tradition, ed. by Katja Centonze, Venezia: Cafoscarina, pp. 161-172.

Scholz-Cionca, Stanca and Christopher Balme (eds) (2008), No Theatre
Transversal, Miinchen: Tudicium.

-— and Hans-Peter Bayerdorfer (eds) (2005), Befremdendes Lachen. Komik auf
der heutigen Biihne im japanisch-deutschen Vergleich (Irritating Laughter.
Humor on the contemporary stage in a Japanese-German comparison),
Miinchen: Tudicium.

--- and Robert Borgen (eds) (2004), Performing Culture in East Asia: China,
Korea, Japan, Asiatische Studien (Etudes Asiatiques), vol. 3, Bern: Peter
Lang.

--- and Samuel L. Leiter (eds) (2001), Japanese Theatre and the International
Stage, Leiden: Brill.

--- and Sachiko Oda (2006), ‘Drei zeitgendssische N0’ (Three contempo-
rary no plays), NOAG, 179/180: 209-53.

--- and Hoko Oshikiri (2004), ‘Der Adler und die Chrysantheme: No-
Spiele zum russisch-japanischen Krieg’ (The Eagle and the Chrysan-
themum: no plays on the Russo-Japanese War), NOAG, 175/176: 23-58.
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EDITORIAL REMARKS AND ACKNOWLEDGEMENTS

The following method of translation and transliteration is applied: Japa-
nese names are presented in the Japanese fashion, with family name
preceding given name; in transliterating Japanese words and names, the
Hepburn System is used. Japanese terms are given in italics, except for
words used continually throughout this work. Thus, expressions like no,
kyogen, kabuki, bunraku, buto — which are explained in the text — are not
italicized as they appear often. Since we choose to leave each paper in its
original language abstracts in the opposite language are given at the end
of this volume to allow readers without knowledge of both languages
access to the main ideas of the papers.

Our sincere gratitude goes to the German Institute for Japanese Stud-
ies (DIJ, Tokyo) and its director Florian Coulmas for generously publish-
ing this book in the DIJ series of monographs. Without this substantial
support this book would have not come into being. Personal assistance
has furthermore proven to be most crucial to this project’s completion. We
are indebted to Miki Aoyama-Olschina, Fukazawa Nozomi, Nicola Hy-
land, and Matthew Konigsberg for providing their essential native speak-
er skills as diligent proof-readers. Our deeply felt gratitude also goes to
Hilaria Gossmann and Michael Kinski for their unconditional advice and
encouragement.
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INTRODUCTION

Barbara GEILHORN and Eike GROSSMANN

The contemporary Japanese theater scene is characterized by the coexis-
tence of various theater forms, which all have their clearly marked
boundaries but are also fluid enough to merge and collaborate, creating
even more theatrical blends. Besides the four so-called classical theater
traditions — no, kyogen, bunraku, and kabuki -, a stunningly prolific
mainstream theater, relying in its productions mainly on Western plays,
exists. In addition there are countless theater troupes, with their own
repertory of Japanese plays that often contain social critique such as
Sakate Yoji's (*1962) troupe Rinkogun, or groups that draw their plots
from classical motifs or historical incidents as can be often noticed in
productions of Noda Hideki (*1955) or Ninagawa Yukio (*1935). And not
to forget the immeasurable number of small theaters often referred to as
a part of the subculture concentrating for example around the Shimoki-
tazawa district in Tokyo. This is complemented by dance theater, with
buto as the most renown, and by international and intercultural co-
productions between Japanese, Western, and recently Asian producers
and performers blurring not only the lines between genres but also
between countries and languages.

Nevertheless, beginning with the Meiji period (1868-1912) the West-
ern perception of Japanese theater focuses mainly on its classical manifes-
tations, an image that survived until today. This image was further en-
forced by a Japanese policy aiming at the creation and presentation of a
‘traditional’ country, with a deep-rooted culture. However the situation
changed completely in the last two decades. One can claim, that a new
generation of theater practitioners was ‘discovered’ by an international
audience and became regular guests at theater festivals worldwide,
where they were celebrated for the critical contents and experimental

! One example for an international cooperation is the Chinese-Japanese copro-
duction Lost Village by Hirata Oriza and Li Liuyi, which was staged successfully
in China, Hong Kong and Japan in 2007. Lost Village was advertised as ‘[a]
borderless, universal multilingual drama from Asia!" (see Webpage Lost Vil-
lage, New National Theatre, Tokyd). Bai, Su Zhen: A Kabuki Forgery (2006), a

kabuki elements with a Chinese plot.
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Barbara GEILHORN and Eike GROSSMANN

performance styles of their productions. Thus more elements of Japan’s
theaters became known abroad.

Despite the multiple facets of Japanese theater, the latest history on
Japanese theater in general was published in Japanese by Kawatake
Shigetoshi in 1959 and in English by Benito Ortolani in 1990. Since then
there have been no attempts to investigate the history of Japanese theater
in its different manifestations.? Japanese and Western theater research
rather concentrates on one of the classical performance traditions or on
single aspects of contemporary theater.

To be precise, Western studies on no theater, for example, mainly
follow the Japanese research tradition, where no is integrated into classical
Japanese literature studies (kokubungaku). With its distinctively historical
focus on literary linguistic-hermeneutical studies of theoretical writings
and no plays, most studies on the development of no theater end abruptly
with the nineteenth century leaving the impression of a theater form that
reached, and managed to preserve, its artistic peak from the Edo period
(1600-1867) up to today.> A similar situation can be observed for the other
classical theater forms. Nevertheless there are some exceptions, such as
Amano Fumio’s Gendai nogaku kagi (Lectures on contemporary no, *2006)
that gives readers an impression about present-day no theater practice.
Eric Rath’s work The Ethos of Noh. Actors and their Art (2004) on the creation
of tradition and the role of tradition in the institutional development of no
up to the late twentieth century or Barbara Geilhorn’s Weibliche Spielriume.
Frauen im japanischen No und Kyogen-Theater (Female Spaces. Women in
Japanese no and kyogen theater, 2011) on women on no stages from the
Meiji period up to today can be named here for Western research that
broadens the conventional view on no theater.

Contemporary theater on the other hand is often reduced to buto or to
individual producers and playwrights. This led to exceptional, but also
highly specialized studies and it is no exaggeration to claim, that research
on contemporary Japanese theater is still developing.* Nishido Kojin’s

2 From 1981 to 1990 a group of researchers at Hosei University (Tokyd) pub-
lished a series of seven volumes titled Nihon geino shi (History of Japanese
Performing Arts). However, the publication follows strictly conventional de-
scriptions of the development of performing arts in Japan, focusing on the
canonical theater forms such as no and kyogen even in its last volume on
contemporary theater, which only briefly covers modern theater forms.

For an overview on Japanese no research see Takemoto 1994; see also Omote
and Amano 1999: 173—4 and 184-5. Examples for Western studies are Hare
1986, 2008 and Fenno Quinn 2005, Atkins 2006.

* Works on producers and playwrights are for example Carruthers and Taka-

hashi 2004, Sorgenfrei 2005, Boyd 2006.
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Introduction

(2006) study on the conditions of contemporary theater is one rare exam-
ple that investigates different aspects of performance techniques and
contexts focusing on text, body, and the relation of actors and audience
without referring directly to one theater form or troupe. An example for
a Western in-depth analysis of the relation of theater and politics is Peter
Eckersall’s Theorizing the Angura Space (2006).

This collection was inspired by all these studies and tries to connect
the many approaches identified above. It is the first attempt to bring
together papers on various genres of Japanese theater in order to narrow
the seemingly wide gap between traditional and modern theater, literary
and performance analyses, practical and theoretical stances. The selected
papers are representative contributions to the field, opening new per-
spectives on a potential further development of research on Japanese
theater.

The papers display the wide range of possibilities the historical mate-
rials, contemporary scripts, and performance records open for theater
research. Some papers interpret their materials from a conventional per-
spective (Miura, Nishino, Oda, Yamanaka), others combine materials
from various genres (Centonze, Eckersall, Hackner, Regelsberger) or in-
vestigate them from an interdisciplinary angle (Borgen, Marumoto, Ru-
perti, Schmitt). There are also contributions that propose a reconsidera-
tion of already well-known sources (Hata, Takemoto), introduce and
analyze recently found handwritings (Kobayashi, Otani) or ‘forgotten’
plays (Brandon), or add another point of view to the history of one theater
form (Kagaya). Some papers face the problem of a just emerging research
field and hint at prospective topics and contexts for further studies (Berg-
mann, Geilhorn, Grossmann).

In detail this collection consists of six thematic sections. Section one
deals with theoretical writings and collections of plays and contains four
chapters. Yamanaka Reiko analyzes the performance techniques of no
during the time of Zeami (1336?-14437?), starting with the expression 1o o
mau, to dance no, which in contemporary Japanese is the general refer-
ence to a no performance. Since the body movements differ significantly
from natural body movements, and thus leave the impression to the
audience that no is rather dancing than acting, Yamanaka considers #0 o
mau appropriate when referring to a contemporary n6 performance. Nev-
ertheless she argues that no during the fifteenth century was far away
from dance and much more realistic than today. By analyzing Zeami’s
treatises she traces back descriptions of performances and performance
styles and proves that improvisation and direct expression of emotions
such as laughing and crying were a central part of n6 performance. There
will be great interest in the future development of her thesis especially in

15



Barbara GEILHORN and Eike GROSSMANN

regard to the question when, how and why changes in the performance
styles took place.

Andreas Regelsberger offers another close reading of theoretical trea-
tises focusing on the aesthetics of ningy06 joruri, Japanese puppet theater.
By interpreting treatises on puppetry and considering writings on no
theater as well as on poetry, Regelsberger examines the aesthetics of
ningyo joruri from various perspectives such as the representation of
reality, the depiction of emotions, and the notion of tradition. He argues
that it is the combination of a skillful libretto and the vigor of the human
voice, which animates the ‘lifeless’” wooden puppets and grants them a
second, ‘bodiless” body rather than the action on stage. He develops his
argument even further by claiming, that the main concern of secondary
texts and eventually of the audience during the seventeenth and eigh-
teenth century was with the talent of the chanter, whose voice bestows the
puppets with their individual character, and less with the visual impact
of the puppets.

Bonaventura Ruperti widens the perspective of the interpretation of
theoretical treatises towards a transcultural or ‘borderless’ exchange of
theater forms and contents. He focuses on the similarity in the develop-
ment of theoretical treatises in fifteenth century Japan and Italy. Ruperti
argues that during that time both countries simultaneously experience a
rapidly growing interest in theater, which can be seen in the increasing
number of theoretical writings. A comparison of theoretical writings on
no theater with Italian treatises on theater enables him to distinguish
several common key aspects, for instance discussions on the ‘essence” of
theater, the art of the actor, and the staging of plays. He concludes with
the assumption that, although not connected, the dawn of theater in both
countries shares simultaneities in its theoretical approaches leaving room
for speculations on the socio-political conditions that supported the de-
velopment of theater.

These conditions are also important for the emergence of a distinction
between what is today generally considered as “professional theater” and
as ‘non-professional folk performing arts.” The relation of both perfor-
mance traditions is addressed by Otani Jun, who introduces the repertory
of a kyogen theater performed by the inhabitants of Kurokawa, a small
rural village in the Yamagata Prefecture. In Kurokawa, kyogen is gener-
ally staged together with no theater and both are well-known as Kuroka-
wa no6 with a written history of more than four hundred years. Based on
a collection of libretti compiled by the villagers Otani traces the history of
the 43 kyogen plays in the village back to the Edo period. His analysis
shows that already during that time the villagers of Kurokawa had in-
tense contact with traveling actors and actors living in their vicinity. He

16
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further proves the influence of the Kyogenki, an Edo period reading book
of kyogen plays published in several versions between 1666 and 1730 on
Kurokawa’s kydgen. Otani’s paper not only nurtures speculations on how
far printed editions of the Kyogenki managed to travel around Japan but
also stimulates discussions on the validity of a border between profes-
sional and non-professional arts. It is a crucial contribution to the research
on art forms beyond their genre boundaries and supports further investi-
gations on Kurokawa no/kyogen as well as on the history of kyogen in
general.

Following the analysis of theoretical materials, the four papers in
section two investigate how cultural concepts are displayed on theater
stages by focusing on legends, objects, and the use of expressions in plays
and texts. For this no plays have proven an immeasurable treasure and
Miura Hiroko investigates the meaning of the expression ongaku (music)
and its use in the actual plays. She conducted an exhaustive analysis of
the standard repertory of 250 plays and extracted 25 plays, in which the
expression ongaku appears. Her discussion of the context in which ongaku
is used, leads to an in-depth interpretation of how ongaku was perceived
in medieval Japan. Her conclusion that ongaku mainly stands for ‘heaven-
ly music’ or announces the appearance of deities or dances of heavenly
creatures is underlined by the combination of the expression with super-
natural phenomena, such as purple clouds or unknown fragrances. By
taking literary works into account as well, she argues that ongaku symbol-
izes “the sound of paradise’ to medieval people and proposes a reconsid-
eration of the social implications of no from a cultural history perspective.

The following paper by Pia Schmitt on the role of objects in medieval
no and their representation as props takes a similar approach. Schmitt
analyzes no from a cultural and theater studies point of view and by
focusing her study on props she opens up a field that has been widely
ignored by scholars of no. Although only used sparsely, props in no
theater emphasize decisive moments and meanings of the plays and thus
an analysis of no plays should also contain a study of the stage props.
Tracing the relationship of the mirror as a leitmotif in selected plays by
Zeami, its use as a prop on stage, and as precious object in medieval
material culture Schmitt even considers its psychological dimension and
claims that the prop itself has to be considered a metaphor. She finally
applies the image of the mirror in its metaphorical meaning to the whole
genre, claiming that it actually symbolizes the mirror-like relation of
gravity and amusement, or simply of no and kyogen.

The last two papers in this section deal with the adaptation and
transformation of medieval literary motifs into no theater, both focusing
on a legendary person — Ono no Komachi and the monk Jojin. Oda
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Sachiko claims that, besides their fictional aspects, the plays relating to
the poetess Ono no Komachi are displaying medieval conceptions of
women in general. With Ono no Komachi as an example Oda identifies
three main literary motifs in the n6 plays and shows that the figure is
interpreted in two differing ways: either as a possessed human being or
as a possessed demon dwelling in another person. The focus on the
demonic, so Oda, enabled the authors of the no plays to add a new facet
to Ono no Komachi. By changing from the outside to an inner perspec-
tive, they give Ono no Komachi a chance to explain her behavior to the
audience. Thus the legendary Ono no Komachi is not only enhanced with
a negative image closely related to the image of women in Buddhism.
While Ono no Komachi is criticized for being too independent and for not
relying on the support of a man she also turns into a human being the
audience can feel sympathetic for, since her inner struggles become obvi-
ous.

Next to legendary persons and their transformation for the stage the
encounter with other cultures is another crucial topic in no theater. Robert
Borgen’s paper gives important insights into the historical background of
a legend around the monk Jojin and his travel to China in the eleventh
century. Jojin’s diary draws a fascinating picture of his encounter with
Chinese culture and Borgen shows, how the performative and ritual
aspects of this pilgrimage might have stimulated similar topics in no and
later kabuki plays. Following Borgen’s argumentation, J6jin has to be
considered as a performer of rites on various levels beginning with his
regular performance of the Lotus Rite and the realization of his pilgrim-
age according to the prescriptions of his sect. Thus, although there are no
plays referring directly to Jojin, the diary provides sufficient theatrical
aspects that allowed a smooth implementation of intercultural features
into theater plays, especially in no theater.

After the analysis of plays the four papers in section three finally turn
to performance practices focusing on different audiences and on the
adaptation of plays. The historical and contemporary audience of no
performance has been a long neglected topic. Contemporary no actors not
only support themselves with performances on stage but mainly by
supervising disciples. This led to a composition of the audience, which is
unique to no theater: ‘amateur’ performers attending performances of
their master represent the largest group within the audience. Takemoto
Mikio addresses this fact as problematic to the survival of no, especially
in the moment the number of disciples decreases, and recognizes a lack-
ing consciousness of the actors as artists and teachers. His investigation
of the historical roots of this peculiar audience shows that although being
a popular art during medieval times no was always highly dependant of
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powerful patrons. Despite the fact that some performances attracted an
audience of up to one thousand people, small-sized stagings in residences
of nobles were common as well. Even in the early modern times n6 actors
were connected to an individual daimyo and dependent on his financial
support. Takemoto concludes that although no was able to attract masses
up to the Meiji period, the organizational structure of contemporary no
makes it unsuitable as a commercial theater. Therefore it is important that
actors realize the position of their theater and thus he urges them for a
change in attitude instead of a constant dwelling in the memories of a
glorious past, adding that the well-researched history of no theater poses
a problem in adapting to new circumstances.

As Takemoto shows, the audience and performance contexts of no
theater were always in a process of change, and the same can be said for
the repertory of no which experienced various changes throughout its
history. Especially since the Edo period a habit of reviving plays became
popular and has been maintained up to today. In his paper Nishino
Haruo outlines a brief history of fukkyoku (‘revived’) no and shows, that
this process is a main characteristic of no theater. His paper gives valuable
insights in the practice of reviving no6 plays for the contemporary stage.
Nishino reports his experiences of transforming the libretto of Hitachi obi
(A Sash from Hitachi), which was excluded from the main repertory in
1912, into a stage script and offers a comparison between the old and the
new version of the play. Assumingly written before 1467 Hitachi obi
probably belongs to the oldest plays in the no repertory and has been
infrequently performed up to the Meiji period. The revival of the play
initiated a discussion on how to adapt it in order to make it attractive for
a modern audience and on how far the original play and its dramaturgy
should be protected. Thus, Nishino presents contemporary no as an art
form that does not exclusively rely on ‘conventional’ plays and perform-
ance techniques but is undergoing constant change.

Kagaya Shinko’s paper also discusses how no theater managed to
survive until today by showing its ability to adapt to new circumstances
and environments. She analyzes two no performances in Busan (Korea)
in 1905 and 2005 focusing on the content of the performed plays, the
context of the performances, and the composition of audiences. On the
example of the performance of the shinsaku no Bokonka in 2005, which
broaches the issue of a Korean woman whose husband has been taken by
the Japanese during the colonial period, Kagaya shows that no possess a
‘contemporaneous necessity.” Thus, by connecting the performances in
Korea to the socio-political situation of Japan and Korea, Kagaya investi-
gates the timeliness of no in each context and argues that the potential of
relating even to sensitive topics enables its constant transmission.
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The intercultural exchange that is central to Kagaya’s paper is also
taken up by Marumoto Takashi, who turns the perspective towards the
adaptation of foreign plays for the Japanese stage. Marumoto claims that
although the all-female Takarazuka revue is a genre close to Western
musical the attempt of adapting Western opera has proofed to be a
challenging task. He outlines the aspects that have to be considered in
case of a ‘takarazukalization” and argues that directors and composers of
Takarazuka aim at perfectly transforming works of various theatrical and
literary genres into the context of the musical revue. With Aida as an
example Marumoto shows that while maintaining the basic storyline the
writers of the Takarazuka version created a completely new work that
conveys its own meaning. He concludes that Takarazuka not only assim-
ilates topics from other cultures for a Japanese audience but by adapting
a familiar plot it can also help Western audiences to accustom with
Japanese culture, or to be precise, to accustom to the Japanese view on
Western culture.

The reception and also redefinition of theater is the main topic of
section four. All three papers discuss turning points in the reception of
theater in Japan during different stages of the twentieth century. The
history of no often follows the five n6 schools and within them the major
families, giving the impression of a linear development of houses and
head families, and subsequently of a regional concentration of no to the
areas around Tokyo, Kyoto, and Osaka. Research on the history of
kyogen theater can be considered similar. Nevertheless, like researchers
on no in Japan are recently focusing on no in the domains during the Edo
period and thus writing a new history of no, Kobayashi Seki follows this
trend in his paper on a kyogen actor from Kumamoto (Kytishii). He
analyzes unpublished diaries and records of the Noma family and recon-
structs the activities of Noma Zenzaemon (1856-1913), who left Ku-
mamoto at the end of the Meiji period and relocated to Tokyo, where he
gained a reputation as an actor. Besides a description of the kyogen
practice in Kumamoto during the Edo period Kobayashi also draws a
lively account of the theater world in Tokyo at the turn of the century.

How deeply theater used to be connected to social and political condi-
tions is shown by James Brandon, who discusses the contribution of
kabuki to the patriotic fervor during 1931 and 1945. Although today
perceived as classical theater, kabuki until recently fulfilled a crucial role
in commentating and supporting contemporary incidents. This character-
istic can be observed already in its early history. However, even though
there are about one hundred so-called sensdgeki, war plays, which were
written to support and celebrate Japan’s military success, kabuki’s role
during the interwar and war period has long been ignored. Through an
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analysis of three representative plays belonging to this group, Brandon
demonstrates how profoundly kabuki authors and actors were engaged
in supporting the war effort on stage and beyond. He then argues that the
alteration from contemporary into classical theater only took place after
World War Il when kabuki’s ideological liability was discussed and its ties
to contemporary society were radically cut.

The perception of no theater by intellectuals and literati in the 1940s is
the topic of Hata Hisashi’s paper. Rather than focusing on the political
implications the ‘return to traditional culture’ had on the re-evaluation of
no6 during war times, Hata is interested in the “personal’ impact of no
performances. He interprets the effects a performance of the no Taema by
Umewaka Mansabur6 I had on the literary critic Kobayashi Hideo (1902—
1983). His analysis starts from the assumption that Kobayashi, who re-
ceived a Western education, was able to emotionally grasp the meaning
of the play and to describe it accurately in his essay ‘Taema,” without
being a specialist on no or even classical literature. While the essay also
shows the misinterpretations of n6 by the audience, Hata argues that just
by experiencing an excellent performance Kobayashi’s interest in Japan’s
medieval literature was triggered, proving the image of n6 as non-under-
standable to outsiders wrong.

While sections one to four mainly deal with one of the classical theater
forms, be it from a historical or contemporary perspective, section five
contains three papers that deal with the relation of theater to contempo-
rary dance, film, and literature. Peter Eckersall, Katja Centonze, and
Thomas Hackner investigate theater from a cross-media perspective and
focus mainly on the 1960s, drawing a dazzling picture of Japanese avant-
garde. First, Peter Eckersall presents buto as a radical, disturbing, and
continuously evolving performance style that blurs the line between art
and the prosaic world. His article is an in-depth analysis of hybrid per-
formances and cross-media experiments by Hijikata Tatsumi (1928-1986)
in collaboration with the filmmaker Iimura Takahiko (*1937). By intro-
ducing Hijikata’s various intermedia approaches that covered film, pho-
tography, contemporary art, and music Eckersall shows that these exper-
iments were attempts to extend the radius and effect of live performances.

Katja Centonze’s paper focuses on the same cultural settings and
recalls the actor-body discourse of the Japanese avant-garde. She gives a
thick description of interrelated art works by three representatives,
Mishima Yukio (1925-1970), Hijikata Tatsumi, and Hosoe Eiko (*1933),
and demonstrates the cross-fertilization between the artists. Each of these
artists showed a particular concern for the body and Centonze provides
a close reading of first-hand material thus enabling the protagonists of
her study to speak with their own words. It becomes obvious that the
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three artistes can be considered as pioneers in the contemporary develop-
ment of a discourse on the body and the physical space in performing
arts, film and photography as well as in literature.

The body, in its willingly damaged stage, is also topic of Thomas
Hackner’s paper, which shifts focus towards the concept of suicide in
Japanese culture and its alteration by Western influence. Exploring the
interference between seppuku (ritual suicide) and shinjii (‘lovers’ suicide’
or ‘double suicide’) as two socially accepted forms of suicide in medieval
Japan Hackner introduces two central motifs of classical performing arts.
He then transfers these images on the display of suicide in Mishima
Yukio’s works and analyzes a short story and its adaptation into film.
Hackner shows that both, short story and film, can be interpreted as
essential for the mind-set of Mishima Yukio, which apparently centered
around the annihilation of the human body.

The final section consists of three papers focusing on various aspects
of contemporary Japanese theater and society in the twenty-first century,
proposing different approaches. Barbara Geilhorn’s paper introduces the
productions of Okada Toshiki (*1973), one of the leading playwrights and
directors of the younger generation. Okada is one of the few playwrights,
who address social and psychological problems of contemporary Japa-
nese society such as the otaku (geek or nerd) phenomenon, precarious
working conditions, or the widening social gap. To stage these critical
conditions adequately he developed a performance style, which is la-
beled by critics as radically new. Geilhorn analyzes two of Okada’s recent
plays and illustrates the characteristic modes of expression for his theater.
She concludes that raising issues of global and individual crisis makes
Okada an internationally comprehensible playwright which is a central
factor for his success.

The depiction of society is also the topic of Eike Grossmann’s paper.
She chose Erosu no hate (The end of Eros), a contemporary play written
and directed by Matsuo Suzuki (*1962) and performed with his group
Otona keikaku (Grown-up plan) in 2001. Suzuki, who is often labeled as
one of the most aggressive dramaturges of Japan, stages a society driven
by rage and desperation and proposes one final ‘solution’ to solve all
problems of this society. Erosu no hate gained actuality especially after the
triple disaster — earthquake, tsunami, and nuclear catastrophe — that hit
northeastern Japan in March 2011. In his play Matsuo draws a disturbing
picture of distortion and tantalization: a hopeless Japanese society is
heading towards self-destruction and finally wiped out by an explosion
in Tokyo’s first nuclear plant. A plot, that from today’s perspective makes
the play appear, as Grossmann shows, almost like an omen for what
happened only ten years later.

22



Introduction

The last paper finally turns to cultural politics and performance con-
ditions in contemporary Japan. Anne Bergmann investigates the revital-
ization of mainly regional culture. She takes a twofold approach and
considers the perspectives of local governments as well as of cultural
facilities in communities. Tracing significant steps in the establishment of
modern cultural policy, administration and management over the last
decades in Japan Bergmann analyzes the governmental endeavor to
bridge the supposedly widening gap between a ‘decaying’ culture of
rural Japan and a concentration of culture facilities in metropolitan areas.
On the example of Art Tower Mito, a cultural center with a concert hall, a
theater and an art gallery in the prefecture of Ibaragi she introduces a new
type of cultural hall that combines a sound artistic and managerial con-
cept with a firm financial base provided by governmental subsidies.
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SECTION 1

THEORETICAL WRITINGS AND COLLECTIONS OF PLAYS
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WAL 1974 48) 12 &0, HERPMEE O SFRITEAIE LT, Tom Hare (2008),
ZEAMI: Performance Notes, New York: Columbia University Press Z 1\ %, 72
72U, THZEBEE] BFRFCE ENTHARNZD THHEFE] O3 Erika
de Poorter (1986), Zeami'’s Talks on Sarugaku, Amsterdam: J.C. Gieben {Z & > T
WD,
‘In the Sarugaku [play] Morikata, whilst he was seated reading the siitra, his
wife and mother came up to him, and when they called him, he looked intently
at his mother for a while, then, turning his face away, he looked tenderly at his
wife with a sidelong glance, and dropped his head. It was a supreme [expres-
sion of] caring, and in his day he was applauded for it. In the Sarugaku [play]
called Ko wa ko nite naki he was equally applauded [for the passage where] he
expressed his caring with his eyes when he was going to say: “Go away
quickly!”” (de Poorter 1986: 84, section 16).
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’... the dance is to be danced within the contours of jo-ha-kyi, from the praying
hands posture to the movement of all five limbs, and the extension and draw-
ing back of the arms’ (Hare 2008: 102).
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® “The Part for Dance Steps for One Cycle of Sparring Using Intricate Movement
According to Our Troupe’ (Hare 2008: 148).
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® ‘The introduction is danced [slowly] as an introduction [should be] and the
presto [is danced quickly] as a presto [should be], and [to dance] first quickly,
then composedly is all determined. In the passage “As soon as [they touch] the
trees of swords, they seem to disappear, [the pains] of the hell of the crushing
rocks”, one suddenly bends and walks with short steps. In this way one first
quickens, then slackens speed, quickens, then slackens speed. In the passage
“The flames of the fire burn the soles of the feet”, one has soon used [all] the
gestures and when there is nothing more to do, one takes random steps
backwards and makes turns.
While observing [the rules of] the art one has to perform [each gesture] at the
right moment. But it is ugly to turn and turn without using [all] the gestures,
just because it looks interesting’ (de Poorter 1986: 88, section 29).
(RS =& G2 ] 305410272 5 A% 1. "When the text says look, you
should look; when it says arm reach out or draw back your arm, you should
reach out or draw your arm back accordingly; and when it says “listen” or “a
sound is heard,” you should lend your ear; if you use your body thus in
accordance with each action as specified, you will perform the stage actions as
a matter of course’ (Hare 2008: 44)
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8 THEgE) T2eii#% R, /If it is a matter of weeping, then let the people hear the
word weep, and a little bit after the word has been uttered, press your sleeve to
your face and bring the matter to completion with the visual impression” (Hare
2008: 100).

T #s#kf&] 25 3 45, ‘There are some performers who do not act successfully.
When they weep, for instance, they bring their sleeve in front of their eyes and
immediately remove it. Or they seem to wipe one eye’ (de Poorter 1986: 93,
section 50).
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1 THI#Ek4], ‘Therefore, to hide [one’s face] with the fan from the person
[playing] opposite at the words “I am ashamed even to be seen by the moon”,
and bend forward, not looking at the moon at all, looks ugly. If one holds the
fan high at “even to be seen by the moon”, to hide oneself mainly from the
moon, and just glances at the person, and finishes performing it in a subtle way,
then it will look interesting’ (de Poorter 1986: 90, section 35).
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12 “In the play Matsukaze Murasame, if one approaches [the supporting actor] at
the passage “Please pray for the repose of our souls!” the acting will become
slow-motioned. [Therefore] it is more interesting to hold on [without moving]
up to “pray for the repose of our souls”, to approach [him] at the words “We
take our leave”, and to go back when saying “and go back”. When one goes
back at “pines is” in “Only the wind in the pines is left”, it is not interesting at
all. One has to go back at “left”. Such passages in particular will not be
interesting if the meaning [of the words] and the acting do not correspond’ (de
Poorter 1986: 89, section 34).
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PorTics orF VOICE AND PUPPET

SECONDARY TEXTS ON THE ART OF NINGYO JORURI

Andreas REGELSBERGER

I. INTRODUCTION

Aesthetic discourses on the art of puppetry (ningyo joruri) can be found
in various secondary texts from the latter half of the seventeenth century.
In contrast to dramas or primary texts, these secondary texts are not
directly involved in the performance itself but they reflect upon the
performance, its history, tradition and aesthetic principles on a meta level.

These texts can be of historical character and may, for example de-
scribe the evolution of the genre (ayatsuri gekisho, literally: ‘books on
puppet theater’). Additionally, they may reflect the artist’s position con-
cerning his art, as it is the case in prefaces to drama collections (dam-
monoshii). On top of that, they can also be helpful to understand the
audience and it’s perspective, as is the case with the critical texts of the
ayatsuri hyobanki, or puppet theater critiques.

In ningy06 joruri, drama collections are written by the chanters (tayir)
and not the puppeteer. This fact implies that it is their very performance
and voice that substantiates the complete show. It is for the tayi and not
the puppet that the audience is visiting the theater and for this reason, one
can understand ningyo joruri first of all as a vocal art form. Hence a
common expression in Japanese is not going to the theater but listening to
it: bunraku o kiku.

Different from the genre of aristocratic no theater in medieval Japan,
which can be considered, in several aspects, the ancestor of ningyo joruri
there is no monumental ingenious originator, or central father-figure,
such as Zeami Motokiyo (1363?-1443?). Not only did Zeami pen a large
number of plays, but he also looked at his own work in approximately
twenty treatises that help us get a better understanding of this unique art
form. Information about the meta level, the core concepts of style and
beauty as well as the training of the performers of ningyo joruri, however,
is relatively scarce and scattered over many different genres.
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II. THE AUTHOR AND THE TEXT: NANIWA MIYAGE

THE AUDIENCE

One of the most famous sources on ningyo joruri is the preface to the
Naniwa miyage (Souvenir of Naniwa), published 13 years after the death
of the prolific playwright Chikamatsu Monzaemon (1653-1725), in 1738.
Chikamatsu argues that the audience’s preferences are crucial for the
future and the survival of any art form. Thus, a play is considered
successful when it is well received by the audience.'

For a writer of joruri theater who does not have actors to work with
but instead ‘must impart to lifeless wooden puppets a broad range of
emotions, and thus attempt to capture the interest of the audience, to
match their preferences’® is a difficult task for two reasons. As one suc-
cessful example, Chikamatsu cites a scene from ‘The Village of Falling
Flowers’ in Genji monogatari (The Tale of Geniji, early eleventh century), in
which an anthropomorphized pine tree, annoyed at the surrounding
snow being cleared away, recoils its branches and shakes off some of the
snow.® It was from scenes like this that Chikamatsu learned to impart life
to dead objects in a way that effectively moves the viewer. The tools the
joruri author can use to achieve this goal are the rhetoric instruments of
language: by the means of the word, the audiences’ fantasy blooms and
the puppet comes to life.

To put the focus on the power and lifelines of language on the text
level is also mirrored on the level of the poetical discourse about the
puppet theater. Particularly and frequently used are “plays on words’
such as ateji, in which the phonetic pronunciation and the written charac-
ter diverge, thus creating a space for additional nuances and allusions.
The usage of these rhetorical instruments implies that the author is refer-
ring to the reading audience in particular and in doing so he is affirming
his position as a playwright. This may seem not unusual, if one has in
mind modern theater and authorship —but in the Edo period (1600-1867),
when copyright laws did not yet exist and the chanter, the tayi, was the
originator of the whole performance and so to speak the author of the
staged plays, it was very uncommon. That is why we do not know much
about the authors of earlier puppet plays, particularly those of ko-joruri,
or old joruri. Nevertheless, a very special and striking example can be
found within the textual corpus of Naniwa miyage:

! Nihon koten bungaku taikei (NKBT) 50: 356.
2 Ibid.
* Ibid.
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Gei to iu mono wa jitsu to uso no hiniku no aida ni aru mono nari.
Art is something, which lies in the slender margin between the real
and the unreal.*

The word himaku, as the written kanji generally has to be read, originally
meant ‘skin’ or ‘membrane’. Figuratively speaking it is the ‘slender mar-
gin’ of a difference. Here it has to be read as hiniku not himaku — as the
furigana indicate. But the word hiniku, which is usually written with the
characters ‘skin’ and ‘flesh’, denotes body and refers to the metonymical
use of the two characters. On the other hand, hiniku implies a certain
surface because the penetration of the elements mentioned does not reach
the bone, not to mention the medulla. Obviously the topos of hi-niku-kotsu
— skin, flesh and bone that appears in many other poetical contexts is
implied in this line.

The poetic writing Guhisho (Private sketchbook, undated), which for a
long time had been attributed to Fujiwara no Teika (1162-1241) compares
the strengths and weaknesses of the three ingenious calligraphers of the
Heian period (794-1185), Ono no Michikaze (894-967), Fujiwara no Suke-
masa (944-998) and Fujiwara no Yukinari (972-1027) to that of bone, flesh
and skin. Michikaze’s style is described as bone-penetrating, Sukemasa’s
style is characterized as flesh and Yukinari’s style is specified as skin.”

Zeami quotes this passage from the Guhishé and writes in Shikado (The
True Path to the Flower, 1420), one of his fundamental treatises on no
theater, as follows:

In this art there is skin, flesh and bone. But they are never to be found
together. Even in calligraphy they are said to never have appeared
united, except in the writings of the grandmaster. If you look at the
art of no, you might call it “bone” when the actor reveals his innate
ability, which naturally leads to great talent; you might call it “flesh”
when the actor’s power that is based on his masterful dancing and
singing leads to a perfect style and you might call it “skin” when the
unfolding of these elements bring about perfect beauty. If one relates
skin, flesh and bones to watching, listening and the heart, skin
corresponds to watching, flesh corresponds to listening and heart
corresponds to bones.®

In the Naniwa miyage, the concepts of 1) himaku no aida, a small gap and a
slender margin thin as skin, and 2) hiniku no aida, a small gap between

4 NKBT 50: 358, translation quoted from Keene 1951: 95.
® Nihon kagaku taikei (NKGT) 4: 295.
© Ibid. Unless otherwise specified, translations of Japanese texts are by the author.
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skin and flesh, happen to converge to form a palimpsest that has been
intentionally constructed by the author.

The self-reflexivity of Japanese aesthetics is vast, as has been the
tradition in literary circles. In this case it applies predominantly to the
field of waka poetry. Almost every theoretical work, particularly the pref-
aces to poetry anthologies quote former Japanese or Chinese works, with
the preface to the Kokin wakashii constituting the ‘vanishing point,” the
centre to which all other works refer to in one way or another.

But it seems, that the allusions of the Guhisho or Shikado in Naniwa
miyage are made intentionally by the author, which leads us to an impor-
tant deduction. In identifying the concepts of skin and flesh with the
respective passages in Zeami, one obtains the correlations of ‘watching
and skin” and ‘listening and flesh.” For both sensory perceptions watching
and listening — the eye and the ear — are crucial to the observation process
of the audience, a surprising conclusion can be drawn. Bearing in mind
all previous information, we can extend the phrase and interpolate the
line:

The thing called art emerges from the gap between watching and
listening to the real and the unreal.”

Going even one step further, one can add that the missing third element,
the bone, which has been identified with the heart in Zeami’s treatises,
points back to the feelings, the pathos of the play: between watching and
listening, the heart is missing. This is the pathos that is to be experienced by
the audience in the process of active perception. It is only through theater
reflecting experiences of life that audience and performance connect.

III. PATHOS AND THE QUESTION OF REPRESENTATION
AND REPRODUCTION OF REALITY

For the very reason that joruri is dealing with puppets, the author of the
Naniwa miyage does not fail to point out this essential feature at the very
outset of his text:

Joruri differs from other forms of fiction in that since it is primarily
concerned with puppets, the words should all be living things in
which action is the most important feature.®

7 NKBT 50: 356.
8 Tbid.: 357, translation quoted from Keene 1951: 93.
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This statement sums up the central paradox inherent in puppet theater.
The crux of the matter is already anticipated: on the one hand we have
imposed ‘puppets without any emotion,” which, due to their materiality,
can hardly have an equal appeal to the audience as, for example, a living
actor of flesh and blood. On the other hand, it is the puppets very lack of
life that is supposed to conjure up an even higher degree of reality than
an actual actor could ever evoke. The kabuki actor, who always keeps an
eye on the positive effect of his performance and who is a master of
showmanship, is much more confined to his body, whereas a puppet is
not subject to these restrictions. Hence the audience has a much better
opportunity to use the puppet as a projection screen for their imagination
in comparison to kabuki. Thus, it can be argued, that the joruri perfor-
mance is more suggestive than any other performing art.

We can therefore take the material limits of the puppet as a key to
transcend the fundamental limitations of theater itself. These restrictions
are based on the limited means of expression to create reality on stage. For
only the breach of an expression that is conceived as too naturalistic can
possibly solve this dilemma. Chikamatsu outlines a remarkable solution
to this dilemma: the ‘resuscitation through the text.”” Chikamatsu’s vivid
writing, gives life to the otherwise emotionless puppets. To him, texts are
‘living creatures.”'? For that reason, ‘action’ is based on the text’s liveli-
ness, which only becomes possible, because the text is based on feeling:

For this reason, it should be borne in mind that feeling is the basis of
writing.!!

In another passage Chikamatsu argues as follows:

This is what I mean by the real and the unreal. It is unreal, and yet it
is not unreal; it is real, and yet it is not real. Entertainment lies
between the two."?

It is this ‘slender margin between the real and the unreal,’®® which is a

core concept of the whole treatise and the reason why researchers refer to
this theory as the kyojitsu-hiniku-ron, the ‘theorem of the space of the skin
membranes, between unreal and real being.’14 In other words, it is all
about the deliberate incongruence of artistic reflection — in this case the

? Ibid.: 356.

10 Ibid.

Ibid., translation quoted from Keene 1951: 94.

12 Tbid.: 359, translation quoted from Keene 1951: 96.
13 Ibid.: 358.

14 Tbid.: 356.

41



Andreas REGELSBERGER

text — and the original prefiguration. It is the tension between the conflict-
ing priorities of realistic illusion and distancing presentation: the oscillat-
ing space of fictional projection and naturalism where entertainment
(nagusami) and art emerge.

IV. CHANTERS AND PERFORMANCE: JOKYO YONEN GIDAYU DAMMONOSHU
(1687) AND TAKENOKOSHU (1678)

Following on from the discourse of the basics of text production, author-
ship and the core concepts of art, I would like to proceed to discuss the
reproduction of these texts on stage, to the chanters and how they put the
text into practice.

Even though joruri developed into a sophisticated and complex art
form, it carried on the medieval style of storytelling until the latter half of
the seventeenth century. Only then did it mature in technical terms and
its plots became more dramatic. In order for the joruri to develop further,
the succession of gifted chanters was of vital importance. Among them
were remarkable chanters such as Harimanojo (1632?-1685?), son of a
craftsman from Kydto who performed in Osaka. Then there was his
disciple, Kiyomizu Rihei (dates unknown), who became a teacher of
Takemoto Gidayu (1651-1714) as well as Uji Kaganojo (1635-1711).

In the 1670s, Kaganojo began publishing his plays with accompanying
musical annotations. To that date, musical annotations were kept secret.
He went even further, by explaining the signs and symbols used in these
annotations and how to read the rudimental score. The latter texts were
intended for both patrons and amateur chanters from the Kamigata
region (Kyoto and Osaka). This daring act of publicizing material that
was supposed to be only accessible to Kaganojo’s disciples triggered a
downright joruri boom and brought about a huge number of hobby
chanters. Subsequently, the recitation of joruri became a major leisure
activity among the citizens of Japan’s big cities.

By publishing his texts and making them available to a considerable
reading public, Kaganojo also underlined the importance of no theater
and no chanting, as well as emphasizing that joruri was deeply indebted
to the former. In 1678, he published a collection of his most popular plays
under the title Takenokoshii (Collection of Bamboo Shoots). Introductory,
Kaganojo explains the relation of joruri to no and its esoteric teachings as
follows:

Injoruri there are no masters. However, you have to understand that
no theater is the parental genre to joruri. The reason is that a perfor-
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mance in joruri starts with the three no dances Okina, Senzai and
Sambaso. After these ritual pieces, the n6 music Sagihara is played
during the entrance of the puppets. Are not happi, hangiri and okuchi
(ritual clothes) in joruri the same as those used in no theater? Hence
joruri originates in no."

In this preface to the Collection of Bamboo Shoots Uji Kaganojo is as daring
as he is cautious. In saying that there are no masters in joruri, he claims to
be acknowledged as its founding father; while in emphasizing that joruri
descends from no, he legitimizes his art, making it a direct successor of
the praised performing art of his time. In the foreword to the Kotakeshii
(Small Bamboo Collection, 1685) one of the most prominent citizens of
Osaka speaks up. Renowned author Thara Saikaku (1642-1693), who also
penned some dramas for Uji Kaganojo writes:

Joruri that has been considered a very low matter without any use
for the world was developed by Uji Kaganojo and his school to an art
form that can entertain its audience just as the no theater.'®

But Takemoto Giday, sixteen years his junior and first ever pupil and
then later strongest rival of Kaganojo, was a perfect child of the Genroku
era (1688-1703): an era during which some citizens already had devel-
oped a notable self-confidence even though the merchants were still —
officially — the lowest of the four classes.

In 1684, Takemoto Gidayi opened his theater, the Takemoto-za, in
Osaka’s theater — and entertainment district — Dotombori. The opening
play was written by Chikamatsu Monzaemon, as were many others
thereafter. It was with Chikamatsu’s celebrated play Sonezaki shinjii (The
Love Suicides at Sonezaki). Despite Kaganojo’s several desperate at-
tempts to win Chikamatsu back, Takemoto Gidayti was offering some-
thing very tempting: he allowed the playwright to publish his work
under his own name and in doing so to gain the due public consideration.
Kaganojo refused this privilege to all his playwrights, staying in line with
the convention of the time.

As he had learned from his master Uji Kaganojo, Takemoto Gidayd,
too, opened his anthologies with some general remarks. One of his most
important compilations is the Jokyo yonen Gidayii dammonoshii, literally ‘A
Collection of Gidayu Plays Dating from the Year 1678, which owes its
long-winded title to the original one being lost. In its preface, he refers
directly to the writings of his former master, Uji Kaganojo. In it he drafts

15 Nihon shomin bunka shiry® shiisei (NSBS) 7: 125.
1 Ibid.: 128.
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a new and different approach to learning joruri. To him, it is neither the
traditional link nor the parallels to no that is crucial, but the personal
effort of each chanter. Consequently, the education and training as well as
the input of any one disciple gain greatly in significance.

It has been said that joruri should regard the n6 as its parents. For
that reason one should start with no chanting and only then go for
the rehearsal of joruri chanting. My answer is as follows: obviously
there are some advantages in this approach. But due to my under-
standing of teaching one should better regard the joruri of the old
masters as father and mother and regard arts as no and kowakamai
(medieval ballad-drama) as foster parents. But the child does not
know anything about the parent’s heart and anybody has his talent
on his own and a distinct understanding of the rhythm of voice and
heart, of melody and text, the rhythm of the shamisen and a distinct
understanding of the performance and the audience’s reactions to it.
That is why there is a talent beyond pure learning from a master."”

In these remarks, Takemoto Gidayt explains his basic principles and
underlines that understanding the epochal context and its corresponding
demands are more important than an unreflexive assumption of pure
tradition. The continuous re-evaluation of the chanter’s position is al-
ready implied in these theorems. Not only do these various prefaces
discuss the differing positions on learning and tradition, but also aspects
such as the appropriate attitude for the right delivery of emotions. Ka-
ganojo further explains:

Because all art ways originate from the heart and are nourished by it
one should follow the heart’s suggestions.'®

And further in the same text:

As far as the style of yiigen'® is concerned, the voice should be the
same as in the auspicious pieces but the singing should be designed
in a softer way and the heart should feel as if one would be sitting
under cherry trees spending the time listening to the music of koto
(stringed musical instrument), flute or drum and completely forget
to return home.?

—_

7 Ibid.: 131.

Ibid.: 125.

Referring to Zeami Motokiyo and Fujiwara Teika, roughly ‘refined elegance’.
% Ibid.

U
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In contrast Takemoto Gidayt writes in his Jokyo yonen Gidayii dam-
monoshii:

In delivering scenes of lament and bitterness one should not ignore
reality. One always must keep in mind the essence of the piece
during the performance. Thus the different attitudes of the heart
have to be performed in a clearly distinguishable way. The different
voices, the begging and the narrating, past and presence, tears and
sorrow have to be emphasized in the chanter’s performance.21

The emotional depiction of the different characters is one of Takemoto
Gidayi’s central issues, proving that his approach to joruri chanting
greatly differs from that of Kaganojo.

V. RECEPTION — AUDIENCE AND CRITICISM

In the last sub-chapter of my remarks on the aesthetic of ningyo joruri, I
would like to take a closer look at the audience and its reactions to the
shows.

VoIcE

The destruction of illusion on stage leads to the showcasing of the perfor-
mance itself. With the chanter’s voice steadily building up momentum
and challenging as well as captivating the audience, it is gaining in
importance until it becomes the focal point of the show. Apart from his
general expressivity, it is above all his voice that attracts the audience’s
attention, which can be found in various publications.

It is in this context that books like the Ima mukashi ayatsuri nendaiki (A
Chronicle of Puppetry Long Ago) from Nishizawa Ippii (1665-1731) were
eventually published. Published in 1727, it is the first book to inform in
extensis about the history, music, various texts and styles and core figures
of the genre. After a while, public interest in joruri had become so wide-
spread that every year handbooks — compendia similar to books such as
‘Who is Who’ — were circulated. Not only did they list the various chant-
ers (and sometimes musicians and even puppeteers too), they also gave
an evaluation and ranking of the ‘stars’ of the day. These compendia were
called ayatsuri hyobanki (puppet theater critiques).

During the complete Edo period Hyébanki served the genre both in
terms of advertising and/or criticism. And it was not celebrities, but also

2l Ibid.: 370.
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works of literature and the performing arts that were listed in these small
stitched booklets. The historical origin of hyobanki lies in the list of cour-
tesans (yiijo hyobanki), and later of actors. These lists first appeared in the
entertainment quarters. Together with the saiken, periodically published
tourist guides, they were the only manual not to get lost in the demi-
monde.

On the basis of vivid analogies (mitate), characteristic features of the
given descriptions are articulated in the ayatsuri hyobanki. The Ongyoku
sarugutsuwa (Music Gag, 1746) lists 46 entries on chanters, shamisen
players and puppeteers. All artists are acknowledged with a poem or a
poetic line, each of which ends with a bird’s name. Sometimes these poetic
descriptions also make use of rhetoric figures such as kakekotoba (pivot
word). For example, the last entry on the puppeteer Nishikawa Rokujiiro
(dates unknown) reads:

Koken to narite ichiza no sewa o yakitori.

Here sewa o yaki — to care for [the theater] overlays with yakitori —
grilled chicken on a skewer: as a tutor he takes good care of the
whole theater — grilled chicken.??

In Sokyoku Naniwa no ashi (Puppet dramas — Reed from Naniwa, 1747)
chanters and some playwrights are characterized by riddles (nazo). About
the famous author Takeda Izumo II (1691-1756) the text says:

Putsuputsu to chie no fukideru kumo.
Clouds of wisdom come into sight.”

This ‘riddle” is more a play on words — like many riddles actually are —
since the ‘upcoming clouds’ (fukideru kumo) already contain the name
Izumo.

Other ayatsuri hyobanki have their mitate, the comparing analogon
with fans (0gi), meals, flowers, pearls, coins and so on. Besides the
listing of different objects (mono-zukushi), this procedure turned into a
true obsession. The Ayatsuri-awase kendai (A Bookrest of Puppet Dra-
mas, 1757), with mention of poetical or famous places (utamakura or
meisho) at the end of each line, are a good illustration of this. As another
example, I would like to present the praising lines on the chanters
Takemoto Yamatonojo (1702-1766) and Harimanoshojo (= Takemoto
Masatayt, 1691-1744):

2 Tbid.
2 Ibid.: 389.
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Shindai kara no gyogi o kuzusazu ongyoku no zuiichi wa Ama no hashidate
The manners of the divine ages are not destroyed [in his perfor-
mance], first in music — Ama no hashidate.?*

Harima-dono no omokage ni sukoshi mo kawaranu joruri no hibiki Onoe no
kane.

Not the slightest change in the shadow [= memory] of Harima, his
joruri still reverberates — bell of Onoe.”

In addition to the poetical places in the second entry, the selection of the
term omokage attracts attention. On the semantic level, omokage denotes
shadow, while at the same time it is also used as a characteristic term in
the theoretical context of poetic discourses (karon), as in the Mumyodsho
(Nameless Notes, 1211) from Kamo no Chomei (1155-1216). In particular,
the description of the chanters is elaborate with their voice being the
foremost criterion in evaluation.

The one who has a good and clear voice reaches the lectern and
becomes a chanter; the one who has not, sticks at the balustrade
(tesuri) and becomes a puppeteer.?®

He has a good voice and knows how to use it.”

As we can deduce from these examples, the chanter’s voice was the
foremost criterion on which he was evaluated. It could be said that his
voice formed some kind of universal element. A beautiful and strong
voice was regarded as imperative. But there were also more differentiated
evaluations that do not describe the voice with the sublime criterion of
‘beauty’ or ‘strength.’

His voice has a certain elegance that corresponds to the sorrow (urei)
in the text.?

Picking it up as a sword / and penetrating as if it was an arrow / with
his voice / the audience’s ears. / What a great success!*

2 Together with the pine-clad islands of Matsushima and the torii at Itsukushima

shrine, the sandbar of Amanohashidate is one of the Three Views of Japan
(Nihon sankei), the canonical list of Japan’s three most celebrated scenic sights.
Ibid.: 398.

» Ibid.

% tesuri = the wall, that hides and covers the puppeteer (Tokan zasshi). Ibid.: 36.

¥ Gidayii shusshinroku on Yagitayt. Ibid.: 70.

% Naniwa sono sueba on Takemoto Shimatayti. Tokugawa bungei ruiji (TBRJ) 12:
251.

¥ Tozai hyorin on Toyotake Komatayii. Naniwa sosho (NWSS) 15: 40.
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From these remarks we learn that a strong and powerful voice with a
wide range was regarded as positive, while a weak and quiet voice was
generally seen as insufficient. In order to summarize my remarks on the
aesthetics of joruri, I would like to put forward the hypothesis that the
chanter’s voice is regarded as the fundamental force, which gives life to
the lifeless puppets. When put into practice on stage, the voice lends them
an, albeit bodiless, individual body.
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MIRROR OF ATTACHMENT

ON MagGic MIRRORS AND REFLECTIONS IN NO PLAYS
BY ZEAMI MOTOKIYO!

Pia ScHMITT

I. INTRODUCTION

Suit the action to the word, the word to the action, with this special
observance, that you o’erstep not the modesty of nature. For any-
thing so o’erdone is from the purpose of playing, whose end both at
the first, and now, was and is, to hold as ‘twere the mirror up to
nature; to show virtue her own feature, scorn her own image, and
the very age and body of the time his form and pressure.?

In many cultures, the mirror — as well as the mirror image as a structural
concept — has a long history of meaning in the fields of art, religion,
philosophy and descriptions of the human psyche.® In theater, as in other
arts, the mirror plays an important role as a metaphor characterizing the
process of mimesis, as much as the psychological effect the work has on
its recipients. Psychoanalytic theater theory, for example, refers to the
stage as a mirror for the spectators and emphasizes the audience’s identi-
fication with the events presented to them.* As the French cultural studies
scholar Sabine Melchior-Bonnet summarizes, the mirror also plays an
important role in providing a private stage for individual performance, as
described in the following:

The mirror acts more or less as a theatrical stage on which each
person creates himself from an imaginary projection, from social and

—

This essay on the mirror was written during a research stay at Waseda Univer-
sity. The author wishes to express her thanks to Professor Takemoto Mikio and
Professor Miyake Akiko for their support. The analysis of the mirror in no is
part of my dissertation project on no-props.

Hamlet IILii, Sisson 1954: 1019. Mikiko Ishii also quotes this passage in her
comparative study of nd and Shakespearean theater (1994: 51).

Konersmann 1995: 1379.

Balme 2003: 66.
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aesthetic models and from an appearance that all reciprocally sus-
tain each other.®

Not least — as this paper tries to explore — the mirror is also an effective
and charming prop.

Since ancient times, the mirror in Japan has played a decisive role in
cult and ritual, and, consequently cultural spheres linked to performance.
As Klaus Antoni illustrates, the meaning and fascination of the mirror
first unfolded in the Shintoistic cult surrounding the sun-goddess Ama-
terasu-omikami.® In a famous episode recorded in the Kojiki (Records of
Ancient Matters, 712),” the lesser gods also make use of a mirror in their
staged spectacle to elicit the sun-goddess out of her hideout, where she
had retreated after being offended by her crude brother Susanoo no
mikoto’s rambunctious violence.?

Buddhism, as Aoki Yutaka points out, also made use of the dramatic
and scenic effects of the reflective surface. Especially in the syncretistic
efforts of medieval Japan, the mirror turned into an important structural
and visual concept. Buddhas and Bodhisattvas were considered to be
reflections of indigenous deities (kami). To effectively stage this belief,
the Buddhist figures’ outlines were drawn on sacred Shintoistic mir-
rors.’

Not least, the mirror played an important role in medieval material
culture as a much-sought-after and prestigious object. In the context of an
extensive enlargement and specialization of handicraft — motivated by
flourishing trade relations with China, Korea and, even reaching as far as
Vietnam —'° the import and production of mirrors also experienced a
considerable increase. As Aoki points out, during the Muromachi period
(1336-1573), metallic mirrors became popular among the fashionable and
wealthy.!!

Considering these deep roots of the mirror in cult, ritual, religious
ceremony, and as such in acts of performance, but also in material culture,
it is not surprising that no as premodern stagecraft is pervaded by it. As
a thematic motif, the mirror plays an important role in many works. Plays
attributed to Zeami Motokiyo (1363?-14437?), in which the mirror func-

Melchior-Bonnet 2001: 174.

Antoni 1989: 15-7.

Unless they are proper names, translations of Japanese titles will be given in
parentheses.

Kurano and Takeda 1958: 81-5.

Aoki 1992: 77.

10 Sasamoto 2002: 146-9.

Aoki 1992: 133.
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tions either as a man-made object or in its most natural and primordial
form as reflection in the water plays an important role as central topic or
as poetic leitmotif, are the works Higaki (The Cypress Fence), Matsukaze
(Pining Wind),"? Izutsu (The Well Cradle), Nomori (Field-watch), and the
unperformed plays Sanekata'™ and Matsura."* In medieval Japan, the mir-
ror was already being implemented as an effective prop in performances
of some of these works.

The mirror as a prop and as a popular thematic motif in the afore-
mentioned no, will be the focus of this analysis. In part IT and III, I will
attempt to analyze the mirror’s ‘ideological baggage’’® by taking a
closer look at reflections and mirrors in the dramatic texts. Part IV will
examine the development of the mirror as a prop and explore its
relationship to material medieval culture. In this connection, Zeami’s
notes on staging the play Matsura, as well as later instructions and
sketches by Kanze Sosetsu (1509-83) and lay actor Shimotsuma Shoshin
(1551-1616) provide valuable insights.

The topic of the mirror has appealed to many scholars, who have
produced numerous studies on its cultural history, meaning, and also
portrayal in literary texts. A thorough study of the mirror’s function in
European culture emphasizing the French context is provided by Sabine
Melchior-Bonnet (2001). Aoki Yutaka (1992) traces the mirror in Japanese
cultural history. Articles dealing with the Japanese context include Ma-
tsuoka Shinpei’s research on water imagery in plays by Zeami (1990),
Klaus Antoni’s study in German that focuses on the mirror as comic motif
in Japanese, Indian and Chinese fairy stories, Stanca Scholz-Cionca’s
article on the motif of scooping water in pre-modern Japanese literature
(1997) also mentions the topic, as does her study on the art of kyogen
(1998). Taking these examinations as a point of departure, this paper tries
to tackle two tasks. One aim is to provide a more comprehensive analysis
of the mirror in Zeami’s works. The other aim is to examine medieval no

12 Matsukaze, as Yokomichi Mario and Omote Akira summarize in their edition of
the play, was originally written by Kan’ami (1333-1384) and then reworked by
his son Zeami. The treatise Sarugaku dangi (Talks on Sarugaku, 1430) and the
style of the work indicate this process of creation (1960: 57).

13 Concerning the author of the play Sanekata, there are different opinions among
Japanese scholars. Following the analysis in Tanaka 1989 and in Matsuoka
1990, this paper will treat the play as Zeami’s work.

!4 1to Masayoshi emphasizes on the basis of a stylistic analysis that Matsura must
have been written by Zeami (2000: 1). In his manuscript Zeami includes the
work under the title Matsura no no (The ndé Matsura) (Getsuyokai 1997: 128). In
this analysis the play will be referred to as Matsura.

15 Sofer 2003: 17.
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from the perspective of theater studies, including thoughts on the mirror
on stage.

II. MizuxaGcAMI — REFLECTING WATERS

At the barrier to Osaka, like the full moon, too reflected in the clear
water, now we wish to drive you on, horses from Mochizuki.'®

Osaka no seki no kiyomizu ni kage miete ima ya hikuramu mochizuki no
koma."”

In the classic poetic literature of Japan particularly the oldest form of the
mirror, the reflecting surface of clear water is a central motif. As the
Japanese literary scholar Matsuoka Shinpei points out, one poet who is
especially fond of reflective waters is Ki no Tsurayuki (?-945), compiler of
the famous anthology Kokin wakashii (A Collection of Poems, Ancient and
Modern, 905-914) and author of its Japanese foreword.”® Atmospheric
images recur in the poet’s work. A bonfire (kagaribi) makes the surface of
the nightly river seemingly aflame, while deep waters (mina soko) reflect
the blazing colors of autumn foliage and a hand scooping water catches
the reflection of the moon."

A Buddhist connotation can be found in these reflections. As Fabio
Rambelli points out, the full moon mirrored in still water signifies the
state of enlightenment to the same extent as the clear, reflecting surface
itself, which represents ‘the originally pure substance of the mind.””® At
the same time, however, the momentary reflection also becomes a strong
symbol for the fleetingness of the world.*

In no, these atmospheric images are interwoven into poetic chains of
multilayered allusions. In Matsukaze, the female protagonists — two salt-
makers — scoop the reflection of the moon with their buckets, conjuring
up an association to Tsurayuki’s scooping hand; in Higaki, the nightly

16 The poem depicts the custom of presenting horses to the emperor performed

every August since the Heian period (794-1185). ‘Mochizuki’ here, as the editor
Hagitani Boku points out, as kakekotoba (homonym) refers to the full moon as well
as to the village of Mochizuki in the present day Nagano prefecture (1969: 157).
Tsurayuki zenkashii (Tsurayuki’s Collected Poems, year of creation unknown),
No. 14: 157. Unless otherwise specified, translations of Japanese texts are by the
author. This poem is also quoted by Matsuoka 1990: 4.

'8 Matsuoka 1990: 4-5.

o Tsurayuki zenkashii, No. 10: 157; No. 26: 159; No. 856: 282.

20 Rambelli 2001: 24.

21 See Scholz-Cionca 1993: 20.
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river mirrors the moon? and in the unperformed Matsura, the image of
the full moon shimmering in the crystal stream pervades the play like a
red thread.”

Buddhism, however, adopts an ambivalent attitude towards objects, as
Fabio Rambelli illustrates in his study on Buddhist Materiality** This also
applies to the mirror, be it in the simple form of reflecting waters or as a
man-made object. The crystalline reflecting surface thus does not only con-
stitute a powerful symbol of the enlightened mind. It also holds the danger
of forming too strong an attachment to outward appearance,® conjuring up
associations with the myth of Narcissus. This aspect of the mirror creating
dramatic scenes of inner conflict repeatedly unfolds in Zeami’s works.

Nobody could serve as a more appropriate protagonist to illustrate
this than the dandy-like character who is placed in the center of the no
Sanekata. In this play, which, as historical documents record, was per-
formed until the Edo period (1600-1867),% an old man, the ghost of the
Heian period (794-1185) poet Fujiwara no Sanekata (?-998), appears as
shite (protagonist). Following the structure of a dream no (later scientific
term mugen n9)¥ this inconspicuous person hints of his illustrious life at
the imperial court, the compilation of the Kokin wakashii, and his beauti-
fully dancing figure and then he disappears.?® In the second half of the
play, while gazing at his face in reflective water, the protagonist once
more conjures up his erstwhile beauty:

Chorus:
Seeing my reflection in the water Mizu ni utsuru kage mireba
It is still my own, but beautiful. waga mi, nagara mo utsukushiku

2 Yokomichi and Omote 1960: 61 and 281.

3 Getsuyokai 1997: 139. Further works attributed to Zeami, in which reflective
water is mentioned as a poetic motif, are Yumi yawata (The Bow of Hachiman
Shrine), Tukasago and Sakuragawa (The Cherry-Blossom River) (see Otani 1978a:
300-1 and 1978b: 1223-4).

Rambelli 2007: 66-70.

On this aspect, see also the entry on the mirror in the Butsugu jiten (Dictionary
of Buddhist Tools) (Shimizu 1978: 20).

Tanaka 1989: 56.

In his ten introductory lectures on nd, Amano Fumio explains the history of the
term mugen no (dream no). He summarizes that the term was first used in a
radio feature on no in the year 1926 (Amano 2004: 47).

Tanaka 1989: 274-5. In 1987 a revised version of the play was staged by
Komparu Nobutaka (1920-2010). In the revised text an episode in which
Sanekata was praised for tastefully embellishing his hat with a twig of bamboo,
only briefly alluded to in Kanze Motoyori’s copy, becomes a central motif
(Tanaka 1989: 288-300).
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Undesignedly I stay kokoro narazu ni yasuraite
The hand of dance forgotten like mai 1o te o wasuremizu 1o
secret streams

Bending it to purifying waters mitarashi ni mukaitsutsu

Captivated by the reflection I linger. kage ni mitorete tatazumeri.”

However, the illusion of youthful splendor dissolves and the protago-
nist painfully recognizes his withered face. In chant that alternates with
the chorus, he laments his unkempt white hair (midaruru wa hakuhatsu)
and withered figure (rdsui no kage).*® The reflecting water here also turns
into a mirror of truth, dramatically displaying the protagonist’s real
shape.

In Sanekata, attachment (shiishin) to his beautiful reflection binds the
protagonist beyond death. A parallel example is developed in Zeami’s
Higaki. Here the protagonist, a female dancer (shirabyoshi), is even por-
trayed as suffering in the hell of flames and heat (shonetsu jigoku) cease-
lessly scooping hot water which scalds her body as a punishment for
attachment to a former existence. In this work, too, the playwright places
the gaze into the water at the climax of the action:

Chorus:

My face so beautiful, Samo utsukushiki
kogan no,

My hair shining like the kingfisher’s hisui no kazura

wings,

faded like flowers, hana shiore,

Eyebrows beautiful like the new moon, katsura no mayu mo

now white like falling frosts. shimo furite

Reflection in the water, mizu ni utsuru
omokage,

An old and withered shade sunken on rosui kage shizunde.!

its bottom.

A different nuance of meaning mingles in the image of the reflecting
water in the no Izutsu. Here the mirror seems, significantly, to provide a
gate to another world. In this well-known example, the female protago-
nist — daughter of the poet Ki no Aritsune — cannot forget her late
husband, Ariwara no Narihira. At the climax of the play, her ghost

» Tanaka 1989: 279. The Japanese text refers to the version recorded by Kanze
Motoyori, copied in 1557 (Ibid.: 270-81).

¥ Tbid.: 280. See also Matsuoka 1990: 2.

31 Yokomichi and Omote 1960: 285. See also Matsuoka 1990: 3.
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appears in the beloved’s robe and hat and gazes into the well, where, as
children, the two had measured their height. It is not her own face,
however, but her lost husband’s that seems to look back at the protagonist
in that dramatic moment:

Chorus:

Just as he looked, the Man of Old, Sanagara mimieshi,
mukashi otoko no,

his robe and headdress, kamuri naoshi wa,

conceal the woman, show me a man, onna to mo miezu,
otoko narikeri,

Narihira.* Narihira no omokage.

In the reflecting water of the well, the religious meaning of the mirror
elucidated by Antoni resonates. The belief that the mirror does not only
reflect the visible face, but also the invisible soul — or even the soul of a
departed — constitutes a widespread religious view.* Thus, it is not
surprising that in Buddhist mythology, King Enma, watchman of the gate
to hell, possesses a magic mirror that reveals the departed’s heart.®® In
premodern literature, numerous waka®® and tales, the mirror providing
access to an unreachable person was crystallized into a popular topic.”
The poem on the ‘sparrow hawk finder’s mirror,” documented and anno-
tated in numerous commentaries,®® is one example. Zeami weaves the
well-known verse into his no Nomori, linking it with the reflective surface
of a pond (nomori no mizukagami).*®

Sparrow hawk finder, Watchman’s Mirror, would you were mine!
Unseen I'd see does she love me or not.*

2 Tyler 1992: 131.

% Yokomichi and Omote 1960: 279.

% Antoni 1989: 14.

¥ Aoki 1992: 115.

% The term waka refers to a Japanese poem with 31 syllables.

% On the mirror as access to an unreachable person see also the analysis by
Antoni (1989). Oda Sachiko (1976) gives examples of the motif in waka in her
article on the mirror and n6 plays about demons.

Yokomichi Mario and Omote Akira name the Ogishd (Quintessential Com-
ments [on Poetry], 1135-1144), Shiichiisho (Comments [on Poetry] from Inside
the Sleeve, 1185-1187), Kigosho (Comments on Idle Words, 1107-1116) and
Toshiyori zuind (Toshiyori’s Essential Thoughts [on Poetry], approx. 1115) (1960:
314).

¥ Yokomichi and Omote 1960: 314.

0 Tyler 1978: 184.
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Hashi kata no nomori no kagami ete shigana, omoi omowazu, yoso nagara
min.*

However, Zeami’s depiction of reflection in his work Izutsu also seems to
surpass religious belief. The reflection in the well almost appears to
provide an insight into the protagonist’s psyche, in terms of Melchior-
Bonnet’s analysis:

Consciousness of the reflection, and reflection of the consciousness,
the mirror image never ceases to be an illusion. Yet the illusion is not
always deceptive. It can even provide a useful moment of psychic
reality. The mirror is the place of transfer, a space of imagination in
which the subject disguises his self and makes contact with his
fantasies.*?

However, this moment of illusion in Izutsu, as Stanca Scholz-Cionca
points out, is not free from narcissistic traits.®

III. ON DivINE AND HELLISH MIRRORS

Sideman:

If that Dharma-might I've built up year in, Ware nengyé no ko o
tsumeru,

year out by my work is real, sono horiki no makoto
araba,

then bring out your magic mirror, kijin no myocho
arawashite,

demon, show me wonders!* ware ni kidoku o mise
tamae.*®

Not only is the reflective surface of clear water an attractive topic and
motif for Zeami Motokiyo, the mirror as a man-made or divine object
repeatedly plays a central role in his plays. It is mysterious and magic, an
object of fear and worship. Especially the apparently divine mirror, with-
out a clear origin, concentrates supernatural powers.

Besides the initially quoted Nomori, Zeami’s unperformed n6 Matsura
presents a fascinating example. This work is one of the few plays for

41 Yokomichi and Omote 1960: 315.
#2 Melchior-Bonnet 2001: 182.

4 Scholz-Cionca 1997: 326.

# Nomori, Tyler 1978: 186.

% Yokomichi and Omote 1960: 316.
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which even the author’s handwritten manuscript, bearing the date Oei 34
(1427) still exists. Matsura, however, was not crowned with success at the
time of its appearance. The absence of later medieval documents record-
ing its staging indicates that the work must have been removed from the
repertoire of plays in regular performance as early as the late Muromachi
period (1336-1573).% Since it seems that Matsura has not yet been trans-
lated into English, the play will be treated in more detail here.

The mirror Zeami dramatizes in his forgotten play is a keepsake
(katami). Otomo no Sadehiko has given this precious object to his beloved,
the fisherwoman Sayohime, at the Bay of Matsura, which is located in
present day Kyusht, as a parting gift before leaving for the land of
Mimana on the Korean peninsula. Already the Gazetteer of the Land
Hizen (Hizen no kuni fudoki), composed around 732, mentions this emo-
tionally charged mirror.*’

Besides the motif of Sayohime sorrowfully waving at her lover’s de-
parting boat from the peak of a mountain at Matsura Bay,*® the keepsake
mirror also attracts numerous writers’ attention from the late Heian
period (794-1185) onwards. Commentaries on waka poetry, such as the
Shiichiishd (Comments from Inside the Sleeve, approx. 1185-1187), the
Waka domosho (Comments for Beginners of Poetry, late Heian period) and
the Jikkinsho (Extracts from Ten Lessons, 1252) — a collection of tales —
circulate the story of Sadehiko’s present.*’

Dramatizing both motifs, Zeami here too unfolds the story of the
mirror in the pattern of a dream no. A wandering monk reaches the Bay
of Matsura, where he encounters a simple fisherwoman. She hints at the
story of Sayohime, who hurls herself into the floods of a stream, clasping
the keepsake-mirror at her breast, and disappears. In the second half of
the play, the protagonist — called by the monk’s prayers — appears in her
true shape, holding the precious object.

Once more, the reflecting surface here builds a bridge to the unreach-
able beloved. Echoing the scene in Izutsu in which the protagonist gazes
into the still waters of the well, the ‘noble’ face of Otomo no Sadehiko
seems to appear in Sayohime’s mirror as well. Here, however, it is not the

“ Nishino 1985: 28.

7" Akimoto 1958: 395.

8 The motif of Sayohime waving at the parting boats carrying away her beloved
is first developed in a circle of poems by Yamanoue no Okura (approx. 660-733)
in the Man"yoshii (Collection of Ten Thousand Leaves, late Nara period (710—
784)) (Takagi, Gomi and Ono 1959: 82-95).

On the development of the motif see the detailed interpretations in Yoshioka
(1906), Tyler (1998), It5 (2000) and Harada (2006).
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female protagonist to whom this uncanny reflection manifests itself, but
the priest who notices Sadehiko’s countenance with astonishment. The
mirror thus becomes a magic object:

Monk:

How strange! Fushigi ya na

Once I worship this divine mirror  kono shinkei o hai sureba

it does not reflect my face. muko omote wa utsurazu shite
No, a noble man appears, samo namamekeru nantai no
a figure neatly wearing his hat. kamuri tadashiki menshoku nari
What is the meaning of this? ko wa somo ikanaru onkoto zo.
Sayohime:

Oh shame! Hazukashi ya

Outcome of my attachment! sono shiishin no mukueba koso
I swore to him, chigiri mo hayaku Sadehiko no

but time passed swiftly.

My wrath for Sadehiko has grown,  uramiwa nao mo masukagami ni
crystallized in this mirror, katachi o nokoshite

but I cannot break away from it. sute yaranu.>

A variety of popular beliefs surround the visualizing of the souls of the
departed, some involving the mirror as a powerful instrument. The no
Shokun, an old play of unknown origin transmitted in the Konparu
School, contains a specific segment in which the aged father of the late
beauty Shokun remembers and relates the following story on an old
custom:

Hakudo:
In ancient times someone named Mukashi toyo to
Peach Leaf itsushi hito,
Exchanged solemn vows with a nymph senjo to chigiri o
kome asakarazarishi ni,
After the nymph had passed away, senjo munashiku
narite nochi,
He held peach flowers before a mirror, momo no hana o
kagami ni utsuseba,
And the nymph’s form became visible.” sanagara semnjo no

sugata miekeru to nari.>

% Getsuyokai 1997: 141.
51 Sesar 1970: 173.
52 Yokomichi and Omote 1960: 171.
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Following this advice, the parents can once more see the figure of their
beloved daughter on the crystalline surface.®

In Matsura, however, the mirror transcends this function of an instru-
ment providing a mere gate to the departed. As the phrase kono shinkei o
haisureba (‘Once I worship this divine mirror’) in the aforementioned
quotation indicates, the mirror also represents a religious sanctuary. It
seems to refer to the ‘divine body of the sun-goddess, Amaterasu-
omikami.”* Already the first words of the inconspicuous fisherwoman
provide hints of this idea:

Woman:

This river is named ‘Matsuragawa.”  Kore koso Matsuragawa nite
soroe

Here at its mouth Sayohime kono minato nite Sayohime mo

clasping the mirror to her breast kagami o idakite

hurled herself into the floods. mi o nagekeru to ka ya

Her ghost remained sono hakurei nokotte,

and this very day her shrine ima mo kagami no miya to ka ya,

is called the ‘Mirror Shrine.’

If you please go there and pray! mairite ogamase tamae to y0.>

The motif of Sayohime’s mirror here mingles with the goddess wor-
shipped in the shrine of Matsura. Already during the Tenbyo shoho era
(749-757), as the Great Encyclopedia of Shintoism (Shinto daijiten) lists,
the “Mirror Shrine’ (kagami jinja) was erected on these shores in honor of
the shamanistic empress Jingti.* In view of the portrayal of the empress
as fisherwoman in the aforementioned Hizen no kuni fudoki® a later
identification of the goddess worshiped in the ‘Mirror Shrine” and Sayo-
hime does not come as a surprise. The Jikkinsho and the collection of
linked verse, Bontoan sode shita shii (Collection [of Verses] from the Sleeves
of Bontoan), composed by the poet Bontoan (1349-?) — a contemporary of
Zeami — provide examples for this development. Bontoan concludes his
records of the legend with, ‘One says that after this Matsura Sayohime
was worshiped in the “Mirror Shrine™ (sono nochi Matsura Sayohime o
kagami no miya to iwai mosu to ka).®® Although the mirror as a sanctuary

% Ibid.

% Antoni 1989: 15.

% Getsuyokai 1997: 133.

% Shinto daijiten 1969: 299. See also Harada 2006: 49.
7 Tyler 1998: 165.

% Ota 1958: 1518.
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does not appear in these sources, from here — as the name of the shrine
indicates — the way to Zeami’s portrayal of Sayohime’s mirror is not far.

The divine mirror, charged with religious-cultic meaning seems to
have strongly appealed to the playwright. Zeami’s no Nomori provides
a further example. In this gloomy work about hellish creatures — which
in contemporary no belongs to the fifth category of plays® — besides
the aforementioned reflecting water, a mirror of demons and gods
(kijin no kagami)® is placed in the center of the action. This sacral mirror
has been stolen by a demon, who later turns out to be the protagonist
himself. At the end of the play he appears in his true demonic shape
brandishing a huge mirror.®* Also in the second half, the meaning of
the precious object fully unfolds. It is revealed as King Enma’s mirror
of truth (johari no kagami), which is displayed on stage.®*

Here, I would like to come back once more to Zeami’s Matsura and
conclude this part on the mirror as dramatic motif with an anecdote on
the play’s further history. Matsura encountered an interested playwright
and actor later in the Edo period. Kanze Motoakira (1722-1774), fifteenth
head of the Kanze School and instructor of n6 to shogun Tokugawa
Ieharu (1737-1786), who enthusiastically studied Zeami’s treatises and
devoted much energy to annotating medieval plays, attempted to revive
the unperformed work. Under the title of Sayohime, Motoakira included a
strongly revised version in his Meiwa kaisei utaibon, a collection of no
plays, commissioned by the shogun in 1774.5

Kanze Motoakira’s adaptation, however, originated in an era shaped
by different discourses. The Edo period witnessed the first steps in the
movement towards the formation of literary studies in terms of a reflec-
tive examination and annotation of old works, accompanied by processes
of canonization.® It is the age in which the nationalist kokugaku (Japanese
studies) consecrated itself in the field of literature to the study of ethnic
Japanese motives by an examination and reevaluation of ancient texts.
For example, in Kanze Motoakira’s adaptation, these tendencies find
expression in his rectification of misinterpretations of the Man"yoshii.

% The division of nd plays into five categories (plays dealing with gods, plays

about the spirits of warriors who died in battle, plays about women, miscella-
neous plays, plays about demons) was established in the Edo period, when no
became a part of courtly ceremonial in the Tokugawa shogunate (See Yoko-
michi 1987: 273).

0 Yokomichi and Omote 1960: 315.

¢l On the historical staging of Nomori see the analysis by Iwasaki 1991: 41-4.

2 Yokomichi and Omote 1960: 317.

6 Taguchi 1997a: 92.

6 Hall 1970: 222.
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Without reading the original, Zeami declares a poem in Yamanoue no
Okura’s (660-733) dialogic poetic depiction of Sayohime’s unhappy love,
as the voice of the poet himself. This interpretation clearly follows the
anthology’s medieval commentaries.®®

Zeami’s mirror in Matsura is without a clear identifiable ancient writ-
ten source. It circulates the ideologies and energies of a past epoch. This
might have filled the reviser of his play with uneasiness. The magic
mirror completely disappears from Motoakira’s version.

IV. STAGING THE MIRROR

Kanze Motoakira deleted the mirror from Zeami’s n6 to be true to its
historical sources, specifically to the Manyoshii. In the plays analyzed in
this paper, however, the image of the mirror as reflecting water and as a
magical object also fulfills a crucial structural role. As Amano Fumio and
Omote Akira point out, in medieval Japan often temporary stages, some-
times even the earthen or grassy ground served as a space for the
performance of n6.% These temporary constructions and spaces, as does
the no-stage today, lacked a curtain to separate different scenes and
worlds. The mirror as dramatic motif thus gave the plot structure. It
effectively linked different worlds, past and present and levels of medi-
eval reality.””

In performance, reflecting waters are restricted to the imaginary di-
mension of gestures and dance, or indicated by other props, such as the
well in Izutsu. Kanze Sosetsu (1509-83) advizes the protagonist to gaze
into the well (i no naka o mite) before she longingly exclaims at seeing her
late husband.®® Man-made and divine mirrors, as religiously connoted
sanctuary and magic instruments, however, were presented as props
already in medieval Japan. They give slices of time and space a material
shape. A valuable source testifying to the early use of the mirror as a prop
are Zeami'’s instructions concerning the staging of Matsura in his hand-
written copy. On the protagonist’s entrance in her true form in the second
half, he notes:

¢ Taguchi 1997a: 94-6.

% Omote and Amano 1987: 208-9.

" Oda Sachiko explains this function of the mirror in the nd Nomori and Shokun
(1976).

% Nishino 1982: 72.
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Sayohime should appear aboard a small ship and row into the sea.
She should clasp the mirror to her breast and state why she hurled
herself into the floods.

Sayohime wa kobune ni notte oki ni idete, kagami o idaite mi o nagetaru
yoshi, iu beshi.®

Following this entrance, Zeami instructs the protagonist to hand the
precious mirror over to the monk. Upon lamenting her fate in the passage
quoted above, and indicating considerable agitation on stage, she sud-
denly grasps the mirror again.”’ Here the chorus’s words depicting her
action suggest the protagonist’s movements:

Chorus:

Clasping the mirror keepsake at her body  Katamino kagamio mini
soemochite

she wipes away some dust chiri o harai

reflects her face kage o utsushite.”!

Historical notes on staging the play Nomori provide further hints on the
mirror as prop in performance.”” ‘With his left hand he raises the mirror
slightly, reflecting the land’ (hidari no te bakari nite kagami o karogaro to
sashiage, chi o utsushi [...]),” the actor Kanze Sosetsu (1509-83) records in
the Tenbun era (1532-1555) in his Sosetsu shimai zuke (SOsetsu’s Dance
Notes), providing another early example.

As was already indicated in the beginning of this text, the cultic mirror
in Japan played an important role in the performance of ritual and reli-
gious ceremonial from ancient times. Titles of works such as Okagami
(The Honorable Mirror) in the art of kagura (literally ‘god music’),”* seem
to also indicate an employment of the sacred object as prop in pre-
modern performing arts preceding no.”

As Matsuoka Shinpei delineates, medieval no possessed strong bonds
to sacred performances in temples and shrines. Amongst others, its ori-
gins in medieval Japan include ceremonies of exorcism (tsuina) which

% Getsuyokai, 1997: 139.

7 Tbid.: 141 and 145.

7! Tbid.: 145.

2 A thorough examination of historical documents concerning the staging of
Nomori is provided by Iwasaki 1991: 41—4.

73 Nishino 1982: 149.

7 The term kagura refers to sacred dances accompanied by rhythmical music and
song. These dances were already staged during the Heian period (794-1185)
(Nose 1938: 16-22).

75 Honda 1995, vol. 7: 624. See also Harada 2006: 50.
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were performed during the festivities at the beginning of a new year
(shushoe) and in February (shiinie).”® Moreover performances for reli-
giously motivated fundraising (kanjin) played a crucial role in the devel-
opment of the performing art.”” It is thus not surprising that the sacred
mirror becomes a prop in the performance of medieval no, too.

However, as Aoki points out, even in the connection of sacred perfor-
mance, it is also the pure joy of the mirror’s interesting materiality — the
shining and reflecting surface — which provides an eye-catching attrac-
tion. In Shintoistic ritual since Heian times, for example, the mirror came
to fulfill clearly decorative purposes, adding a spectacular ornamentation
on portable shrines (mikoshi).”® Framed by the ‘set of semiotic quotation
marks,””® which the object acquires on stage, the mirror in medieval ng,
besides its meaning as magic and powerful object, also delights the
spectators’ eyes.

The shape of Zeami’s mirror is not fixed in documents such as sketch-
es of the stage. Early hints on its design, albeit from a considerably later
epoch, are offered by the illustrations in the Butai no zu (Illustrations of
the Stage), drawn by lay-actor Shimotsuma Shoshin (1551-1616) in 1596.
As Oda Sachiko points out, in comparison to Zeami’s no, the late medi-
eval stage experienced an unfolding of incomparable splendor as far as
decoration, props and costumes are concerned.®’ This development com-
menced with the work of playwright and actor Kanze Nobumitsu (1435-
1516) and culminated during the Momoyama period (1573-1600), ac-
companied by an explosive display of luxuriousness in fields such as art
and fashion. The mirror, too, as illustrations by Shimotsuma Shoshin on
the plays Shokun and Matsuyama kagami (The Mirror of Matsuyama)®!
testify, seems to have been staged as an effective eye-catcher. It was not
only brought on stage as a small prop held by the main actor, but
presented in a gorgeously decorated frame, the kagami dai (mirror
frame).%?

76 Matsuoka 2002: 76-88. Matsuoka explains the role of shushde and shiinie in the
development of early n6 masks and plays with demons.

Ibid.: 3-45. With emphasis on the nenbutsu odori (dancing invocation of Amida
Buddha’s name), Matsuoka delineates, how on the one hand Buddhist monks
increasingly turned into artists in their performances for religious fundraising,
while on the other hand artists began participating in these public events.

8 Aoki 1992: 99.

7 Sofer 2003: 31.

%0 Oda 1985: 122.

81 Matsuyama kagami like Shokun is an old play of unknown origin (Oda 1976: 3).
82 Nishino 1973: 203; 251.
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Developments of material culture, which were outlined in the intro-
duction to this paper, might be discernible behind these spectacular
mirrors on stage. In a most considerable way, the important role of the
mirror in medieval culture is expressed by the establishment of a new
profession, namely that of the mirror polisher (kagami togi). Interestingly,
this profession was condensed into a central topos circulating in folk
songs, even finding expression in the comic drama of ky(')gen.83 As Fabio
Rambelli points out, in an attempt to give their activity a religious funda-
ment and justification, these artisans even interpreted a ‘well-polished
mirror as a representation of both Buddha’s enlightenment and the Japa-
nese kami.”® The large and effectively-presented mirrors on the no stage
seem to reflect these developments. However, through lack of evidence,
this nexus between medieval material culture and no props remains an
assumption.

V. INSTEAD OF A CONCLUSION: MIRROR STRUCTURES

In Zeami’s no, the mirror, which was deeply rooted in medieval cult,
religion and popular belief, condenses into a central topic and atmo-
spheric poetic leitmotif. It functions as a magic gate to the world of the
deceased and as a religious sanctuary (Matsura, Nomori). Furthermore,
as the analysis of the reflective waters in the plays Sanekata, Higaki and
Izutsu shows, it also highlights moments of psychological intensity and
insight, in which the mirror reflects the protagonist’s psyche in an almost
modern symbolic interpretation. On stage, however, it is the former — the
religiously connoted mirror — which, in gorgeous and spectacular con-
structions, serves as a visual climax.

Mirror structures in no, however, reach beyond its topical and perfor-
mative dimension. Even the whole structure of the art can be character-
ized by employing the mirror as a metaphorical concept. In dream no
(mugen no), the spheres of the ‘present” and ‘ghostly past’ mirror comple-
ment each other. Also the alternation of no and comical kyogen can be
described in terms of reflection. In its use of parody and jest (modoki),*
kyogen, the comic interlude between no performances, often ‘holds a
mirror up’ to the more serious no by presenting a comically deformed
version of the same theme.

8 Scholz-Cionca 1998: 54.

$* Rambelli 2007: 189.

% On the aspect of modoki in early kydgen, see the analysis provided by Taguchi
1997b: 406-13.
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Under the title Mirror of the Flower (Kakyd) completed in the year Oei
31 (1424), Zeami fixes his view on the mastership of n6 in writing. The
metaphor of the mirror here points to the depth of knowledge, observa-
tion and experience the mature actor attains in his later career. Interesting
parallels in meaning pervade Chinese, but also European culture,® as the
German scholar Hermann Bohner has indicated in the foreword to his
translation of the treatise.

Not least of all, the mirror as concept finds a visual expression in the
structure of the contemporary stage. In the mirror-chamber (kagami no
ma), a place having a close relationship with the mirror’s cultic meaning,®
the actor transforms into the character he embodies on stage. Also, the
kagami ita, the mirror-board in front of which the action unfolds, seems to
be a manifestation of this context.

These characteristics do not, however, appear on the medieval no
stage, but seem to be developments that unfolded during the Edo period,
as Amano Fumio explains on the basis of historical drawings.® In his No
kuden no kikigaki (Records of the Oral Transmission of No), the poet and
actor Hosokawa Yiisai (1534-1610) even discusses the cumbersomeness
and, thus, foolishness of fixing a board as a background to the stage
without using the expression of the mirror-board.*” What cultural con-
texts can be detected behind these developments in stage construction?
This question could function as the starting point for a study examining
the continuously strong affinity between no and the mirror in later ep-
ochs.

ABBREVIATIONS

NKBT = Nihon koten bungaku taikei
NKZ = Nihon koten zensho
NSS = Nogaku shiryo shiisei

8 Bohner 1953: 8.

87 Honda 1980: 13-8.
8 Amano 2004: 172.
8 Tbid.
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PERFORMANCE IN A PILGRIMAGE

THE MONK JOjIN’s TRAVELS IN CHINA, 1072-1073

Robert BORGEN

I. INTRODUCTION

From ancient times to the present day, pilgrimage has been an important
element in Japanese Buddhism. The destinations for most pilgrims have
been religious sites in Japan, typically famous monasteries or holy moun-
tains. A few pilgrims, however, ventured to more distant regions. That
was equally true among aristocrats of the Heian period. Pilgrimage with-
in Japan was already a well-established practice, and occasionally a hardy
monk might seek to worship at holy sites overseas. Japanese knew that
Buddhism had originated in India and one Heian monk did attempt to go
there, but he was the rare exception. Typically, the most devout of monks
aspired only to visit China, for China was the source of both the Bud-
dhism they knew best, and also of many elements in the Japanese court’s
secular culture. For example, classical Chinese was the principal written
language of both Heian Buddhism and officialdom. If Japanese monks
could not speak Chinese, at least they communicated in its written form.
Finally, the voyage to China was difficult enough; travel to India, virtually
impossible. The one monk who had tried to go there was said to have
been eaten by a tiger in what is now Malaysia.

Religious rites were “performed.” To be effective, one was expected to
conduct them properly, following set rules. They were, in effect, script-
ed. Pilgrimage was no exception. This paper will consider the experienc-
es of one Heian monk, Jojin (1011-81), who made a pilgrimage to China
in 1072 and left a diary describing his travels. The paper will show first
the importance of performative elements in his pilgrimage and other
religious practices. It will also consider various types of secular perfor-
mances he recorded in his diary, sometimes as an observer, other times
as a participant. A common thread that links many, although certainly
not all, these performances is their link to power, either spiritual or
political.
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II. A JAPANESE MONK PERFORMS HIS PILGRIMAGE

Jojin was born to an aristocratic family. His father died when he was a
child of six, which diminished his prospects at court, and so his mother
had him raised in a monastery to become a monk. Eventually he rose to a
high position in the Buddhist hierarchy. Then, in the first month of 1070,
he petitioned the court for permission to make a pilgrimage to China, the
first such request in sixty-eight years. Although permission apparently
was never granted, Jojin set off anyhow. In the third month of 1072,
accompanied by seven disciples, he boarded a Chinese merchant ship in
Kytshii. After six days at sea, they arrived off the coast of China near the
modern city of Ningbo. From there, Jojin and his entourage travelled to
the nearby Tiantai Mountains, where his sect of Buddhism had been
founded. J6jin’s second goal was to worship at another holy site, the
Wutai Mountains far to the north. Such travel required approval from the
central government, and so he sent a petition to the Song dynasty capital
of Kaifeng. When the reply eventually came, it made no mention of Wutai
but instead ordered him to Kaifeng for an imperial audience. From this
point on, Jojin became a guest of the Chinese government, his travels
generously subsidized. He proceeded to Kaifeng, where he met with
Buddhist monks from throughout Asia. After his imperial audience, he
was granted permission to visit Wutai, a two-month journey through the
northern mountains that he completed in the dead of winter. Upon his
return, he began to make arrangement to send five of his disciples home
to Japan and to return to Tiantai himself in the company of his remaining
two followers. With this in mind, he gathered many unfamiliar Chinese
texts that he wanted to send home.

Before he could depart, however, he was again summoned to the palace,
this time to say prayers to end a drought. When rain fell, he was given
credit and rewarded with a distinguished rank in the Chinese Buddhist
hierarchy. Subsequently, he returned to the coast, near the point where he
had first arrived in China. He entrusted his diary to his returning disciples,
and they brought it safely back to Japan. Entitled San Tendai Godai san ki
(The Record of a Pilgrimage to the Tiantai and Wutai Mountains), it offers
a detailed description of sixteen months of travel throughout China.! J6jin

! The best edition of the diary is Wang 2009. The diary is also available in an
excellent annotated translation by Fujiyoshi Masumi (2007, 2011). A searchable
online version is at http://www.japanology.cn/japanese/jyojun/jyojun_jieti.
htm. For a general introduction in English see Borgen 2007: 384—413. The diary
will be cited by chapter/month/day, for the convenience of those using alter-
nate editions.
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then disappears from the pages of history until eight years later, when we
are told he died in China.

Jojin was a devout monk and so, as one might expect, religious matters
are conspicuous in his diary. Performative elements are apparent in many
of them. First, the pilgrimage itself can be seen as a performance. By J6jin’s
day, the few Japanese monks who went to China followed a similar
pattern, in effect, a script. At the time, two sects of Buddhism were
dominant, Tendai and Shingon, and most pilgrims belonged to the for-
mer. Accordingly, they aspired first to visit China’s Tiantai Mountains,
where their sect had been founded and after which it was named, “Tendai’
being the Japanese pronunciation of ‘Tiantai.” Tiantai had been the goal
of Saicho (767-822) the Japanese patriarch of the sect who had gone there
in 804. Conveniently, it was located not too far from the port of Mingzhou,
the modern Ningbo, where ships from Japan typically landed. When
Ennin (794-864), the third head of the Japanese sect, went to China in 838,
he was unable to visit Tiantai, but instead he made a pilgrimage to Wutai,
another of China’s holy mountains, far to the north. Unlike Saicho, he also
visited the Tang capital of Chang’an, the modern Xian, before returning
to Japan in 847. The next Tendai pilgrim to China was Enchin (814-91),
founder of J6jin’s lineage within the sect. When he traveled in China in
853-58, he first made a pilgrimage to Tiantai and then went to Chang’an.

The pattern was set. The goals of Jojin’s pilgrimage were the holy
mountains at Tiantai and Wutai, plus monasteries in Chang’an that both
Ennin and Enchin had visited. China had other Buddhist holy mountains
and many great monasteries, but early Japanese pilgrims showed little
interest in them. Pilgrimage was a form of religious practice and, to
‘perform’ it correctly one followed the prescribed script. In the end, J6jin
skipped the monasteries in Chang’an, presumably after learning that they
— or at least their city — were no longer as central as they had been, but he
did succeed in visiting both Tiantai and Wutai.

Jojin’s visit to Tiantai was scripted in a textual as well as a metaphoric
sense. In describing his visit, he chose to use the precise words that
Enchin, the founder of his religious lineage, had used more than two
centuries earlier. Here he recounts his arrival at Guoqingsi, the principle
monastery at Tiantai:

[...] Next, continuing five i, at the hour of the sheep [app. 1:00 PM],
we reached the Qing household and rested. Palace Monk Rai’en [one
of Jojin’s disciples] provided 158 cash so the thirteen bearers could
drink some wine. A marker stated “Taiping Township: to the East,
Guogqingsi, Ten Li; Jing District, Five Li.” The head of the household,
a religious man, offered us tea to drink. For a while we gazed at the
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south face of Mount Chicheng [Red Wall], which looked just like a
wall made of red stone. Next, continuing five li, we entered the
mountains of Guoqingsi, where we saw a five-story stone pagoda
fifty feet high. We travelled five li through the mountains until, at the
first quarter of the hour of the sheep [app. 1:30 PM], we reached the
Great Gate of Guoqingsi. At last I saw the bridges and halls! Around
the monastery aged pines flourished profusely. For ten I gem trees
glistened along the sides of the path. The five peaks enveloped the
monastery, and the two valley streams flowed together. This is
truly one of the four wonders!

The sentences in bold face are taken verbatim from Enchin’s description
of his arrival at Guogingsi. Whereas Jojin’s own writing, at least in his
diary, tends to be prosaic, with his vocabulary limited and repetitive, the
quoted lines use poetic terms neatly arranged into a series of four-charac-
ter phrases. Even without the aid of a helpful footnote, readers will notice
the stylistic change. In the days immediately following, Jojin would con-
tinue to borrow passages, some rather long, from Enchin’s writings.
Presumably, this was a subtle way of indicating how closely he followed
precedent; how correctly he “performed’ his pilgrimage.

Pilgrimage was, in a sense, a ritual or rite, and performing rites was an
integral element in monastic life. In J6jin’s case, he usually performed a
sequence of rites at seven specific times of the day. The only major
exception was during his travel overland from Kaifeng to Wutai, when,
on most days, he was able to perform rites only two or three times. In the
first few entries of his diary, he mentioned each rite, but he soon began to
use a formula that varied only slightly from day to day: ‘At the seven
hours we performed the rites.” Although Jojin omits the subject of the
sentence in his diary, one imagines that his disciples joined him in the
rites, and hence the plural subject in English.

Particularly important to J6jin was the Lotus Rite, which honored the
Lotus Sutra and was intended to prevent calamities. It is the first rite J6jin
mentions in his diary, and he performed it upon his arrival at Wutai and
again upon his safe return to Kaifeng. When he requested permission to
travel in China, he states that, after he completed his pilgrimage to Wutai,
‘I shall return to Tiantai to devote myself to performing the Esoteric Lotus
Rite for the rest of my days.’4 To perform the rite correctly, J6jin needed to
set up his stage, the altar, correctly. If modern examples are a reliable

2 1/5/13.
3 For details, see Borgen 1993: 63-88.
4 1/3/15; V/11/28; V/12/29; 1/6/2.
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guide, the rules for the altar were elaborately worked out and the result
highly ornate.” After he had settled in to his quarters at Tiantai for what
would be a stay of almost four months, he adorned a special altar for the
rite. He did so again on the boat taking him to Kaifeng. Indirect evidence
suggests that Jojin’s version of it was unfamiliar in China. After decorat-
ing his altar at Tiantai, he notes that his hosts there came to observe it,
perhaps because of its novelty. The following year, when he was in
Kaifeng, a Chinese monk requested that Jojin transmit the rite to him,
which Jo6jin did two days later. Occasionally he describes it as the “Esoteric
Lotus Rite,” and so special initiation was required to perform it.°

One of the high points in J6jin’s pilgrimage involved the Lotus Rite.
Two months after his return from Wutai, while he was in Kaifeng ready-
ing to send some of his disciples back to Japan with newly acquired
Buddhist texts and to return himself to Tiantai, he received a summons
from the emperor. China had been suffering from draught and Jo6jin
joined twenty-two eminent Chinese monks who had been called to the
palace to pray for rain. The next morning, Jojin gathered the ritual objects
necessary to adorn his altar for the Lotus Rite and headed to the palace.
There, he found altars to the various Dragon Kings. In East Asian tradi-
tion, dragons were associated with rain, and so prayers to Dragon Kings
were appropriate, but instead Jojin chose to perform the Lotus Rite. He
had such faith in the power of the rite that he vowed to produce a heavy
rain within three days. His prayers were answered and it rained on the
following three days. Eventually, so much rain fell that J6jin was asked to
pray for the rain to cease. Once again, his prayers proved effective.

Jojin’s version of the Lotus Rite intrigued the Chinese who were pres-
ent at the palace. Even before the rain fell, monks and laymen watched as
he performed it. The altar impressed high court officials too, and the
emperor himself came and burned incense. The grand empress dowager
(the emperor’s grandmother, as Jojin notes), the empress dowager, and
the empress too also came to see it. After the rite had proven successful,
a Chinese official asked him why he performed it instead of the Pray for
Rain Rite. J6jin explained that he belonged to the Tendai Sect, but the Pray
for Rain Rite was associated with the esoteric Shingon Sect, and even in
that sect the rite had been transmitted only to a few. J6jin added that once,
in the past, the Chinese emperor had ordered an eminent monk to lecture
on the Lotus Sutra and, when he came to the fifth chapter, ‘Parable of the
Medicinal Herbs,” it began to rain. The parable notes that rain falls equally

® See, for example, the unpaginated illustrations at the beginning of Butsugu
daijiten (Okazaki 1982).
6 1/5/22; 11/6/27; V1/2/24; V1/2/26; 11/6/5; passim.
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on all plants, but each develops differently according to its nature, just as
the Buddha offers his teachings to all, but people respond differently
according to their natures. Thus, according to Jojin, people perform the
Lotus Rite to induce rain.”

The example of the Lotus Rite sheds light on the nature of Jojin’s
religious practice. Rituals were performed on a regular basis. In the case
of the Lotus Rite, when possible Jojin performed it daily. It was an esoteric
rite that belonged to his sect of Buddhism and seems to have been
unfamiliar to his Chinese counterparts. Performance of esoteric rites re-
quired special initiation, and Jojin was willing to teach this rite to a devout
Chinese monk. He was not, however, able to perform esoteric rites that
belonged to other sects. As the success of J6jin's efforts at producing rain
demonstrates, the rite had special powers. By staging a special perfor-
mance of his rite at his beautifully adorned altar, Jojin revealed his spiri-
tual power to his Chinese hosts.

III. PERFORMANCES OBSERVED BY A JAPANESE PILGRIM

In his travels, J6jin occasionally observed performances in the conven-
tional sense of shows put on to entertain people. His most detailed
description is of a show he saw at a night market in Hangzhou not long
after his arrival in China:

At one place various water-powered dolls danced, beat drums, or
spouted water. Two of them spun around like wizards, two spat
water from their mouths to the height of four or five feet, two
sprayed water five feet from their elbows, and two galloped on
horseback. In all, there were more than 100 dolls. They were dis-
played on a high stage, and each was about five inches tall. I cannot
possibly describe all of their marvelous tricks. Every person who
watched was given a cup of tea and had to pay one copper coin.?®

This fascinating show demonstrated simultaneously the power of water
to move objects in amusing ways and the power of a good performance
to attract money from those who watch it.

He saw another non-human performance at Ningling, just over 100
kilometers or four days travel from Kaifeng;:

7 VII/3/1-7.
8 1/4/22.
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In one stable were three elephants; in another, four. First we looked
at the three elephants. The man who cared for them explained to the
elephants that foreign monks had come to see them and so they
should bow. The first elephant bowed, bending its hind legs and
lowering its head. Then he indicated that it should greet us, and it
immediately bellowed. The elephant was about twelve feet tall and
sixteen feet long. Its nose was six feet long. Its tusks were seven feet
long and curved upward. It wrapped its nose around hay, picked it
up, and ate it. I gave the elephant trainer fifty cash. [...] [The second
and third elephants are similar] [...] These three elephants were all
males.

Next I went to the stable with four elephants. [...] [Three elephants
are briefly described] [...] The fourth elephant was a male. I paid
fifty cash. The final elephant trainer climbed from the tusk to the top
of the elephant, which raised its tusk and allowed the man to climb
it. It was amazing! The elephant was about fourteen feet high and
eighteen feet long. Just as before, it bent its hind two legs to bow and
bellowed. All of these were black elephants. Their two hind legs
were bound with rope. Here and there, a mountain of hay was piled
up. Each day’s feed was fifteen catties per animal. The hay is about
seven or eight feet in length.

I was told that originally the great king of Quang Nam kept the
elephants in his fortress for use in battle, but after Quang Nam was
defeated, they were kept here. The elephants have no hair. The color
of their skin resembles that of a Japanese black ox. When their hair
falls off, their color is dull gray. The location and shape of their
sexual organs resemble those of a horse. The nipples on the female
elephants are like those of a pig.’

Jojin would have been familiar with elephants since the bodhisattva
Fugen (or, in Sanskrit, Samantabhadra) was customarily depicted as seat-
ed on one, but Jojin may well have been the first Japanese to see a live
specimen. Jojin does not tell us who owned the elephants, but they
probably had been sent to the emperor as tribute. Quang Nam, today a

° 111/10/7. Fujiyoshi believes that, here, Quang Nam (Chin., Guangnan) refers to
the Vietnamese Ly dynasty, which had presented trained elephants to the
Chinese court on several occasions, once in 1063. He notes, however, that it
could also be Champa, which also sent trained elephants to China, once in
1061. Georges Maspero (2002: 62) argued that Champa’s king was defeated by
the Ly in 1069, and so I follow the latter interpretation. Also see Wade 2005: 18.
Michael Vickory (2005: 51-5) suggests that the Champa king was defeated by
Cambodians, not Vietnamese. Details are uncertain.
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province in Vietnam, was the center of Champa, a kingdom that, at the
time, was engaged in chronic warfare with its Vietnamese and Cambodia
neighbors. Just eleven years before Jojin’s visit, Champa had presented
the Chinese with trained elephants. Perhaps those were the ones J6jin
saw. Alternatively, since J6jin states that they were kept in China only
after the king had been defeated, they may have been sent by one of
Champa’s enemies, as the Vietnamese had also sent elephants as tribute.
However they got to China, if indeed they had been sent to the Chinese
emperor, their display of skill and power indirectly hinted at the power
of the emperor himself.

Jojin also witnessed human performances, although he does not de-
scribe them in great detail. For example, as he was traveling by canal from
Tiantai to Kaifeng, he observed a group of prefectural officials, high and
low, send off a fiscal commissioner with entertainment provided by a
boat of dancing girls. It was, Jojin writes, a ceremony beyond his powers
of description. He also mentions masked dancers at a religious rite.'?
These staged performances were not the only forms of public pageantry
that he recorded. He saw officials coming and going in palanquins ac-
companied by as many as fifty to sixty retainers. At the night market
where he saw the hydraulic puppets, he also saw the wife of the local
commander, who had several hundred retainers, some preceding and
others following her."! When officials — or even their wives — appeared in
public, they showed their status or, to put it another way, played their
roles, by going about with a large entourage.

Ten days after he arrived in Kaifeng, J6jin would both observe and
participate in a particularly important official ceremony, an imperial
audience. Jojin’s canal boat had arrived in the capital on the eleventh day
of the tenth month. On the morning of the thirteenth, he moved into the
monastery where he and his disciples would stay. Later that day an
imperial messenger came to bring documents from the court confirming
how they were to be treated and to check documents J6jin had carried
from Japan establishing his identity and his list of gifts for the emperor.
The process of exchanging documents continued for the next few days.
When Jojin was asked when he would like to have his imperial audience,
he replied he hoped it would be as soon as possible so he could proceed
to Wutai. During this time, he avoided bathing because he had been told
not to engage in such practices until after his audience. In the evening of
the twentieth, word came that his audience would be two days later. The
next day he received detailed instructions on how to conduct himself at

10°111/8/12; 111/9/14.
1 1/4/14; 1/4/16.
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the audience, when to bow, when to cry out ‘Long live the emperor!” and
so forth. An audience was a carefully planned performance. J6jin and his
disciples were both participants and observers.

Early in morning on the twenty-second, Jojin’s party borrowed horses
and rode to the palace. After entering a gate, they dismounted and rested
at a spot curtained off for that purpose until an official from the Visitors
Bureau came to lead them through a second gate. There, Jojin reported
seeing hundreds of men arrive on horseback to make obeisance before the
emperor. After passing through more gates, they came to a spot where
they rested again in a curtained off area to enjoy a meal. There, they saw
thousands more arrive. Around 8:00 AM two officials came to teach them,
once again, the proper way of shouting, ‘Long live the Emperor!” in his
presence and then led them through a final gate to a courtyard. In it, they
observed two men, whom they guessed to be provincial controller gener-
als, have an audience before the emperor. The officials first elaborately
prostrated themselves bowing three times, then three more times, and
then three times again. An attendant appeared at the east side of the
courtyard and cried out something the Japanese did not understand.
After the officials bowed three more times, it was the turn of the Japanese
visitors.

They entered the courtyard and saw the emperor, wearing a red tunic,
seated on a silver chair atop a silver dais at the north wall of the hall.
Behind him was a line of hundreds of men, several tens of them armed
with bow and arrow. A man cried out, ‘Audience!” and the interpreter
stepped forward, bowed deeply and shouted, ‘His Majesty is the myriad
treasures!” Then the monks, their heads lowered, exclaimed, ‘Long live
the emperor! Long, long live the emperor!” The man then cried out,
‘Bestow the usual items,” and silks were presented to the monks in order
of their hierarchy. The Japanese exclaimed, ‘Long live the emperor!” as
before and did so a final time after the shout of ‘Withdraw!” Upon leaving
the imperial presence, officials came to inform them first that the emperor
wished them to visit monasteries in the capital and also that he had
granted them permission to make the pilgrimage to Wutai. At this point,
the audience was over and the Japanese were treated to an elaborate
vegetarian banquet before returning to their residence, where the gifts of
silk from the Chinese court were delivered. Included, we discover, was a
purple robe for J6jin, a mark of the highest distinction for a monk."?

Those familiar either with Japanese diplomatic history of an earlier
age or English diplomatic history of a later time will recognize that a
potential diplomatic row apparently had been avoided. Japanese envoys

12 1v/10/11-22.
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during the Sui and Tang dynasties had gotten into trouble first for sub-
mitting an insubordinate document and later for bringing none at all. In
1793, Lord Macartney would create a diplomatic contretemps when he
refused to kowtow before the Qianlong Emperor. Jojin had left Japan
without receiving the appropriate document, his permission to travel, but
the Chinese were content to accept in its place his proclamation from the
Japanese government granting him a title in the monastic hierarchy. His
description of his audience suggests that, whereas Chinese officials who
appeared before their emperor ahead of him were required to kowtow
(although Jo6jin did not use that term), his interpreter was required only
to bow deeply and the Japanese less deeply. Skeptics well may wonder
whether Jo6jin might not have been improving upon the facts, since he
intended his diary to be sent back to the Japanese court, and so he may
have wanted to conceal obsequious behavior from those in his native
land.

Although the possibility that J6jin prevaricated cannot be ruled out, he
may well have told the truth. The Chinese had already welcomed him
with extraordinary generosity and later would use the return of J6jin’s
disciples as an occasion to initiate a series of attempts at resuming formal
diplomatic ties with Japan, perhaps in the hope of gaining a useful ally
and a profitable trading partner. The Song dynasty was, in fact, threat-
ened by foreign armies and, in 1127, Kaifeng would fall to the Jurchens
who established the rival Jin dynasty in the north. The Song may have
allowed Jo6jin and his party to show less deference than others at their
imperial audience in the hope of establishing friendly relations with
Japan.®

This was not J6jin’s only encounter with the Chinese emperor. As
noted, he also met the emperor when he went to the palace to pray for
rain. In addition, he was once invited to attend an imperial progress.
Thousands participated in that grand spectacle. Finally, before leaving
the capital, Jojin had a farewell audience that was similar to the one when
he had first arrived.' All these ritualized events, performed according to
established scripts, were designed to symbolically demonstrate the status
of the emperor. Whereas the Lotus Rite Jojin had performed at the palace
revealed his spiritual power that could cause the gods to bring much
needed rain, the imperial audiences in which he also participated showed
the secular power of the emperor. If the Song dynasty thought it useful to
make allowances for Japanese sensibilities, they were modest ones. At
best, the Japanese monks did not have to bow as deeply and as often as

13 For details, see Borgen 1992: 1-6.
14 V1/1/10-13; VIII/4/1-2.
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Chinese present at the audience, but their more modest bows and repeat-
ed shouts of “Long live the emperor!’ revealed their subordinate status.

IV. ConcLusioN

Space does not allow me to offer a full discussion of all the events in J6jin’s
diary that have performative elements. For example, religious rites con-
ducted by Chinese, both monks and laymen, appear in the diary but not
in this paper. I offer only passing mention of J6jin’s encounters with the
Chinese emperor after his first audience. Also, Jojin was often invited to
vegetarian banquets, maigre feasts, that seem to have had a public, cere-
monial component, but he does not provide enough detail to reveal much
of their performative nature.'® And finally, I suspect readers more attuned
to performance would find passages that have escaped my attention. I
have tried to show that many of the performances I discuss were intended
to reveal that the performer possessed some sort of power, but clearly that
was not always the case. The dancing girls summoned to entertain de-
parting officials surely had little power beyond the ability to hold the
attention of influential men, but their presence did reveal that those who
sponsored the event had the means to stage a grand farewell.

If J6jin never did return to Japan, he made a point of sending his diary
back. As a devout monk, he intended it to be a record of his achievements
and a guide for future Japanese monks who might want to visit China.
Probably he would have objected to being characterized as a ‘performer,’
but to modern readers, his whole pilgrimage seems to be a grand perfor-
mance made up of many elements, including smaller performances he
either carried out or observed along the way. Many of these reveal the
power, temporal or spiritual, of those who staged them. Others merely
show the power of a good performance to entertain an audience.
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—EDOTY — PR R —BEN TRTOX4LY) ={SBOTBAESL
DOTHD, 95 LEBREICBWTIL, EFMICBEEE 2Rk L T
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Ve FREMNTRITIZT CAEREZX ALY ET20FEEL VA, FIA
&L TR EIERE 2 BT+ 2 DI AN CRERTICR -T2 5
Ve FTEREREBEHEICFE LI FADUXS - JEEH - WTF HITRAMEF

7T RSO TSSO RS BRSO B ) [RERRIZED 34, i
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LA FYUT HIEORE - ITFEREIIIHEIEA L5252 L %, ESFTL®
UCHlELZ 2 ekt L, 8 4 13 B, WF~DOEFEWEHO L =
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NO N Busan: 1905-2005

Kacaya Shinko

I. INTRODUCTION

At two very different historical junctures, in 1905 and again in 2005,
nogaku (a term that references both n6 plays and their accompanying
comedic interludes, kyogen) was put to use to advance very different
social agendas with respect to Korean-Japanese relations. A 1905 perfor-
mance tour by professional no/kyogen performers featured several exam-
ples from the traditional repertoire of no/kyogen plays, staged for the
benefit of the Japanese military occupation in Korea. One hundred years
later, another tour featured a single play that was shinsaku, or newly
created no.

Tada Tomio (1934-2010), late Emeritus Professor of Immunology,
Tokyo University, stated that a shinsaku-no play has to possess ‘contem-
poraneous necessity,” for it to be born and for it to survive. He has said,
‘A new no play must deliver, via the context of no, a message to contem-
porary people.’

To illustrate his point, Tada has authored several shinsaku no plays
dealing with such contemporary issues. These include Mumyo-no-i (Well
of darkness), which deals with brain death and donors’ perspectives on
organ transplants; Isseki sennin (The ‘one-stone’ hermit), on Einstein’s
theory of relativity and its relevance to humankind in the contemporary
world; Genbakuki (Atomic bomb memorial), a tribute to the Hiroshima
atomic bomb victims, and Nagasaki no seibo (The god/mother of Nagasa-
ki), on the theme of resurrection of hope in Nagasaki. Tada contends that
no’s theatrical universality and symbolism suit themes of catholicity that
are echoed in his plays.?

But Tada’s point about ‘contemporaneous necessity’ is perhaps no
better illustrated than by his shinsaku-no play, Bokonka (the title roughly
translates as ‘resenting lamentation”’), whose central character is an old
woman living alone in a small Korean village. As a young bride, she lost
her husband when he was taken away to work in a coalmine in southern

1 Tada 2001: 49 and 306.
2 Ibid.: 10.
3 Tada 2007: 76.
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Japan. There he would die, leaving both longing for the reunion that was
never to occur. The play premiered in 1993 at the National No Theater in
Tokyo, and has been performed several times since. It was this play that
was presented at the Busan International Performing Arts Festival in 2005
in Korea, under the title Manhanga.

This paper explores the 2005 performance of this play in Busan, and
compares it to the very different circumstances of the 1905 tour. Also
considered here in some depth are the story and poetry of the play itself.
By framing poetic consideration of this play and others within the context
of the volatile political climates in which they have been performed, I
hope to show how this very resilient form of theater has been used to
advance very different political agendas, and has thus retained its con-
temporaneous necessity.

II. 1905 PERFORMANCE TOUR

2005 was a dual landmark in Korea-Japan relations: it was the one hun-
dredth anniversary of the onset of Japanese colonial occupation, and the
fortieth anniversary of formal restoration of diplomatic relations. One
hundred years earlier, a 1905 treaty signed following the Russo-Japanese
War awarded Japan superior position on rights and interests over Korea.
Later, in 1910, the central office of the Japanese governor-general of Korea
would be established by force at Keijo, present-day Seoul; thereafter,
Japanese colonial rule lasted until 1945.

Japan’s annexation and military occupation of Korea followed a peri-
od in which the institution of no itself had fully recovered from a severe
crisis of lost patronage, following the end of shogunate rule forty years
earlier. Champions of n6 in the new imperial government argued that no
might be perceived abroad as a legitimizing national art form — Japan'’s
equivalent to European opera. N6’s champions, many of whom were also
amateur practitioners, helped produce performances for foreign dignitar-
ies visiting from overseas, and were instrumental in advocating no/
kyogen performance tours to the occupied territories in Korea, China and
Taiwan. Korea became one of the earliest oversea performance sites for
such no/kyogen in the occupied territories.*

On May 25 and 26, 1905, no performances were held in the capital on
the occasion of the opening of the Keifu railroad connecting Keijo with
Busan. Two days later another n6 performance was held at the other end
of the line, in a warehouse of the Busan Merchant Marine Company, for

* Kagaya 2001: 257-69.
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the benefit of the volunteer fleet.” Even the president of the Keifu railroad
administration agency himself, Furuichi Kinki (1854-1934), performed
during this tour.® Led by Kanze Kiyokado (1867-1911), the head of the
Kanze School, altogether twenty-one performers took part in the fifteen-
day tour.

The newspaper, Osaka Jiji Shinpd reports that Kiyokado ‘jumped for
joy and embraced [the opportunity to perform in Korea].”

“Born as the legitimate heir of Kanze, it is my long-cherished desire
to enter into the capital of Korea where the imperial influence is
ablaze, and to astonish the Koreans by carrying forward the direct
Kanze line that has lasted five hundred years without cease,” so
believing he promoted the performance in Korea.?

But although it was Kiyokado’s aspiration to astonish the Koreans, the
Kyoto Hinode newspaper reported that ‘among the audience members [at
the performance in the capital], many were Japanese, and Koreans were
few.” As for the performance in Busan the same newspaper reported:
“The audience totaled more than two thousand, and all were Japanese.
Since everything was just as it would be to see it in Japan, it felt like the
performance was being given in our native land.”°

The 1905 performance tour — funded, arranged and produced by and
for an occupying Japanese contingency — presented plays sharing com-
mon themes that endorsed and/or glorified the forceful occupation; such
as assuring national prosperity, accomplishing revenge, divine interven-
tion, heroic fighters, and conquering monsters.'!

® Tkenouchi 1926: 369.

Furuichi performed on May 26 at a charity performance that took place at the
same place as the previous day.

Some details of this tour are reported in the Osaka Jiji Shinpd, 2 May, 1905. See
Kurata 1994-1997: 374.

Ibid.

Ibid.: 379.

10 Tbid.

For a detailed program of this performance tour, see Ikenouchi 1926: 368-9. The
popularity of né among Japanese residents does not seem to have slackened
over the following years. Another tour was organized in 1910. Performances
were held in Busan on 29 November and 1 December and again in Keijo on 4
and 5 December. In 1918, planning went forward for a Shinto shrine in Keijo. A
shrine dedicated to Shintd deities is emblematic of the legitimacy and the
reigning power of the Japanese imperial family. Included in the plan was a
proposal that a no stage might be constructed inside the shrine property. The
proposal stated: ‘[N©] is very popular, such that nowhere in naichi [the Japa-
nese homeland, K.S.], either in city or in provincial town, may one fail to hear
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II1. 2005 PERFORMANCE TOUR — BACKGROUND

A century later, another no troupe would tour to Busan and present a
work that laid bare the violent dislocation of a Korean family by the
Japanese occupation. Not only the content but the performance context —
the political and historical climate in which it happened and how it was
received — was drastically different.

The year was 2005 and the territorial dispute over the Liancourt Rocks
in the Japan Sea had nearly ruptured relations between Japan and South
Korea when Japan’s Shimane Prefecture declared 16 March to be Takeshi-
ma no hi, or “Takeshima Day’ —Takeshima being the Japanese name for the
Liancourt Rocks. This helped to rekindle an anti-Japanese movement in
Korea, which eventually escalated and spread to China. Issues surround-
ing the Yasukuni Shrine — dedicated to the lost lives in service to Imperial
Japan —and, in particular, visits to this shrine by Prime Ministers of Japan,
had sparked tremendous protests in recent years from various countries,
Korea among them. 2005 was no exception. Prime Minister Koizumi’s
fifth annual visit was pending and would take place in October. Attached
to these issues, questions concerning recognition of the history between
these two nations — and particularly discrepancies in historical descrip-
tions — were also heating up as a result.

Such friction probably had much to do with the fact that the year 2005
marked not only the hundredth anniversary of the onset of Japanese
colonial occupation, but also the fortieth anniversary of the formal resto-
ration of diplomatic relations between the two countries, and many re-
flections were bound to take place. While commemorating the anniversa-
1y, in order to quell such tensions, the prime ministers of the two coun-
tries designated the year 2005 as the ‘Japan and Korea Friendship year.
According to the Project Report, there were over 700 exchange events in
the areas of culture, sports, academics, and the like, intended to deepen
mutual understanding between the two countries.'”> Among them, 81

voices singing yokyoku [no song, K.S.]. In this Korean land, too, because resi-
dents from naichi are here, one hears the sounds of yokyoku. Also, we have
noted some native Koreans who have come to like it’ (Ueki et al. 1918: 104). The
proposal continues: ‘Since the establishment of the Korean Shrine is to promote
Shintd worship, the foundation of our country, in a new place, we, of course,
have to make the plan carefully. The inseparable relationship between a shrine
and a no stage is demonstrated in the examples of the Meiji Shrine and many
other shrines in naichi’ (Ibid.). The Meiji Shrine, founded in 1920, had been
dedicated to the Emperor and the Empress Meiji (Ibid.: 103—4).

12 The 2005 Japan-Korea Friendship Year Executive Committee (http://www.
jkef.or.jp/friendship2005/japanese/finalreport/yujounen2005_web.pdf).
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events were related to stage performances, including Across that River in
May by Hirata Oriza. Also early that year, performances partnering bun-
raku (Japanese traditional puppet theater) and pansori (Korean story-
opera), took place at the National Center for Korean Traditional Perform-
ing Arts in Seoul in January, followed by the National Theater in Tokyo,
in March. Both bunraku and pansori had been designated by UNESCO as
World Cultural Heritages two years earlier. In April 2005, the second
kabuki performance in Korea was held by Chikamatsu-za at the National
Central Theater of Korea, backed by Shochiku Kabuki Company (the first
was seventeen years earlier). The Japanese National Living Treasure,
Nakamura Ganjiro, performed in major pieces. This performance was
followed with a pansori performance by the Korean national troupe at the
same location. Also that year, the inaugural Korea performance of Takara-
zuka Review Theater took place in November, under the auspices of the
Korea Tourism Organization."

Thus the May 16 and 17 performances of Bokonka at the Busan Interna-
tional Performing Arts Festival came in the middle of a year that was
replete with cultural exchanges between the two countries. It also reflect-
ed the complicated socio-political situation of the time, as well as the
organizers’ desire to have cultural exchanges independent of such tur-
moil: to explore a person-to-person communication more closely focused
on individual lives, rather than politics. Ogihara Tatsuko, a nogaku pro-
ducer who arranged the performance writes:

Politically and economically Japan-Korean issues were tenuous, and
when the advertisement for the art festival entered into the final
stage in April, things grew violent. Within university campuses,
anti-Japanese billboards started to line up, and unsettling rumors
were floated that the performance would not be able to take place in
a university town. Even the performance venue had to be changed.'*

Ogihara also writes:

Though posters were made, we couldn’t hang them, and the use of
media was also avoided. Handing out fliers one-by-one, trying to
update the changing information by word of mouth: the advertising
was like a human wave that swept up young students with appetites
for intellectually challenging things.'®

3 http://www.jpf.go.jp/j/about/outline/result/pr/2005/img/pr_cul_5.pdf, Japan
Foundation.

14 Ogihara 2006: 36-7.

15 Ibid.
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There was no way to predict how many people would show up at the
Busan Civil Hall — where the performance was ultimately held — but it
turned out that both days the hall would be filled with many young
audience members.'° Subtitles for the play were also provided in Korean.

IV. THE PLAY

According to Tada, he got the idea for Bokonka'” or Manhanga in Korean,
when he saw a television documentary on the widow of a Korean coalm-
iner who had died through forced labor.'® She had been a young wife
then, but was now an old woman with white hair and a bent back, living
in obscurity in a remote village in Korea. Her afterglow burned itself into
the author’s retina, who eventually came to believe that it had to be a no
play, since only by nd could he express her pain."

The play begins with a statement by the waki (secondary actor), a
traveling priest, which describes his mission and also roughly summari-
zes the action of the play:

I am a priest from the village of Yahata in Kytshii. In the war that has
passed, many people from Korea worked in the coalmines of Tsuku-
shihoshii; many got sick, and countless died in this land. Recently, a
memorial hall was built to offer heart-felt prayers. Numerous articles
were uncovered that had been left behind. Among them was an
unfinished letter written by a man named Ri T&jin.”* This man was
taken from a small village called Tangetsu in Jeolla Province,*! leav-
ing behind his young wife with whom he spent about a year. This
letter too is addressed to his wife that he left in his homeland. His
affection for his wife (though they were separated by a great dis-
tance) fills the lines, making anyone who reads it wet their sleeves.

16 Tbid.: 36.

For a German translation of the play see Scholz-Cionca and Oda 2006.
According to the statistics on the war period in Japan kept by the Japanese Coal
Industry Association, there were more than 341,000 coalminers in 1941, of
which about 12% were Koreans; by 1945, the total number increased to over
410,000, of which over 30%, more than 135,000, were Koreans (Bae 2005).

19" Tada 2001: 300.

2 Tbid.: 302. Ri T6jin is read as ‘In Donin’ in Korean, but the Japanese reading is
used for this play.

Ibid. Tangetsu is a fictional name. Zenrado is Jeolla-do in Korean.
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However, Ri Tojin’s wife yet lives in that land, and is now an old lady
of over seventy years. Feeling unbearably pitiful, I plan to deliver
this letter to the village of Tangetsu and to visit the old lady.*?

The setting is as follows. On stage is a prop wrapped with white cloth,
which represents a shack in a remote farming village. The old lady is
inside. The priest arrives at the village on the day of the evening of the
harvest moon, or chuso, one of the two major annual events for family
gatherings in Korea. He asks an old villager the whereabouts of the wife
of Ri Tojin. The villager explains that ever since hearing of Ri Tojin’s
death, his wife has remained alone and has been offering prayers to the
lost one. The priest reaches her shack and asks for her. There is only
silence first, and then rejection as she asks him to go away. After the priest
explains that he has come all the way to deliver the letter Ri T6jin wrote
to her before his death, she finally responds, “What? A letter? To me? A
letter from Ri Tojin?” The wrapping cloth is lowered and she appears. She
comes out of the shack to receive her letter and, after fixedly reading the
letter under the moonlight, says (in the only Korean verse in this play)
‘Aa, izeya, mannanne’ (Oh, that I could see you again).

At the priest’s request to talk about Ri Tojin, the wife starts telling her
story. The poetic verse used in this play is based on a Korean literary
form known as jeongeupsa, folksongs of the Baekje/Paekche country. At
over one thousand years it is among the oldest extant narrative forms. In
the developmental stage of her narrative (the kuse section), the wife
sings:®

A wailing voice blankets the sky, RO ZE 2 B

tears of lament swallow the earth TR A DFEHIEECT Y

and now, every night, IHIFEITH & IX

I think of the husband who hasn't returned, % 5 #a3k% B O

wondering: has he just gone to town? RLEHICES BT

The seven stars at the edge of the mountain [LHDEFD-EE L

are those that shine on hell. HLaRoITRERY,

Please walk calmly, DT HD JR

don't let your steps get caught in the mire. JE#IZE & H 5L

With an uneasy feeling, I worry. RSy ol g} Rl i

At least I may console my heart O TR &

by taking out a fulling-stick. B AEGIREH L

As I beat the cloth, my mind clears. Lo AiER

Through the long, sleepless night, BEONLRSETND
2 Tbid.: 308.

2 Ibid.: 316-7.
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the lament of the fulling-stick echoes
the sky... IRABORG ZEIZHGY -

The priest asks the old woman to perform a dance, and she prepares,
saying: ‘My eyes are glued shut, legs weakened and unsteady, but I will
dance, as my heart is a bundle of nerves.’** Saying ‘I dance the dance of
lament, the dance of lament,” she begins a quiet, solemn dance, which is
named ‘the dance of han.” At the close of the dance, she says:

The moon at the edge of the mountain climbs on high,
illuminating the horizon.

Lastly the old lady utters, ‘my lament will never be drained; I won't
forget. I won't.” In response, the priest says, ‘such a lament should never
come again; don’t forget, it shouldn’t be forgotten.””® The play closes with
the description of the calmed field.

V. CoONCLUSION

The 1905 and 2005 performance tours were similar in that highly regard-
ed, prominent actors — both of the Kanze lineage — traveled to Korea to
perform no plays at historical junctures in the relationship between Korea
and Japan. But the contemporary context of the 2005 performance, liter-
ary themes of the play and the intended audiences were all drastically
different from those of 100 years earlier.

The 1905 performances featured plays whose themes explicitly or
implicitly endorsed and/or glorified the forceful occupation — such as
assuring national prosperity, divine intervention, heroic fighters, and
conquering monsters. The 2005 performance featured a single work that
laid bare the violent dislocation of a Korean family by the Japanese
occupation.

The social setting of the 1905 performances was the Japanese military
occupation, by which the performance troupe was largely isolated and
insulated from contact with Korean nationals; whereas for the 2005 per-
formance, the troupe and even choice of venue were subject to the exigen-
cies of the social turmoil, hostility and repeated threat of anti-Japanese
demonstrations.

The 1905 performance tour was a large-scale collaboration between
military and commercial interests, the opening of a military transport

2 Tbid.: 317.
% TIbid.
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railroad (which ultimately helped pave the way for Japan’s forceful an-
nexation of Korea). The 2005 tour was small in scale, produced on the
initiative of individual artists, such as Kanze Hideo and Ogihara Tatsuko.
And lastly, whereas audiences for the 1905 performances were mostly
Japanese nationals, that of the 2005 performance was made up predomi-
nantly of Korean youth.

Audience members who stayed for the talkback said little about the
play’s content, but were intrigued by and asked questions about no as an
artistic/literary form.?® Thus, it took 100 years of social transformations to
pique interest in the art of nogaku among Japan’s neighbors across the
strait.
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A SONG FOR KINGDOMS: TAKARAZUKA’S ATTEMPT TO
ADAPT THE OPERA AIDA

Marumorto Takashi

I. TAKARAZUKA AS AN OBJECT OF INTEREST

As an all-female theater company, Takarazuka is a great exception in the
history of world theater. In Japan, even people who never go to the theater
know Takarasienne — at least by name. Most of the top stars who retire
from Takarazuka enter directly into the entertainment industry and carry
on to a successful career; thus Takarazuka is perceived as a path to female
success. Every year Japanese media reports about the entrance exams and
ceremony of the company claim that almost ‘every girl’ in Japan dreams
of becoming a ‘Takarazukan.” Although media coverage of Takarazuka is
high, this does not mean that people are actually acquainted with the
actual content of the performances.

Despite its relatively short history of one hundred years, Takarazuka
is one of the oldest existing modern theater companies in Japan. The
company is fairly exceptional within Japan, where theater culture is not
situated as favorably as in European countries, where most theaters are
publicly financed. It owns several theaters which are visited by more than
two million people per year and runs a school annexed to the company to
train its performers. It is therefore rightly said to be one of the most
prominent and influential companies in Japan.

However, with the exception of a few Asian countries, Takarazuka is
fairly unknown in the rest of the world and receives almost no interna-
tional interest. When Takarazuka held performances in Berlin, Germany
in 2000, it hardly drew remarkable public attention. The performances
were held at the Friedrichstadtpalast, a Mecca of revue and in order to
make the play understandable for the foreign audience, the company
presented only entertaining and light revues, which usually make up no
more than a part of Takarazuka performances. Unfortunately, the choice
of play had a disadvantageous effect in Germany, where serious theater
predominates, so that the visit of these unique performers from Japan
were either entirely ignored or paid only little attention.! Even now, when

I For the performances, see Watanabe 2002: 2512 and 270-1; Iwabuchi 2004:
158-66.

159



Marumorto Takashi

Japanese contemporary pop culture such as manga, anime or costume-
play, are enjoying more and more popularity in Germany, the “Takarazu-
ka-culture,” which relates in some aspects to those media, does not expe-
rience any rise in its popularity.

Nevertheless, Takarazuka is an essential subject, not only for theater
studies, but also for creating a better understanding of Japanese culture
in general.? This paper deals with Takarazuka as music theater, focusing
on A Song for Kingdoms, a play performed in Japan in 2003. The reason for
choosing A Song for Kingdoms is the fact that it is an adaptation of
Giuseppe Verdi’s opera Aida. The worldwide fame of Aida supports a
vivid comparison with the Takarazuka version, helping readers unfamil-
iar with Takarazuka to envision its individual characteristics.

II. DYNAMICS OF “TAKARAZUKALIZATION” AND THE OPERA AIDA

Takarazuka commenced its activities in 1914 as a Japanese style ‘girls’
opera.” Gradually European theater, especially French revue, began to
have an influence on the performances and the company integrated this
repertoire into its own. Adaptations of Western plays soon became the
most important repertoire of the company.® Besides straight plays and —
after World War II — musicals from the West, operas, such as Carmen, Les
Contes d’Hoffmann, Der Rosenkavalier and Turandot, were used. Neverthe-
less, while Takarazuka transforms adaptations into musicals, the content
of operas proved to be difficult to rearrange on a Takarazuka stage.
Instead of musical aspects, a simple storyline that reaches many people is
more important for Takarazuka performances.

None the less, European opera impacts on the repertoire of Takarazu-
ka, and therefore I argue that it is necessary to analyze the repertoire of
the company in detail. There are operas, like Verdi’s Aida, which have
been staged by the Takarazuka company. One question arising from this
situation is how do these adaptations differ from the original and do they
convey new meanings in the process?

Relevant too is the fact that the name of the company easily causes
confusion. In Japanese the company is called Takarazuka-kageki. Al-
though in contemporary Japanese kageki is a synonym for ‘opera,” around
the time of the company’s foundation kageki also meant music theater in

2 Marumoto 2005, 2007. In English there is also Jennifer Robertson’s pioneering
work (1998) and the most recent monograph by Makiko Yamanashi (2012).
% On the development of the Takarazuka repertoire, see Watanabe 1999: 100-8.
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general,* with the literal meaning of ka as song and geki for drama. What
is called ‘Takarazuka-opera’ actually is a play with song and dance,
which is, in fact, quite different from Western opera. Therefore, today the
expression Takarazuka-opera does not coincide with the contents of the
performances but is rather an established and familiarized reference to
the company.

In the meantime, the official English name has been changed from the
original “Takarazuka girl’s opera’ to “Takarazuka revue’ or ‘Takarazuka
revue company.’ In fact, the Takarazuka stage is filled with various
revue-like elements. The finale, in particular, performed after the main
part of almost every performance, is a revue which scarcely has an
organic relationship with the body of the performance. The stage is filled
with large-scale stairs and the ‘silver bridge,” an illuminated long apron
in front of the orchestra pit. The main characters of the play performed
before the finale appear with splendid plumes, one after another, intro-
ducing themselves with song and dance and staging a tremendous
spectacle called ‘the great mannerism.” However, the main performance,
mostly features a full-scale drama using songs and dance and therefore
can be considered as a musical. In any case, one characteristic of the
company is that every adapted work is transformed into the context of
the Takarazuka revue; that is to say, it is perfectly ‘takarazukalized,” no
matter the category the work may originally belong to or the content it
might have.’

How this “takarazukalization” works will be shown in the following
on the example of the opera Aida. Aida is a multifaceted opera piece in its
content and performance style and can be considered as challenging in its
interpretation. Nevertheless, it is generally regarded as a festive and
entertaining grand opera and often performed on a spectacular stage
with a large chorus, splendid dancing scenes, and magnificent orchestral
music. In addition, the plot is constructed around an eternal love triangle.
I argue that these aspects coincide with the tastes of Takarazuka, hence A
Song for Kingdoms also displays these aspects and successfully presents
the complete story. In addition, the Takarazuka version invents several
new characters, as will be discussed later in more detail.

Although the content of Aida is adapted, it is important to mention
that the Takarazuka version does not contain any music from the origi-
nal opera, although it is subtitled “based on the opera Aida.” There are,
for example, no traces of the excellent aria ‘Celeste Aida’ sung by a tenor
at the opening of Aida, nor any hint on the trumpet performance, which

4 Masui 1990: 19-20, Watanabe 2002: 253—4.
5 Kawasaki 2005: 30-8.
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is famous enough to be regarded as one of the identifying features of the
opera. In general, opera is considered as a performing art in which the
music plays an absolute role for the dramatic development of the story.
Accordingly, Aida is often attributed to Verdi, and not to Ghislanzoni,
Du Locle, or Cammarano, who contributed to the libretto. Without
Verdi’s music Aida would not be regarded as opera, although he dedicat-
ed himself (exceptionally for general operatic convention) to producing
the libretto as well. A Song for Kingdoms on the other hand is ‘based on
the libretto of Aida,” and rather a homemade, collaborative work by the
playwright and director Shinji Kimura and the composer Masato Kai. In
the program of the performance, Kai states, ‘I did not refer to any
original music, because my motto is to create a completely new work.”®
In the same booklet, Kimura introduces their methods more concretely:
the music, including the triumphal march, was composed ‘after a
method which would realize the potential of the Takarazuka,” namely by
composing music with ‘a strong rhythm to show off the dancing.”” Here
we can confirm the production’s complete difference from the original
opera and at the same time a unique resemblance to it in its emphasis on
musical aspects.

III. THE MAIN CHARACTERS OF “THE ETERNAL TRIANGLE
AND OTHER CHARACTERS

Like Aida, A Song for Kingdoms relies fundamentally on the love triangle
between the Egyptian commander Radames and two rival female charac-
ters. Aida is a splendid opera in outward appearances, and simultaneous-
ly shows a marked internal tendency to describe each character with still,
serene music. This is especially remarkable in the case of Aida, who
experiences a conflict between her personal feelings of love towards the
leader of her enemy’s army and a sense of duty to be loyal to her home-
land as the princess of Ethiopia. This very personal feeling of guilt re-
mains rather hidden from the other characters. In contrast, in A Song for
Kingdoms the conflict is shown much more externally and the complicated
circumstances are addressed extensively by other characters. At the be-
ginning of the drama, the love relationship between Radames and Aida is
introduced, and Aida’s brother Ubaldo — one of the newly created charac-
ters in the Takarazuka version — reproaches her for subordinating herself
to Egypt by holding affection towards Radames. Ethiopian slave women

¢ Program of the performance in 2003: n.p.
7 Tbid.
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also remind her not to forget that she is the princess of their country. In
Verdi’s Aida warnings against the arrogance of falling in love despite her
slavery and against betraying her homeland are only mentioned by Am-
neris and Amonasro. In the Takarazuka opera Aida is scolded by several
people, one after another, such as in the case of the bullying actions
performed by Amneris’ maids. Through this external pressure the torture
of Aida in the Takarazuka version becomes visually more intense than in
Verdi’s Aida, making A Song for Kingdoms an easily accessible perfor-
mance with more visual and dramatic movement suitable for the melo-
dramatic tastes of the audience of a Takarazuka performance.

A similar interpretation is possible for the character of Amneris. In
Verdi’s opera, music connected to each character and/or his or her emo-
tions are repeated like a leitmotiv in Wagner’s Musikdrama, and the first is
during Amneris’ appearance in Act 1. Amneris’ theme is usually inter-
preted as depicting her ‘crooked’ mind and a later variation expresses the
intensity with which she is consumed by jealousy. She is a conflicted
woman, strong but also weak, regretting having finally ruined her be-
loved Radames because of her envy and begging him for mercy. How-
ever, in A Song for Kingdoms, such a complicated molding of her figure is
avoided and she embodies the pattern of a noble and proud ruler. She
admonishes Radames resolutely, ‘I will never allow you, the warrior who
should defend Egypt, to be captivated by an Ethiopian woman. [...] I
must get married to the warrior destined to be Pharaoh to defend Egypt,
and I will try all possible means to do so.”® Convinced firmly that ‘Egypt
must continue to triumph,” she comes to ascend the throne after the king
has been assassinated and remains a strong woman until the end. This
depiction displays Amneris’ mind as clearer and more understandable
than in the original version.

Radames, finally, is a man eager to be the general of the Egyptian
troupes, who is fully aware of his ambitions. However, he falls in love
with Aida, an enemy and now a slave prisoner. He wishes for a humane
treatment of prisoners, admits his guilt with good grace after having
involuntarily betrayed a state secret, and carries out the consequences of
his love to his death. Probably because of this exaggerated honorable and
accordingly impractical attitude, he is especially conspicuous as a dull
character among the heroes of Verdi’s operas. The Takarazuka production
takes the outline of the plot but makes him a man fit to be a decisive and
brave ruler contradicting his decision to die for true love. Nevertheless, in
the Takarazuka version, Radames plays the most important role as a
protagonist, which will be discussed later.

8 Libretto for the performance in 2003, Act I Scene II: n.p.
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Incidentally it is also characteristic of the Takarazuka company to have
a star system connected with performers’ ranking. This is clearly indicat-
ed on the posters and programs. It is probably not necessary to mention
that in A Song for Kingdoms the three main characters in the love triangle
are shown in an especially large font. Amonasro (Aida’s father), the
Pharaoh and the High Priest (now as Nesser), are treated here as the next
biggest stars. It must be emphasized that four more characters are newly
added to the play: Ubaldo (Aida’s elder brother), Fatma (an Ethiopian
slave woman), Kheper (Radames’ comrade-in-arms), and Kamante (a
one-time vassal of the king of Ethiopia). All of them can be regarded as
important, following the main characters. Furthermore, it is also typical
of Takarazuka to present all cast members, including even those with
small parts, as a large group of Egyptian soldiers and Ethiopian slaves
with their names and portraits in the program, all strictly arranged ac-
cording to their rank in the troupe.

The meaning of this ranking, especially among the three main charac-
ters, will be examined later. I now want to pay attention to the fact that
such an arrangement is inseparably related to the organization of the
company. The performers are divided into five troupes, each of which has
an individual, romantic name, for instance, A Song for Kingdoms was
staged by the Star Troupe. Each troupe has several top stars, whose ranks
are fixed and usually only changes after an actress retires. In A Song for
Kingdoms, 78 actresses of the troupe appeared on stage, each of whom has,
without exception, a specific ranking, even sometimes based on her re-
sults at the company’s school.

However, it is also a policy of Takarazuka to stage a performance with
all troupe members. Even minor performers who take part mainly in the
chorus and group dances often appear as named characters. Because of
this policy, a Takarazuka production needs to invent many new charac-
ters. This also forms a characteristic of the ‘takarazukalization” that influ-
ences the content of a piece.

IV. AN ATTEMPT TO MODERNIZE A CLASSIC BY ADDRESSING
THE Toric oF WAR

It is well known that Verdi sympathized with the Risorgimento, an Italian
social and political movement that realized its goals in the second half of
the nineteenth century in aiming for independence and unification. The
influences of the Risorgimento can be observed in several of his works.
However, the movement developed with turns and twists, and Verdi did
not always consider it positively. In particular, he is said to have been
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quite disappointed about the establishment of a monarchical system after
the end of the movement. In any case, the time of this social upheaval
certainly forms part of the background of Aida. Verdi’s opera deals with
the war between Egypt and Ethiopia at a time when the Franco-Prussian
War was breaking out.

Concerning the reason why he showed interest in Aida, Kimura men-
tions Verdi’s anger at Prussia ‘destroying with the help of God,” and this
is mirrored in his adaptation.? It is notable that in the adaptation the war
comes closer to the fore and becomes a central topic by asking for the
meaning of war.

Ubaldo, Aida’s elder brother, is one of the characters unique to the
Takarazuka production and plays a particularly important role. 3500
years after the events of the story, he revives in the present and reflects
back on those days. The stage becomes, thereby, a drama-within-a-drama.
It begins with a fantastic scene in which Radames and Aida arrive by boat
from the underworld and Ubaldo asks them why people fought with each
other in those days. And while in the opera the battles are only suggested
with roars and military marches, Takarazuka on the contrary, spectacular-
ly presents epic war scenes on stage with warriors fighting fiercely and
dramatically against their enemies.

Furthermore, the depiction of the priests varies significantly in this
adaptation. In Aida, they appear as heartless men who actively urge
people to war. It is likely that Verdi projected his disgust toward clergy,
which he acquired from his own difficult experiences, into the story. Since
in contemporary Japanese society religious criticism is of minor rele-
vance, the religious aspects are deemphasized in A Song for Kingdoms. The
loss of religious meaning can, for example, be seen in the changes the
character of Ramphis undergoes in the Takarazuka adaptation. Ramphis,
the High Priest of Isis in Aida and thus the most powerful servant of the
gods turns into Nesser, a mere high priest of Egyptin A Song for Kingdoms.

At the same time, the meaning of war becomes more generalized. Here
the differences to the original work are even more obvious. Verdi’s Amo-
nasro, who confronts Egypt bravely as the king of Ethiopia, is sometimes
thought of with sympathy as a weak person trampled by a great power.
More typical for Verdi is his modern viewpoint that relativizes the war
itself, a viewpoint which may have developed from his own experience
as well. Both sides, Egypt and Ethiopia, reproach against the enemy for
its aggressiveness while brutality and justification for their own attacks
seem to be presented objectively. How the concept is taken up in Kimura’s
work can be noticed in sentences such as ‘A battle causes but another new

® Program of the performance in 2003.
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battle, ™ which Aida repeats in various scenes. A Song for Kingdoms is the
official English title given by the Takarazuka company itself. In Japanese
the play is called Oke ni sasagu uta which, translated directly into English,
means ‘Song(s) dedicated to the Royal Family/Families.” Since the distinc-
tion between singular and plural in Japanese is often vague oke is usually
understood as kingdom." Only with the English title can we understand
what the author’s real intentions are. In comparison to Verdi, who expe-
rienced his own country Italy as weak and thus choose Egypt as the
usurping and Ethiopia as the oppressed country, Kimura criticizes not
one specific war but rather war in general. For him those people who are
fascinated by aggression and meaningless death and who selfishly acti-
vate a chain of hate that transcends all generations are to be blamed for
wars all over the world.

Assuming that various aggressors initiate all wars and conflicts,
Kimura then asks for the meaning of peace for society. A Song for King-
doms also adopts the underlying alternative conflict of ‘which comes first,
nation or self’ of Aida and emphasizes the priority of the human desire to
live and love freely instead of being bound to social restraints. The main
issue, which Kimura draws into the present world, is whether or not
peace is significant and if mankind is corrupted by a peaceful and flour-
ishing society.!? Takarazuka’s Aida, for example, wants to be regarded as
an individual rather than an Ethiopian woman,"® while Amneris wishes
to be ‘a woman before the Pharaoh.”** Radames repeatedly confesses how
lonely he feels as the commander of an army and the Egyptian women
enjoy peace claiming that with ‘money and power, we can get all that we
want.””> Amneris’ question ‘Is this the peace you have desired, in which
everybody does nothing but get money and power day and night to live
easily without effort’'® is answered by Radames with a counter question,
defending this kind of peace, ‘Should Egypt continue to fight until the

10 Libretto of the performance in 2003, Act I Scene II1, V, VIII, Act II Scene II, IV, V
and XIV.

Unfortunately the only German work on Takarazuka by Maria Gradian-
Mengel’s called Die Takarazuka Revue oder die Uberwindung der Tradition (Takara-
zuka Revue or the Overcoming of Tradition) mistranslates the title of the Aida-
adaptation in the singular as Oke ni hoka [sic] (Ein Lobgesang fiir die kdnigliche
Familie) (A song of praise for the royal family) (2005: 42, 113 and 121).

12 Compare Suzuki 2004: 74.

13 Libretto of the performance in 2003, Act IT Scene III.

14 Thid., Act II Scene VI-A.

Libretto of the performance in 2003, Act II Scene II.

1 Thid.
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end of the world?’"” This heated discussion ends tragically when Amneris
is forced to execute her beloved. The Pharao is assassinated in a coup
d’état, and Amneris ascends the throne.

The Takarazuka heroes and heroines who experience these tragic
circumstances convey a message for the people living today. The dying
Aida utters, ‘My wish is now nothing but to pray in order that lovers
would be saved from death."® The drama then comes to an end with
Amneris, who does not despair like Aida, when she says, “Even if the war
continues we must not lose hope for peace.””® This idealism is not inherent
in Verdi’s Aida with its atmosphere of deep resignation. It is remarkable
that these hopeful words in Takarazuka do not derived from a deep
insight connected to the dramatic process. There is, furthermore, no
answer given to the above-mentioned question about the serious conse-
quences of living in a peaceful world. Accordingly, the characters do not
only appear illogical but also too theatrical and even too mawkish. Thus
they are probably hardly bearable for those who are accustomed to
realistic plays. However, a Takarazuka performance, in general, is not
appreciated as realistic, but rather as a stylized performance similar to
kabuki, one of Japan'’s classical drama forms, which consists of sentimen-
tal elements that are represented with kata, highly conventionalized
movements, to entertain the audience. Similarly Takarazuka is more than
mere melodrama, but rather, to borrow the words of a Takarazuka ac-
tress, ‘cool (kakkoii)’ performance. The methods of a Takarazuka perfor-
mance are completely based on naturalism, which aims at making the
performances, acting, and speech appear as realistic as possible. Yet
beyond this, the fundamental ‘anti-naturalistic’ restriction of being an all-
female performance produces factors of stylization, which can be regard-
ed as the most significant feature of the Takarazuka. Thus even though A
Song for Kingdoms seems to emphasize war as its main topic, it is not
necessarily a serious anti-war drama.

V. ALL-FEMALE PERFORMANCE AND THE SUPERIORITY
OF OTOKOYAKU

Takarazuka, which originally contained a choir made up of girls from
fourteen to eighteen years, soon developed into a theater company with
actresses of various age groups. Although, in this development, several

7 1bid., Act II Scene VL.
18 Tbid., Act II Scene VIL
19 Ibid., Act II Scene VIII.

167



Marumorto Takashi

attempts to incorporate male performers were made in 1919 and 1945,
Takarazuka still consists exclusively of unmarried women. Needless to
say, male roles therefore have to be acted by women and it is precisely this
fact that has to be considered as the prime reason for a so-called “takara-
zukalization” of the adopted plays. Although an actress impersonating
the opposite sex by wearing male clothing is quite unnatural on stage, she
tries to make the figure as real as possible within these limitations. As
early as in the beginning of the 1930s, the actresses were divided into two
groups: ofokoyaku (men’s roles) and onnayaku (women’s roles) or
musumeyaku (girls” roles). Above all ofokoyaku came to be regarded as a
particularly characteristic figure of Takarazuka, similar to the onnagata,
the male actor acting as a woman, of kabuki theater.

Whether an actress is suitable as a otokoyaku depends on various
conditions. First, those who are tall and/or look boyish are preferred for
the roles and are selected to undergo a special training to behave manly.
They learn to imitate male voices and usually sing in a low register,
sometimes even in baritone, though not in bel canto. It is worth mention-
ing that a figure modeled after ‘real’ men turns into a stylized male figure.
At this point it is important to notice that there are great differences
between the otokoyaku and a trousers role, which appears occasionally on
the stage of European theater and opera. The trousers role is mainly used
to replace a baroque castrato, who used to play a heroic person of high
social rank, generally a feminine young man or boy. The trousers roles
usually speak and sing with a female voice and do not behave especially
‘man-like,” they are integrated into modern Western naturalistic perfor-
mance. In addition, these roles are limited to specific works and not taken
by a specialized actor, therefore they are temporary. In contrast, every
Takarazuka performance also includes otokoyaku.

In its early years, when Takarazuka was still a girls” chorus, the audi-
ence mainly consisted of men who wanted to watch pretty girls on the
stage. With the establishment of otokoyaku, however, female spectators
began to outnumber male spectators, and the male role came to rise in
fame and significance.

According to the survey immediately after the beginning of the
revue line, the ratio of male to female audience members was almost
fifty-fifty [...]. In 1932, actresses as otokoyaku with their hair cut
appeared for the first time on the stage of Takarazuka. Around this

2 Tn 1919 the Company accepted eight men but dissolved the group about ten
months later. In another attempt thirteen men were accepted into Takarazuka
from 1945 to 1948 but this group was also dissolved in 1954.
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year female audience [...] began to hold a dominant position. [...]
Even so, it was far from the situation where the actresses wanted to
obtain their identity by making the otokoyaku their selling point.”!

As already outlined above, each Takarazuka troupe is organized in a
hierarchical rank system. Within this rank system ofokoyaku are consid-
ered as the top performers. This means that they always play the most
important part both in the main body of a drama and in the finale. The
primo uomo is followed by the prima donna, the top musumeyaku star and
then the secondo uomo.

Because of this principle of putting otokoyaku in the center of the
performances, Takarazuka prefers dramas in which the main characters
are male. Yet in Aida, the main protagonist is female and the Takarazuka
adaptation faced the difficulty of changing the lead role to a male charac-
ter. Here we recognize another aspect of what I argue is the ‘takarazuka-
lization” of plays. First of all the title is drastically changed from Aida to
Song for Kingdoms, thus losing any associations with the original. Second-
ly, the positions of the characters differ from their positions in Verdi’s
Aida. The treatment of Radames, for example, as the principal otokoyaku,
is above all remarkable. Just by looking at the poster for the premiere of
A Song for Kingdoms, Radames, played by Kogetsu Wataru (*1971), who
just became the top star of the Star Troupe in 2003, can be unmistakably
recognized as the main character. In the picture, the oversized Radames
is surrounded by the two female leads Aida and Amneris, and almost
overshadowing the two women.

In this arrangement, Amneris, who stands to Radames’ right looking
magnificently, seems to be more important than Aida who, by kneeling
down, has a lower stance. Aran Kei (*1970), who usually played the
second otokoyaku, was selected for this performance to take the role of
Aida, one of the rare cases where the strict role division between otokoyaku
and musumeyaku was broken. Amneris was acted by Dan Rei (*1971), the
principal musumeyaku, and therefore ranked second in the troupe before
Aran Kei, the second otokoyaku. Although by making Aran Kei perform a
female character an exceptional situation was created, within the troupe’s
rank system the casting policy stayed consistent.

Takarazuka’s otokoyaku are particularly ‘takarazukalized’ types not
only in regard to their movements and voices as mentioned above, but
also to their personalities. The male heroes are rarely tough, macho types
with solid physics, but rather appear as cleanly shaven, elegant and noble
men. They are broad-minded, polite to women and always treat them

2 Watanabe 2002: 271-3.
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with kindness and consideration. They are highly idealized ‘cool’ men,
who do not exist in reality, but are desired by the audience as imagined
existences on a dream stage. Or as Leonie R. Stickland writes,

the otokoyaku are ‘ideal men (riso no dansei),” embodying such quali-
ties as delicacy, handsomeness, long legs, gentleness, and the ability
to speak romantic phrases without embarrassment.?

As described above, Takarazuka’s Radames has a stronger air of a heroic
ruler than Radames in Verdi’s opera. His firm assertion, “The command-
ing general of this war is me!’” indicates that his character is molded to
the otokoyaku and, as a reliable protector, is perfectly suitable for Aida. It
is, above all, the top otokoyaku star who enters the spotlight as the exclu-
sive object of admiration for the female audience. These heroic implica-
tions are not inherent in otokoyaku ranked below the top star. Amonasro,
for example, who holds the key to one of the most adored themes in
Verdi’s operatic works — the father-daughter-relationship with Aida - is
not a dignified or powerfully influential parent to his child in the Takara-
zuka version. In the adaptation, he is a non-heroic man pretending to be
mad and lurking for a chance to take revenge.

This distinguishing mark of Takarazuka is deeply related to the spiri-
tual climate of Japan. A trace of the Confucian precept from feudal times,
‘Man and woman shall not take a seat together from the age of seven
onward,” can be noticed even in contemporary Japan, where, for example,
university students are often seen to sit down separately in class. Quite
different from Europe, where the idea of ‘mixed row’ or ‘in pairs’ has
been a long tradition, there are still many ‘girls only” high-schools in
Japan. One of the conventions rooted in these schools is the performance
of drama. During these occasions, students naturally face the restrictions
of an all-female theater and sometimes choose to imitate Takarazuka
methods of performance. It is interesting, that in most cases even there the
hero, and not the heroine attracts most attention. In everyday school life
too, a‘masculine’ student of this type is often popular and regarded as the
realization of the ideal male leader. Kawasaki Kenko argues that many
enthusiastic Takarazuka fans are women who have experienced girls’
schools.?

The image of school is also applied by the Takarazuka company itself,
where actresses are referred to as ‘students’” even after the end of training
school until they retire. The motto of the company to create a “pure, right,

22 Stickland 2008: 155.
2 Libretto of the performance in 2003, Act I Scene VI.
2 Kawasaki 1999: 172—4.
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and beautiful” stage, is a strong reminder of the ‘good wife and wise
mother” (ryosai kenbo) education which has been traditionally promoted
in girls” high-schools and women’s universities. Although by the choice
of play we might get the superficial impression that Takarazuka perfor-
mances are oriented towards the West, the example of the adaptation of
Aida shows that Takarazuka assimilates various topics for a Japanese
audience creating its very own ‘takarazukalized” world.
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THREE WARTIME KABUKI PLAYS

James R. BRANDON

I. INTRODUCTION

Kabuki’s place in Japanese society between 1931 and 1945 closely fol-
lowed the trajectory of the ‘Fifteen Year War’ being waged by the Greater
Japanese Empire against China, Britain, Holland, Australia, and the Unit-
ed States. When the war began in 1931, the entire kabuki world shared the
enthusiasm and pride felt by most Japanese over early military victories
on the continent. Kabuki’s participation in the war encompassed a wide
range of activities: offering special programs for government guests,
raising funds to purchase aircraft and munitions for the army and navy,
purifying the traditional repertory of immoral themes, and touring the
countryside performing for military audiences and war workers. Of par-
ticular interest is the fact that kabuki producers and actors mounted more
than 100 newly written war plays (sensogeki) between 1931 and 1945. They
were known as ‘overnight pickle” plays (ichiyazuke) alluding to the fact
that sensational events were rushed onto the stage literally overnight.
Plays about contemporary events have been a part of kabuki’s appeal
from its beginnings in the seventeenth century. That is, present day
activities were always dramatized in kabuki and this ‘tradition of the
new’ continued without interruption through Japan’s fifteen war years,
1931-1945.

A veritable flood of overnight pickle war plays reached kabuki stages
in the first years of the war, stimulated by a rising tide of patriotic fervor
throughout Japan. The plays dramatized well-known military happen-
ings of the Manchurian Incident (manshii jihen), 1931-1932, and the China
Incident (shina jihen), 1937-1940. Popular themes included accounts of
victorious battles on the Chinese mainland, eulogies for fallen heroes, and
praise for citizens’ sacrifices on the home front. We can identify war
themes in many early overnight pickle plays simply by reading their
titles:

Three Heroic Human Bombs (Nikudan sanyiishi, 1932)
Major Kuga (Kuga shosa, 1932)

Now the Battle Begins (Tatakai wa kore kara da, 1933)
Military Citizen (Gunkokumin, 1937)
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The Final Hours of Commander Kano (Kano butaicho no saigo no hi, 1937)
Secret Agent of a Nation at War (Gunkoku misshi, 1938)

Regimental Flag (Rentaiki, 1939)

Tank Commander Nishizumi: Warrior God (Nishizumi senshacho: Gunshin,
1939)

Five Army Scouts (Gonin no sekkohei, 1940)

Breaking Dawn: the Epic Tale of Japan and Manchuria’s Friendly Nation
Founding (Reimei shoko: Nichiman shinzen kenkoku monogatari, 1940)

In addition to writing overnight pickle plays about current events, kabuki
playwrights also reinterpreted past history in so-called ‘new history
plays’ (shin jidaigeki). Though not set in the present, the dramas resonated
with support for the ongoing expansion of the empire. The historical
figures in new history plays were presented to audiences as exemplars of
national sacrifice and Japan’s unique ‘warrior spirit’ (Yamato damashii). Let
me cite a few examples. A low ranking reserve soldier fights bravely at
the front during the Russo-Japanese War of 1904-1905 in Yoshida Gen-
jiro’s Gilt Button Soldier (Kinbotan heitai, 1932). Though wounded the
soldier continues fighting until he finally dies in the arms of weeping
comrades. Yoshida portrays an ordinary man whose strong character can
inspire young men in 1932 to sacrifice their own lives on the battlefield.
Goda Toku'’s Tosa Naval Squadron (Tosa katheidan, 1939) depicts the found-
ing of Japan’s modern navy in the late 1800s: the nation’s present power-
ful navy exists due to the courage and foresight of earlier patriots. The
production of Sino-Japanese Diplomacy: Foreign Minister Mutsu (Nisshin
gaiko: Mutsu Munemitsu, 1940), present the Sino-Japanese War of 1894—
1895 as a parallel to the present China Incident. Since a firm stand by
Japanese foreign minister Mutsu Munemitsu brought peace in 1895, an
equally strong stance by Japan in 1937 should bring the Chinese around
to peace. (This was a Japanese expectation that did not occur: Chinese
forces did not capitulate in the 1930s). A successful documentary drama,
Submarine No. 6 (Sensuitei dairokugo, 1941), details the slow suffocation of
officers and crew who are trapped at the bottom of the sea during naval
maneuvers in 1910. The captain calmly records the type and extent of
mechanical failures so that future submarines can be improved, thus
demonstrating the crew’s complete loyalty to the emperor even in death.

War plays were written by virtually every professional kabuki play-
wright of the day: Mayama Seika, Matsui Shoo, Uno Nobuo, Kikuta
Kazuo, Kaneko Yobun, Kawaguchi Matsutard, and Kimura Kinka,
among others. War plays were staged at every kabuki theater, major and
minor. New plays were strongly supported by managements of the Kabu-
ki-za, Tokyo Gekijo (Togeki), and Shin-Kabuki-za in Tokyo, the Minami-
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za in Kyoto, and the Osaka Kabuki-za, Naka-za, and Kado-za in Osaka.
Ichikawa Sadanji II was the actor who most extensively played in kabuki
war plays (his forte was new plays of all types). After Sadanji’s unexpect-
ed death in 1940, Ichikawa Ennosuke II and Sawamura Tosshi VIII contin-
ued to perform in dozens of new war plays. The greatest kabuki stars
abandoned sumptuous silk costumes in order to patriotically dress in the
drab uniforms of 1930s soldiers. For example, The “god of kabuki,” Onoe
Kikugoro VI, played a private first class who sacrifices his life to blow up
a Chinese fortification in Three Heroic Human Bombs, and Matsumoto
Koshiro VII took the role of a junior officer who leads his company in a
frontal attack on a fortified Chinese city in General Offensive Against
Daijochin (Daijochin sokogeki, 1932).

I have discussed kabuki’s role in Japan’s Fifteen Year War in detail
elsewhere.! Here I will examine briefly three overnight pickle war plays
created after Japan had attacked Pearl Harbor and invaded Western
colonies in Asia and the Pacific (Singapore, Malaya, Hong Kong, the
Philippines, Indonesia, Burma, Guam, New Guinea, and elsewhere) in
December 1941. These plays exemplify fundamental wartime policies of
the Japanese government vis-a-vis its new Western enemies. The plays
are Honolulu City (Honoruru—shi, 1942) by Goda Toku, If to the Sea (Umi
yukaba, 1943), by Kikuchi Kan, and Ten-Thousand Cheers for the South Seas
(Nanyo banzai, 1944), by Kimura Tomiko.

II. Honoruru Crty

Honolulu City by Goda Toku is perhaps the most unusual overnight pickle
play created by kabuki artists during the war. It is the only kabuki drama
I know of that is set entirely in America (Hawai'i). Although the action
takes place in a foreign country, that action is not about foreigners, that is
Caucasian Americans. Like a Hollywood movie that follows the adven-
tures of an American hero in a foreign setting, Honolulu City is solely
about Japanese in a foreign environment: Issei, or first generation immi-
grants living in Honolulu, and their Nisei (second generation) children
born in America.

Honolulu City was staged at the Osaka Kabuki-za in February 1942 by
Ichikawa Ennosuke’s Shin’ei kabuki troupe, composed mostly of young
actors. The cast repeated the play in Kobe and Nagoya in March. In an
endnote to the play, Goda says he received a hint to write Honolulu City
when Okamura Kiwao, deputy director of the Cabinet Bureau of Informa-

! Material in this article has been adapted from Brandon 2008.
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tion (Naikaku johokyoku), addressed a Citizens’ Grand Conference to
Destroy America and England on December 8, 1941.% Presumably Oka-
mura urged Goda and other participants to denounce American immo-
rality and cruelty. Honolulu City is the most explicitly anti-American play
written for kabuki actors during the war, glorifying Japanese blood ties
and decrying American racist aggression.®

The scene is the Yamato Hotel owned by first generation Japanese
immigrant Motoida Sobei (Ichikawa Ennosuke II). Set on a hill, the hotel
overlooks Pearl Harbor. The time is the evening before the Pearl Harbor
attack. Scene One introduces Tamihei (Ichikawa Danshiro III), Motoida’s
youngest son, a recent graduate of McKinley High School in Honolulu.
Goda describes him thus: ‘He appearsill at ease, his American-born Nisei
Yankeeness at odds with his innate Japanese dignity.”*

Motoida’s brother-in-law Kamibayashi Ichitaro (Ichikawa Jukai III),
principal of the local Japanese language school, urges Tamihei to be loyal
to Japan regardless of what occurs in the current struggle with America.
Kamibayashi rages against the unfathomable arrogance and duplicity of
white Americans.

KamiBayasHI (transported): You can’t understand these people! One
hundred million Japanese citizens can’t understand them! [...]
(Pause.) Look, we're legally in China through the Nine Power Pact
and we’ll stay there. With one hand, America stubbornly defends its
“basic principles” and with the other, it sends reinforcements to the
Third Army in the Philippines. [...] China is getting military aid
through Indochina and the Burma Road. Britain has massed troops
on the Thai border! The [Allied] military encirclement of Japan is
growing stronger! Tamihei, you know this of course. America’s Pa-
cific Fleet is in Pearl Harbor. A thousand planes stand by at Hickam
and Ford and Wheeler airfields. [...] One hand is offered in peace
while the other hand grabs Japan by the throat!®

Tamihei, deeply conflicted, blurts out that he is ‘a Nisei American citizen
who has two nationalities, two languages, two national flags to honor.”®
He is duty bound to fight for America, but in his heart he is a Japanese
who dreams of beautiful Japan.

2 According to theater critic Nakamura Tetsurd, Goda’s strong support of Japa-
nese militarism blackened his postwar career (2006: 437).

% Goda 1942: 60-79.

* Ibid.: 63.

® Ibid.: 66.

¢ Ibid.: 67.
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Kamibayashi replies that he has a different dream. He dreams of Ameri-
ca’s destruction:

KamisayasHr: I want our naval pilots to attack and bomb Hawai'i and
Honolulu! I don't care if this hotel is blown up, too! [...] My prayer
is, please destroy America utterly!”

Scene Two opens with Motoida speaking passionately to assembled Issei
and Nisei:

Morowa (face flushed): The captain gave a talk yesterday at the
Japanese Association meeting: “[...] The Japanese Empire will never
crumble, no matter how much the war costs or how long it takes.
War expenditure may be ten-million a year or 100-million. We will
endure ten years, twenty years.” [...] Americans look at us immi-
grants in Hawai’i with coldly contemptuous eyes, but anti-Japanese
actions will not sway Japan! [...] I'm an old man. If bombs from my
homeland pulverize my Yamato Hotel, I will wave our national flag
and joyously shout banzai! [...] People say it is absolutely impossible,
but I believe soon Japanese airplanes will bomb Hawai'i!®

In Scene Three, Motoida commiserates with his middle son, Tadao
(Ichikawa Chiisha VIII), now a soldier in the American army. Tadao says,
‘As an American soldier I will be asked to fire my rifle at my Japanese
homeland.”® Seeing no way out for his son, Motoida weeps in despair.
Motoida understands Tadao’s intention to kill himself in order to protect
Japan. Father and son fall sobbing into each other’s arms.

In the next scene, violent sounds of exploding bombs, flashes of light,
and air raid sirens draw everyone outside. They see American battleships
exploding in the distance. Motoida unfurls a Japanese national flag and,
laughing and crying, shouts and waves the flag.

Mortoma (Ecstatically): Japanese airplanes are dropping bombs on
Pearl Harbor! Drop more! Drop more! Blow up my hotel, I don’t care!

His eldest son, Hiroshi (Morita Kanya XIV) tries to stop him but Motoida
continues:

Mortoma: Don’t be a fool! Don’t be a fool! I've waited thirty years!
Today everything is changed! In one day! Oh, this day! This day!
This day! Ha, ha, ha, ha!'?

7 Tbid.: 67.
8 Ibid.: 68-9.
° Tbid.: 77.
10 Ibid.: 78.
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The final scene returns to the parlor of the hotel. The body of Tadao,
dressed in his American army uniform, lies in a chair. During the air raid
Tadao has killed himself.

Mortoma (standing beside Tadao): From the beginning he was pre-
pared ... determined to return home. It is a fine thing ... a fine thing
he has done. (He weeps.)

TamHE! (quietly): The Japanese race ... The Japanese fatherland ...
(Motoida gently drapes the Japanese flag over Tadao’s body. Curtain.)"*

Characters in Honolulu City proclaim that a person of Japanese blood is
indissolubly attached to the homeland and owes loyalty to the emperor.
Motoida and Kamibayashi who are first generation immigrants naturally
consider Japan their "homeland.” But in addition, the three Nisei sons,
Americans by birth and by education, also owe first allegiance to Japan,
even though it is an ancestral land that they do not personally know.
Goda, who had never visited Hawai’i, did not know that the majority of
American Nisei chose to support the land of their birth, not their ancestry.
Goda also wildly exaggerates the size of American forces in Hawai’i and
the Philippines in order to paint Japan as a victim. Several times charac-
ters say that America is the aggressor, in line with government statements
that Japan’s attacks on Hawai’i, Southeast Asia, and the Pacific islands
were defensive actions. The final moment of the play is symbolically
potent: the Japanese flag erases from sight the corpse of the dead Ameri-
can soldier, just as the Japanese flag will cover all of Asia and the Pacific.
Honolulu City is a true overnight pickle play, written within a month of the
event it dramatizes.

III. Ir TO THE SEA

If to the Sea by Kikuchi Kan is an old master playwright’s hymn to wartime
sacrifice. Kikuchi was one of the first authors to visit the war front in
China in order to observe combat first hand. In all of his writing, Kikuchi
presented a highly favorable view of the military. If fo the Sea is a home
front drama in which Kikuchi praises civilian sacrifices made for the sake
of victory. Ichikawa Ennosuke II's kabuki troupe staged If to the Sea with
the help of several modern drama actresses at the Meiji-za in April 1943.
The production was well received. The play’s title comes from the first
phrase of a poem in the Man'yoshii: ‘If to the sea, a water-soaked corpse;
if to the hills, a corpse covered with grass; let me die beside His Majesty;

" Tbid.: 79.
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without regret.” The poem, by Otomo no Yakamochi, eulogizes a warrior
who shows boundless loyalty to the emperor.'? The theme of self-sacrifice
matched government slogans urging that all personal concerns be
shelved until the war was won.

If to the Sea opens in autumn 1941, when Japanese-American diploma-
cy is reaching an impasse. It is a sunny morning at the Tokyo home of
deceased naval officer Yokota. His widow, Yoshiko (actress Murata Kiku-
ko), is living with her second son, Soji (Ichikawa Danshiro III), who
fought bravely in North China and now is a lieutenant in the army
reserve. Her eldest son, Ken’ichi (Ichikawa Ennosuke II), a naval lieuten-
ant, is visiting but must return to active duty that evening. Ken’ichi
eagerly accepts his duty to protect the Pacific Ocean in the event of war
with America. He urges So6ji to marry quickly: ‘Marry soon and have
children. [...] Your marriage will benefit the nation and will honor the
sacrifices our ancestors made for us. It is your foremost duty [...]."**

The next scene takes place in a banquet room in downtown Tokyo,
mid-December 1941. It is S6ji's wedding day and he has just received his
mobilization order. Yoshiko and S6ji’s new bride, Michiko (actress Tanoue
Toshiko), accept his departure willingly, as a woman’s normal sacrifice in
wartime. Wedding guests are in high spirits, celebrating Japan’s successful
attack on Hawai’i, the invasion of Malaya, and raging sea battles in the
Pacific. S6ji must report for duty in five days. Yoshiko is allowed a moth-
er’s tears: ‘It is sad to think that Ken’ichi is already in the Pacific and soon
S6ji will be sent to the front, too.” But Michiko objects: “We have started a
new family today. You will not be alone.”™* Called to a corner of the room,
Yoshiko receives an emergency phone message: Ken’ichi has been killed
during a naval battle. She stifles her tears and vows to keep silent.

Guests at the banquet rise and offer congratulatory speeches to the
bride and groom. When the guests depart, Toshiko quietly tells her father
that Ken’ichi is dead. She vows to protect Soji: ‘I will not tell S6ji until he
returns from his honeymoon. At least these few days will be joyous.’'®
When the newlyweds reenter, Toshiko, ‘with her heart bursting, sees Soji
and Michiko to the door. She watches them depart with joy in her heart:
for she is a mother in a military nation.’'¢

12 The poem Umi yukaba was set to a deeply melancholy melody in 1937. Begin-

ning in 1944, naval pilots sang it before flying Special Attack (kamikaze) mis-
sions against American war ships.

Quotes are from a synopsis by Kuzuki 1943: 14-6.

* Tbid.: 16.

15 Ibid.

1 Thid.

—_

3
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If to the Sea is an example of a ‘mother play’ (hahamono), foregrounding
the fortitude of a mother who courageously accepts terrible personal loss
for the sake of others, in this case for the nation. In 1943 Allied forces were
successfully retaking Guadalcanal and New Guinea. Kikuchi, by setting
his play in 1941, was able to utilize the more optimistic spirit of Japan’s
earlier military successes in support of the country’s war aims. The play’s
dramatic action is slight and depends on the trite arrival of an unexpected
message. Even so, audiences strongly empathized with Toshiko’s loss. For
the fact is many thousands of mothers throughout Japan were similarly
losing their sons in combat in 1943.

IV. TEN-THOUSAND CHEERS FOR THE SOUTH SEAS

Ten-Thousand Cheers for the South Seas is one of the last kabuki plays set
during the war. A short dance play for two characters, it was written by
Kimura Tomiko and staged at the Meiji-za in January 1944." The play is
set on a small, unidentified island in the South Seas. Usually, it is difficult
to determine if traditional acting techniques (such as mie poses) were
used in overnight pickle plays. In the case of Ten-Thousand Cheers for the
South Seas we know that the young actors Nakamura Kanzaburo XVII
and Ichikawa Ensho III executed formal kabuki dance movements, or
kata, and that they were accompanied by traditional nagauta music.'® If
one only watched the actors’ movements and listened to the music, the
performance would appear wholly traditional. What was contemporary
and new, was the play’s subject matter, the exploitation of natural resourc-
es in the occupied southern regions. We may say the author wrapped and
concealed modernity within a shell of kabuki artistic convention.

Kimura’s lyrics exalt Japan's benevolent rule of newly conquered
lands in Asia and the Pacific. Kimura explains the ideology of the play in
a program note:

Entering the third year of the sacred war, our military forces attack
the American and British enemy without cease. Meanwhile con-
struction of the Greater East Asia Co-Prosperity Sphere advances. In
particular, our creation of prosperity for the South Seas by develop-
ing its abundant natural resources constitutes a complete and imper-
ishable victory. Above all, Ten-Thousand Cheers for the South Seas,

17 Kimura Tomiko was born into a kabuki acting family. She is the author of many
mainstream kabuki dance plays.
'8 Kimura 1944: 13.
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danced by innocent Japanese maidens, consecrates the New Year
[...] and prays for glad tidings in economic development.'”

The dance lyrics clearly describe the economic intentions of the Japanese
government in the Pacific:

At New Year’s turn, victorious in battle throughout the South Seas,
our Rising Sun flag flies, lively in the breeze, high in an open sky, o’er
this island stage. [...] Friendly comrades [...] together building,
growing, flourishing, in Manila, Singapore, Malaya, and Burma [...]
we battle to mine rich natural resources — gold, tin, and iron — and
harvest rubber and hemp. Rice! Sugar! Lumber! Load a thousand,
ten thousand ships. Prepare to depart, scales o’er-tipped with goods
[...], beyond gain and loss, our nation’s sure strength. Play the drum,
spread the dance fan. Our prayers consecrate Ten Thousand Years of
the shining Imperial Reign.?

The writing, reeking of racial superiority and imperial exploitation, illus-
trates a fundamental contradiction inherent in Japan’s Asian mission.
Japanese government propaganda boasted that Asians and Pacific Island-
ers had been rescued from white colonial rule and were now living in
freedom and equality. In reality, however, Japanese did not treat them as
their equals. Kimura’s play is a hymn to Japan’s cultural supremacy in
Asia. The playwright gives names, Komatsu and Wakamatsu, to the two
Japanese maidens, places them center stage, and makes them the sole
agents of the dramatic action, while local islanders in the scene are
nameless, voiceless, and given no action. The Japanese maidens dance
eloquently; the ‘natives’ sit or squat and observe. Expensive and elegant
costumes worn by Komatsu and Wakamatsu speak to us of a sophisticat-
ed Japanese culture; nearly naked locals, wearing leaf skirts and head
feathers, belong to a lower, less civilized, order of culture. Finally, Kimura
describes economic benefits of the Greater East Asia Co-Prosperity
Sphere flowing just one way: to homeland Japan. Kimura is writing for a
Japanese audience and she does not suggest that any economic benefits
accrue to local inhabitants of the southern regions.?!

1 Ibid.

%0 Ibid.

2l Kimura is shaky in her geography: raw materials mentioned in the lyrics come
from Southeast Asian countries (Malaysia, Indonesia, Burma, and the Philip-
pines), not from a small island in the South Pacific.
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V. CONCLUSION

Three plays cannot represent the entire repertory of new kabuki plays
created during the late years of the war. But they can indicate important
strands of ideology that supported the war and helped to mold Japan’s
wartime society. Honolulu City propagates a fierce hatred for and resis-
tance to America. Set during the bombing of Pearl Harbor, Kamibayashi
and Motoida celebrate the skill and daring of their nation’s attack on a
boastful America. There is unabashed rejoicing and total confidence in
Japan’s coming victory in line with the Cabinet Bureau of Information pro
war, anti-American war propaganda promoted after December 8, 1941. In
If to the Sea, Japan’s military actions only serve as background, while the
author praises brave civilians like Yoshiko. Yoshiko, who is every Japa-
nese mother, stoically accepts the death of a son believing that her sacri-
fice will contribute to the nation’s victory. Her action follows the Bureau
of Information slogan, “No Personal Desires until Victory.” Ten-Thousand
Cheers for the South Seas is set neither on the battlefield nor in Japan, but in
a remote, non-Japanese environment. War events are far distant and
despite the claim that Japan is gaining victories, the play offers no evi-
dence that this is the case. How can Japan assimilate tens of millions of
non-Japanese into its new empire? Ten-Thousand Cheers for the South Seas
aestheticizes this difficult cultural question but it gives no answer. Solv-
ing important social questions was not kabuki’s function late in the war.

The one-hundred-plus war plays clearly show that the kabuki reper-
tory consisted of a mix of traditional plays and new plays about contem-
porary events up through 1944. When Japan lost the war in August 1945
these contemporary war plays became a dangerous liability. The directors
of kabuki did not want American military occupation officials to know
about them or about kabuki’s strong support for the war. Japanese schol-
ars and critics writing in the postwar period passed over wartime kabuki
in silence and kabuki producers shelved the war scripts. To save kabuki
from American occupation theater censorship defenders rhapsodized
over kabuki’s artistry and argued that its traditional plays contained no
ideological message for contemporary Japanese society. In support of this
idea kabuki producers not only dropped the recent war plays, they
shunned doing new plays about postwar Japanese society. So one of the
ironies of Japan’s defeat in World War Il is that in 1945 kabuki’s directors
and producers abandoned the art’s long-standing nature as a mixed
traditional-modern theater form. In the 1950s and 1960s, when they ex-
cluded contemporary themes, they changed kabuki into a ‘classical’ art
form. This is the kabuki we know today.
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SECTION 5

CRross-MEDIA: CONTEMPORARY DANCE, FILM,
AND LITERATURE IN THE 1960s
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CATASTROPHE IN ASSOCIATION

Butd cinE DANCE As CROSS-MEDIA PERFORMANCE ART

Peter ECKERSALL

I. INTRODUCTION

How does the cameraman compare with the painter?
Walter Benjamin

Hijikata Tatsumi'’s vision of an anatomised corporeal existence fostered in
his ankoku butd was also dramatically explored in the medium of exper-
imental film. At a crucial time for buto — developing contemporaneously
with rapid urbanisation, social and political unrest and widespread artis-
tic experimentation in Japan — these films give unique temporal perspec-
tives on buto that are otherwise unavailable through the ephemeral re-
cord of live performance.

Early in his career, Hijikata worked with Donald Richie to make the
short films Sacrifice (Gisei, 1959) and Wargames (1962), and with Hosoe
Eiko to make Navel and A-bomb (Heso to genbaku, 1960).! Sacrifice, shot on
8mm film and running at 15 minutes, reconnoitred some of the explora-
tions done by Hijikata and his circle of young dancers. It was made soon
after the landmark 1959 performance of Kinjiki (Forbidden Colours), adapt-
ed from Mishima Yukio’s 1951 novel of the same name.? At the time buto
was a completely new and evolving dance performance style that defied
previously accepted aesthetic conventions in modern dance.

Wargames, at 22 minutes, and showing beautifully composed images
in black and white film, depicts a group of young boys playing at an
ocean beach. They surround, pat, and then kill a tethered goat as if
participating in an imagined collective ritual sacrifice. One boy stays
apart and watches the action. He looks sad, as if he is contemplating the
senselessness and melancholia of the goat’s death; especially as the group

! On encounters between media and body technologies in the works of Hijikata
Tatsumi, Hosoe Eiko and Mishima Yukio see the article of Katja Centonze in
this volume.

2 Thomas Hackner’s essay looks into Mishima’s novel Yitkoku and its adaptation
into film.
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of boys soon forget about the animal and run off to play. The corpse of the
goat is buried in sand and is later uncovered by the changing tide,
revealing limbs grotesquely frozen in rigor mortis, jutting uncomfortably
from the sandy grave. Hijikata does not appear in the film; however, the
desiccated state and uncanny angles of the limbs of the goat compare to
the physical contours and musculature of buto’s seemingly frozen physi-
ology. As a young bohemian filmmaker and cultural critic, the film’s
director Donald Richie brought a wide knowledge of experimental film
history to his projects: ’(T)he collaborations between Richie and Hijikata
explore processes of conflict: their impact on the human body, and also
the amalgam of memory and oblivion within which they exist.”®

Hosoe, on the other hand, works mainly as a photographer. Collab-
orating with Hijikata, he created the celebrated Kamaitachi series of
photographs of Hijikata in his rural homeland of Akita, first published
as a photographic essay in 1969. Hosoe photographed some of buto’s
most enduring images including Hijikata’s seminal solo performance
Hijikata Tatsumi and the Japanese: Rebellion of the Body: (Hijikata Tatsumi to
nihonjin: Nikutai no hanran, 1968). As his only film, Navel and A-bomb
shows a photographer’s interest in the graphic contours of the body as
a site of potentially transgressively artistic expression. Images of an
enlarged navel is seen as a perverse rupture of the body in the film,
which also included surrealist poetry and images of the atom bomb. All
of these films border into filmic excursions of the human body, trans-
forming it into abstract and erotically textured fragments of skin, sur-
face or flesh.

Two other films, limura Takahiko’s The Masseur (Anma, 1963) and Rose
Colour Dance (Bara iro dansu, 1965), are examined in more detail in this
essay for their unique documentation of interactions with Hijikata’s buto
performances. Both take their name from seminal buto performance
works made by Hijikata and fellow butd pioneer Ono Kazuo, together
with members of Hijikata’s troupe. The live performance of Anma: Aiyoku
o sasaeru gekijo no hanashi (Masseur: A Story that supports passion), took
place in November 1963 and Bara iro dansu A LA MAISON DE CIVECAWA
(Rose Colour Dance: To Mr Shibusawa’s house) two years later. However, this
essay is not directly concerned with but6 but with hybrid performance
and cross-media experiments. [imura’s films are documents of early buto
made in a personal and idiosyncratic way, but more importantly, as
unique artefacts from the early 1960s Japanese performance scene, they
aim to blend the sensory experiences of film and live performance. Al-

3 Barber 2010: 59.
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though they seem full of noise and energy, cine dance works were filmed
in black and white and were originally projected silently.*

Iimura called these films ‘cine dance’ (Shine dansu) as a way of express-
ing the visceral qualities of experimental film in synthesis with Hijikata’s
militant dance form. Using a portable camera he inserted himself amidst
the buto performers, capturing their preparations and performance and
documenting the audience and performance space. The resulting images
are wildly unstable, ceaselessly moving, jarring and often unclear. By
communicating a powerful sense of the visceral and chaotic sensibilities
of buto, the cine dance films seem to both capture butd’s antinomic
plurality and expand on this awareness to create what Stephen Barber
calls a “profound anatomical shock, and deliquescing into a mist of dete-
riorating celluloid.” This is also very much in keeping with the idea of
buto as a relational form of artistic expression, one showing vanishing
gestural fragments of the body and creating disturbing images that sug-
gest radical propositions for culture, gender and physical transformation.
These are embodied through playful images and, ironically, also ideas of
catastrophe, mutation and death. Cine dance is therefore distinguished
by a radical sensory immersion in the performative dialectics of buto: the
performative viewpoint addressing the tensions arising in the interrela-
tionship of temporality, physical manifestation and cultural context (as
will be explored in more detail below).

The first of only two cine dance experiments, The Masseur, begins on a
floor of shifting tatami mats. Bodies run back and forth, images of an
audience taking their seats in the theater are intercut with close-up shots
of the performers spreading clay over their faces and arms. The white clay
skin of the performers, which is featured in the film, is deeply textured
and fissured. The piece has formal repetitious elements such as running,
mimes of baseball throws, marching and frenetic movement. A bicycle is
ridden around, creating chaos and disorder. Helpers seem to be trying to
hold the mats in place, or perhaps they are moving them to create the very
instability of order that the piece suggests. Bodies slip and slide as they
rush across the space. Comic images of the young performers wearing
imperial army hats and marching on the spot are the most recognisable of
historical references. But, as the camera arcs across the span of the audi-
torium, a wild 360-degree distorted view is produced. On the other hand,
the compositional ideas appear tenuous (especially in contrast with Hiji-

* The 2007 publication of a DVD version used for my analysis has avant-garde
music composed by Adachi Tomomi that is not included in the original films,
otherwise, program notes state that the films have not been changed.

> Barber 2010: 65.
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kata’s other works) and sometimes dissolve into simple gestures drawn
from sport and the movements of daily locomotion. The Masseur was like
an art happening: ‘Painters became performers, dancers were more or less
degraded to moving objects and the border between audience and perfor-
mance became defuse.’®

Rose Colour Dance shows a more formal and complete assemblage of
contemporary buto dramaturgy composed around a remarkable homo-
erotic duet between Hijikata and Ono. The performance includes a well-
documented sequence of a dancer’s writhing back, onto which an image
of a large flower-like vagina was painted. Scholars suggest that Rose
Colour Dance was a turning point for buto; the androgyny and extended
emaciated forms of contemporary buto first appear in mature form in the
work. Use of tubes and objects almost cybernetically, as appendages of
the body, and simulated sex are seen here as a recognisable choreographic
medium; these are reoccurring motifs seen in buto styles to come. Ono
Yoshito (Kazuo’s son), who also performed in Rose Colour Dance remem-
bers the work as the last time Hijikata performed in duet with his father
and that the performance was an important turning point towards Hiji-
kata’s development of ankoku buto and the nativist fascination in his so-
called Tohoku kabuki dance style.” In using imperial Japanese flags to
drape bodies and references to images and performance conventions
from Japan’s premodern cultural practices, Rose Colour Dance is a precur-
sor to the seminal 1968 work Rebellion of the Body.

II. THE BODY IS ONE KIND OF MEDIA: CINE DANCE AND PERFORMANCE

limura has a long history working in experimental film, beginning his
work in Japan in 1960 and soon moving to New York. His cine dance films
are examples of a more spontaneous style of filmmaking, in contrast to
the focus on semiotics and theoretical ideas of perception in many of his
later works, where a lexicon of filmic material draws attention to distinct
properties of projection, light, visuality, screen and so-forth in a meta-
cinema, multi-layered style of presentation. His films are seen as contri-
buting uniquely to the international explosion of experiential cinema in
the 1960s and 1970s, with roots in the work of John Cage, Merce Cunning-
ham, Fluxus and others.® Experiences and gestures taken from everyday
ways of life and re-presented in minimalist close-up abstract forms is

6 Ijolzer 2004: 18.
7 Ono 2005: 36-7.
8 Mekas and Iimura 2007: 17-8.
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common in such work, which often blurs the difference between art and
the objects and events visible (but usually overlooked) in the prosaic
world. Also important is the awareness of intervals of time, and how art
is a medium occurring in and transacting the mediums of duration,
interval, temporality and the ‘spaces’ of silence and non-action. Descri-
bing his interest in cinema, limura writes: ‘Many of the films I produced
then could be seen as attempts to materialise temporal duration in film.
As it has been said by John Cage about music, time is the most important
element, and the same applies to film.”

Prior to making his buto cine dance works, limura was best known for
his film Ai (Love, 1962). Ai is an extended visual mediation on the act of
love making, visually-temporally extended, abstracted and made into
kinetic material by its extreme close-ups of body parts. Upon seeing a
version of the film, Ono Yoko — who was also making a shift from the
conceptual art and performance scene in Tokyo to New York — made a
soundtrack for the film based on sounds she recorded from an open
window. Ono’s film Bottoms (first made in 1963 and later remade in
several versions, the best known 1966 version is also called No 4),
featuring a close-up frame of parading human backsides, is a similar
exploration of human skin in an abstract medium. However, Iimura’s film
is arguably more of a transgression as it shows moments of sexual activity
and is more graphically physical than the dada-like humour of Ono’s
work. In fact, [imura noted how he made the film in extreme close-up to
evade Japanese censorship; nothing could be recognised explicitly as a
sexual act, so nothing could be censored. Ai combines aspects of the
sensual and grotesque — its fragmented depiction of human bodies man-
aged to combine haptic qualities with forms that suggest parody. In
combining the experience of bodies in motion with various forms of
chopped and disorienting framing, Ai suggests similarities with the cine
dance films to come.

Other contemporaneous artists such as those associated with Gutai
and Neo Dada (who limura includes as influences on his work) were
similarly exploring duration, conceptualism and minimalism in their
performances and art works; however, limura’s ‘embedded” way of com-
bining film and but6 as intermedia art is novel and was not seen in other
art works of the period. Using the idea of intermedia performance, his
works show how temporal, corporeal and visual aspects of cine dance
construct a dramaturgical language as well as a filmic one. Intermedia is
a term used by the Fluxus artist Dick Higgins to describe the mixing of
genres in artworks. Intermedia emphasizes the “dialectic connections” of

® Timura and Collado 2009: n.p.
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artistic media in mixed art contexts; Higgins contends that this trend is a
reflection of 1960s culture that enables art to pursue new means of com-
munication.!’ Cine dance is similar in its mixing forms and proposition of
a new media dramaturgy. Thus, according to Iimura, ‘the body is one
kind of media’ amidst the filmic reconstitution of the dance.!! In this way,
cine dance comes to be an important link in the closing gaps between
media, performance and everyday temporal and corporeal experiences in
the 1960s.

Discussion of cine dance films has been strangely curtailed in buto and
film studies. Iimura’s own collected writings don't discuss the films in
any detail, although other texts in the book give insight into his multidi-
mensional filmic imagination in ways that can apply to reading cine
dance. An example is the script for his work Taking Pictures (The Structure
of Film Viewing) (1981), offering a decentred viewing platform where the
perceptive experience of ‘I’ and “you’ looking at the film constantly shifts.
Demonstrating this is a point when the script records that the filmmaker
leaves the frame and the scene reads: “‘Now you and I are both the
viewers.? This is typical of many of the conversations in the film; circular
absurd reversals of perspective in the dialogue that compare to Samuel
Beckett (who limura admired), as if to fill the space and time with empty
actions. Moreover, limura was influenced by philosopher Jacques Derri-
da’s ideas of how knowledge is unstable, arising from transacting com-
posite cultural operations and language effects. These ideas are reflected
in an abiding interest in what Iimura terms ‘phenomenological opera-
tions’ relating to the sensory experience of perception." This confusion of
viewpoints (although not the surplus of meaningless actions, as might be
understood as an important point of interpretation in the work of Beckett)
bears comparison to the perceptible experience of cine dance that, in a
more chaotic and spontaneous form than I[imura’s later works, prefigures
his interest in constantly shifting the viewing perspective.

Stephen Barber’s discussion of cine dance is brief but illuminating.
Noting that the films were not directly collaborations with Hijikata —
other than making and appearing in the works being filmed by Iimura —
Hijikata had little to do with their conception. Barber considers buté films
generally to be the ‘anti-documents of ankoku but6.* His analysis sug-
gests that film overrides the impact of other media, ‘as though the corpo-

=

¥ See Higgins 1966: 1.
! limura 2007a: 2.

2 Timura 2007b: 57.

3 Ibid.: 163-9.

4 Barber 2010: 54.
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real has been sieved down to a ghostly near erased presence.’’®> He
suggests that the cine dance films arose from a sense of contradiction
wherein a fragmentary rendering of the live body could be more impact-
ful than the totality of the stage performance. This essay takes a different
approach, examining how the culture of cross-media experimentation in
the 1960s that is exemplified in cine dance retained and invented new
awareness of the medium of performance. It explores how, rather than
disappearing, buto corporeality might extend its performative sensibili-
ties in new directions. In fact, performance is a key point of reference for
limura’s work as artist, writing in 2004 that: ‘performance is a vital part of
my film and video work, a ‘live” film/video, occurring only once, yet it
could be repeated. It makes the (fixed) medium into something ‘live,” and
‘live’ into a (fixed) medium, blurring the border between.’*® This compos-
ite effect of mixing media to explore convergence and moments of cre-
ative distortion that occur at the borders of form and genre are the focus
of my analysis.

Although not involved in the planning of cine dance, Hijikata was
alive to the possibilities of intermedia practices. During showings of films
of his performances in his studio he would sometimes grasp the projector
in his arms and swing it widely around the room. The film presumably
becomes distorted and likely tangled. Barber comments on the irony of
this situation — Hijikata ‘finally [uses] dance to distort and supplant
limura’s own filmic overruling of his work.”"” But while Barber sees the
cine dance negating buto, it is also possible to see it more aligned with the
production of a revolutionary subjectivity of human experience through
a uniquely performative/intermedia expression of embodiment.

III. HyikATA AND BUTO: HUMAN REMODELLING AGAINST
THE POVERTY OF POLITICS

Kurihara Nanako writes how ankoku buto ‘denote(s) a cosmological
dance which completely departed from existing dances and examined the
darkest side of human nature.””® Buto takes many forms and explores the

'® Ibid.: 61.

limura 2007b: 83. At first sight, this comment appears to be paradoxical.
However, when we consider that many of [imura’s works combine elements of
spontaneity and repetition the comment is more one that describes a temporal
stasis.

17 Barber 2010: 98.

'8 Kurihara 2000: 12.
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variety of human experience. It draws influences from early mid-twentieth
century German expressionism, bearing comparison to theories of kin-
aesthesia such as those fostered in contact dance, a movement also dating
from the 1960s. As the dance scholar Susan Foster outlines, kinaesthesia
is a theory of the perceptual system of movement; synonymous with a
body-space cycle wherein spatial dynamics connect with movement and
are in turn transformed by the kinaesthetic presence of bodies. This
results in a performative action where, ‘the perceiver negotiates the per-
petual flux of surroundings by determining that which is constant and
that which is changing.”"® Thus in but, choreographic processes develop
from abstracting images and certain archetypical forms, and from re-
sponding to the presence of bodies and the spatial-temporal environment
in the real time of live performance.

The comparison with kinaesthesia is relevant; the performing body in
buto is a shifting energised entity transacting cultural and political mes-
sages at a primary level of human activation and existence. In his essay To
Prison, published in 1961, Hijikata cites Jean Genet, Herbert Marcuse and
George Bataille in a vast re-imagining of the body and politics that
ultimately offers a deeply critical idea of human existence in postwar
Japan. He targets the morality of post war Japan noting, as well, how
Japan’s capitalist state denatures the body and negates its potential to
experience diversity, peculiarity or pleasure:

I am a body shop; my profession is the business of human rehabili-
tation, which goes today by the name of dancer. [...] I am able to say
that my dance shares a common basis with crime, male homosexual-
ity, festivals, and rituals because it is behavior that explicitly flaunts
its aimlessness in the face of a production oriented society. In this
sense, my dance, based on human self-activation including male
homosexuality, crime, and a naive battle with nature, can naturally
be a protest against the “alienation of labor” in capitalist society.?’

The essay concludes by linking ideas of revolution and social transforma-
tion with the body: ‘'Human remodelling will be accomplished only by
getting involved with a dreaming lethal weapon that has long ignored the
poverty of politics.”* This idea of modelling and activating the material
relationship between body and space is evident in the cine dance films.
Also evident to the point of extreme is the sense of fragmentation, cutting,
interruption and aimlessness that signals a need to seek human self-

19 Foster 2008: 51.
2 Hijikata 2000a: 44-5.
2 Tbid.: 48.
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activation. The proposition is for something untenable in a mono-capita-
list system; an idea of multiplication and escape from manufactured
norms.? Renegotiations and destabilization of performance conventions
in buto is doubled by the performative-immersive and fragmented expe-
rience of the films. In talking about this, limura advises that: “The inten-
tion was indeed to present the structure of picture-viewing using myself
as both an object and subject. This idea comes also from a desire to be the
audience and the performer simultaneously.’23 In other words, cine dance
circulates a range of sensations and experiences of embodiment covering
abstract notions and also the materiality of bodies in space. Audience
sensations are also activated in the unfamiliar vortex of images.

For example, in the cine dance of The Masseur the close-up images of
performers covering their bodies with clay are accompanied by visceral
rubbing of body parts and, in rapid sequence, images of audience, audi-
torium and the shifting surfaces of the tatami floor. The very ground is
moving, making the performance unstable. The film shows a silent
scream, shuffling footwork, a live chicken wandering around and Hijika-
ta falling from his bicycle creating chaos in the cramped performance
space. Occasional surtitles such as: “Anma is to rub skin and muscles using
fingers, arms and legs’ provide a commentary. An extended sequence
shows one performer lifting two others from his shoulders and they spin
in a dervish formation, the two bodies flying out by centrifugal force. The
camera also spins and blurs the action. As if demonstrating this motion,
the phrase: “To Anma is to smooth the blood circulation while enhancing
the metabolism of the body” is projected. The speed of the bodies and the
camera distortion makes the film shimmer; bodies are reimagined, almost
Artaud-like, as fleshy organs and interstitial permeations of skin, flesh
and the performance space. A later sequence captures a parodic military
parade in some detail. The performers wearing imperial army hats stand
in a catatonic state of attention. In the next scene, performers are shown
moving blindly, their heads wrapped in newsprint bound by string. One
performer climbs a ladder blind and falls to ground in a redundantly
painful surrealist gesture. All of these images deal with the material
dramaturgical composition of bodies while also showing their dynamic
fusion-like capacity to erupt.

Both films use handheld camerawork to disrupt patterns of movement
and create extremes of velocity and short fragmentary images. The bodies
show self-activation in their dynamic energy and symbiotic relations to

2 How capitalism territorialised and reified butd in the postmodern culture of
the 1980s is another point, see Uchino 2009: 86.
# limura and Collado 2009: n.p.
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camera and viewer. Above all, the films seem to stand out of time, as if all
linear temporal manifestations are gone; instead the disturbances in the
performance magnify Hijikata’s defiant aesthetic challenge to habitually
civilised bodies.

IV. ConcrusioN: CATASTROPHE IN ASSOCIATION

‘This big Tokyo is rotten with bodies.”* In Hijikata’s early writing, the
body is ineluctably connected with the urban space of postwar capitalism.
One of the underlying rhetorics of the 1960s was the importance of bodily
action — bodies in action to change the space as a way of changing politics
— to transform by activating energies, feelings and the imagination. Cine
dance interrupts what is already a radical temporality by removing buto
of a continuous auratic presence and extending its propensity for action.
The materiality of performance is visible in the warm-ups, audience
activity, shifting floor and the artworks covering Hijikata’s body. Viewing
the work, one cannot complete the image and the direction of the gaze
shifts in an unruly dramaturgy: from maker, to viewer, to immersion in
abstract forms. The total effect is to explore the sensory habitat of radical-
ly unstable bodies; their heightened affective presence refashions time
and space in ways that stress the immediate capacity of performance to
transform the viewers and their world.

Thus, we can better appreciate how the intermedia approach of cine
dance magnifies the already unstable ground of buto by showing how
technologies and ideas of immersion extend rather than replace the expe-
rience of live performance. In the wider context of the 1960s, the jarring
expression of bodies and film show radical perspectives on the society at
large and proposes an idea of militant alterity. In other words, the view of
camera and the painter (from the prefacing statement above), are not
separate but dialectically resituated. ‘The body is constantly violated by
things like the development of technology’ wrote Hijikata;* uniquely
fusing aspects of performance and film, cine dance enacts that very
confrontation.

2 Hijikata 2000b: 40.
% Cited in Kurihara 2000: 25.
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ENCOUNTERS BETWEEN MEDIA AND
Bopy TECHNOLOGIES

MisHiMa Yukio, HiikaTta Tatsumi, AND Hosok Eiko

Katja CENTONZE

I. INTRODUCTION

This paper illustrates the encounter among three important exponents of
the 1960s culture in Japan: Hijikata Tatsumi (1928-1986), Mishima Yukio
(1925-1970) and Hosoe Eiko (*1933). Each of these artists showed a par-
ticular concern for the body, directing the attention towards what is called
the nikutai, the carnal body, on which a prevailing part of the artistic
production of the post-war avant-garde focused during the upheavals of
the 1960s." As Fukushima Tatsuo writes, “Mishima and Hijikata, Hijikata
and Hosoe, and Hosoe and Mishima — [are] the three people who, in 1960,
pioneered the contemporary view of the body and physical space which
continues dynamically to the present.”?

Mishima, Hijikata and Hosoe expressed the flavours of a world that
surrounds corporeality with sexuality, eroticism more or less approach-
ing a sense of darkness by which the human being is swallowed up. Each
of these artists selected his own means of expression, his own media.
Dance, photo, film, prose, theater and other artistic forms come together
when we analyze the relation between the three artists. Their lives, their
art, and activities are intertwined in ‘elective affinity.’

II. Kinjixi — FORBIDDEN COLORS

In May 1959, Hijikata and Ono Yoshito staged Kinjiki during the new
talent section organized by the Dance Art Association of Japan. This event
is considered the official debut of ankoku buto and the beginning of a
groundbreaking body-expression, provoking a scandal that resulted in
the expulsion of Hijikata from the dance association.

! The nikutai, unfolded in its revolutionary force, was a specific conception of
corporeality, which embodied a critique against the establishment. See Centon-
ze 2002, 2010a, b. For the counter-culture politics in theater see Eckersall 2006.

* Fukushima 2000: 297.
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Motofuji Akiko states that when Hijikata entered the stage, a
strange silence arose from the audience and young women were rigidly
sitting on their seats.> No music was played. Then a sweet melody of
harmonica was audible and the half-naked body of the handsome Ono
became sometimes visible in the darkness of the scene. Hijikata was
only wearing a pair of black trousers and his body was covered with
black paint and olive oil. He started to run in circles and then squatted
in front of Ono’s feet, offering him, as a sign of love, a sacred hen. Both
lay, one on the other, in complete darkness, from where moans of a
homoerotic encounter emerged. Motofuji affirms that it was something
never before seen and most female spectators stood up and left the
hall.*

Kinjiki inaugurates a rebellious form of dance consecrated to ankoku
buto — the dark side of humankind — where inexpressible and unavow-
able drives, normally repressed by society’s rules, are alive and instinct
reigns. Deep impulses cry out from ankoku’s bottomless abyss. Accord-
ing to Goda Nario, this performance connected dance directly to human
existence, demonstrating a strong sense of courage to use the nikutai to
show — not narrate — the erotic realm by means of this body. Consequently,
this performative act required an honesty to unveil and reveal through
the arts a world far from artificial constructions and falsehood.”

Besides the homoerotic encounter, another element of aberration is
represented by the act of Ono, who supposedly choked the hen between
his thighs. Kinjki’s title recalls Mishima’s homonymous work, but it also
takes inspiration from Jean Genet’s literature. As Mishima writes some
months after the premiere:

I had heard at secondhand that Hijikata Tatsumi from the Tsuda
Dance School was presenting a modern dance performance [gendai
buyo] whose title he took from my work Kinjiki, but I passed the
opportunity to watch it. To tell the truth, I did not take it seriously
thinking it would be after all the overly conceptual dancing of liter-
ary youth. However, I went one night to visit the Tsuda Dance School
and ever since I saw with my own eyes this Kinjiki, the choreography
of Wakamatsu Miki’s Kokuten [Maculae] (it can be said it takes on the
subject of impotence),® and the rehearsal of the theme lessons, I

Motofuji 1990: 56.

Ibid.

Ichikawa 1983: 162.

Wakamatsu also practiced at Tsuda Nobutoshi’s school renamed Asbestokan in
1962.

o G oA W
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developed a deep interest in this extremely avant-gardist experi-
mentation.’

Since then, Mishima often visited the dance school and even gave ideas
during the improvisation lessons. He proposed the topics for dance exer-
cises, such as the ‘melting clock of Salvador Dali’ or ‘Marquis de Sade.”
The fascination he nourished for Hijikata was outstanding. Motofuji
writes that Mishima, while attending the rehearsals, often whipped out
some costumes and then they danced together.® She remembers the many
times when Mishima entered and exclaimed in a loud voice ‘Hijikata is
here!”® Extremely interesting for Mishima in those rehearsals was that
when he assigned one idea to the dancers, a multiplicity of elements of
body-movement (nikutai no ugoki) were formed by the consequent ab-
straction:'

However, it was in the comparatively long dance creations of Kinjiki
and Kokuten that I could savour very well the deeper truly musical
pleasure that one feels at the moment when the concept produces the
action, the action forces out the aimless energy that lies in the body
[nikutai], and this energy flows back into the idea again, and the idea
is enriched, is made divergent and expanded. I feel that at this
moment there are no performing arts that are more interesting than
this all across Tokyo."

Since the beginning, the writer detected in these performances one of the
specific aspects that make this dance differ from other choreutic ex-
pressions. He observes how the movements are not detectable in their
evolving process. The movement begins developing in its temporal con-
tinuity, but stops suddenly at a certain point that the spectator cannot
foresee or comprehend. This dance is actually the expression of the true
meaning of pureness assigned to bodies (nikutai), soaked in sweat be-
tween waking and dream states."?

In his essay Gendai no muma (The nightmare of the contemporary age,
1959), Mishima emphasizes a distinctive element of the avant-garde
dance: the nikutai, a term used when he refers to the performing body.
There is only one specific instance when the novelist employs the term

~

Mishima 1959: 128. Unless otherwise noted, all translations from Japanese are
my own.

8 Motofuji 1990: 61.

° Ibid.

19 Mishima 1959: 129.

! Ibid.: 129-30.

2 Ibid.: 130-1.
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jintai (human body) writing about the movement possibilities of the body
in gymnastics, sports and in the acrobatics of circus art."® It seems that
what strikes the attention of the literati is the peculiar use of the body and
its aesthetics of provocation. Mishima captures the essence of this new
expression, which is gradually taking form and will develop in the fol-
lowing years into the anti-systemic dance called ankoku buto.

In reference to the dance experiments, in this essay, Mishima is still
using the definition gendai buyo — which literally translates as ‘contempo-
rary dance’ — but conveys the meaning of modern dance.! In the follow-
ing year, Hijikata’s creations were designated with the label ankoku buyo —
especially after the performance Antai (Dark body, 1960). The first time
Hijikata used the definition ankoku buto was when he directed Leda no kai
in 1962. Since 1963, after the performance of Anma (The Masseur, 1963)
and numerous discussions with Mishima, the rebellious dance appears as
ankoku buto." Motofuji states that:

At that time we started to use the white body paint and from that
time on, while changing into various forms we developed a continu-
ity [for our practice]. After that performance Anma, we reconsidered
radically the fact to have named our activity buyo, and consulting for
example with Mishima Yukio, gradually we came to use the word
buto. We decided to change from the buyd age to the buto age.'®

The intimate bonds between Hijikata and Mishima are also described by
Kurabayashi Yasushi, who defines the 1960s as the “age of the nikutai.'"”
He argues that Hijikata, whose role had been outstanding during those
revolutionary years, represented for Mishima the epitome of his deep
concern in the nikutai:

For Mishima, who assigned an important position to the nikutai in
his own thought, there was a presence who should be called the
“hero of the nikutai” who perfectly embodied his own discourse on
the nikutai during the 1960s. [This presence] is Hijikata Tatsumi.'®

Without doubt, Mishima saw in Hijikata’s buto the same passion for the
nikutai as he himself nourished. Hijikata reflected his desire to make the

Ju

* Tbid.: 130.

!* Cf. Centonze 2006.

15 For a definition of the expressions buyd and buto see Centonze 2008.
¢ Motofuji 1990: 129.

Kurabayashi 1996: 141. The critic refers widely to Motofuji’s account.
® Tbid.: 125.

—
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nikutai escape from the yoke of concept and speculation, and expose the
nikutai by itself.”

Throughout the decade, an intense exchange of ideas, long drinking
sessions and collaborations characterized the relationship among Hijika-
ta, Mishima, Hosoe and Shibusawa Tatsuhiko — translator, novelist and
critic. These years of cultural revolt offered a fertile terrain for interdisci-
plinary projects and experimentations that emerged almost as a daily
practice. Hijikata became more involved in the revolutionary artistic
wave of the 1960s until representing a point of reference for many expo-
nents of the avant-garde. As Hijikata states, the 1960s did not give birth
to ankoku butd, but rather, the times came to nestle close to the nikutai.?’

In September 1959, Hijikata directed the first meetings of 650 EXPERI-
ENCE no kai. For its program Mishima wrote Suisen no ji (A recommenda-
tion address, 1959). Hijikata performed within these sessions the second
version of Kinjiki with Ono Kazuo, Yoshito and Wakamatsu Miki among
others. In July 1960, Hijikata directed Hijikata Tatsumi DANCE EXPERI-
ENCE sansho. Its brochure was a photo collection presented to him by
Hosoe Eiko, containing several texts, among them Mishima’s Kiki no buyo
(Dance of crisis, 1960). In October 1960, Hijikata directed, among others,
Terayama Shuiji in Dai ni kai rokunin no avangyarudo (Second meeting of six
avant-garde artists), and Mishima wrote for its program Junsui to wa
(What is pureness?, 1960).

III. MisHIMA ON AVANT-GARDE DANCE

In Suisen no ji, Mishima declares himself as originally belonging to the
classical school and that, although this avant-garde wave is different, he
himself does not know why his heart is attracted by it in a magical way.*!
Then he traces a parallel between both currents, referring to the sense of
terror and fear rooted in human nature as expressed in classicism and
contemporariness.

In Junsui to wa he argues that all artistic genres separated from each
other after the Romantic period, which he identifies with modernity
(kindai). With the appearance of the realistic novel, the novel, poetry and
painting decisively broke with each other and each continued along its
own path. With the rise of Impressionism, visual arts demonstrated a
break with literature and pursued pure art. As a consequence, the com-

9 Ibid.: 127.
% Motofuji 1990: 100-1. Cf. Centonze 2010a: 113.
2l Mishima 2004b: 18.
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panionship between literature and art as it was developed during Ro-

manticism became lost. In music, the fruit of melting with other artistic

genres culminating with Wagner, announced its end during the Post-

Romantic era. Dance, with the completion of the Romantic ballet, broke

with Romantic literature. For Mishima the only thing that remains after

this split of the artistic fields, is The waste land, as T.S. Eliot calls it.?
Mishima continues:

I am not a prophet, but I have the prescience that the age of the
exchange and synthesis of artistic genres will be restored again in the
latter half of the twentieth century. By no means this appears as a
revival of the old Romanticism. What is called the romantic synthe-
sis could be rather defined as collusion, and among painting, music
and literature there occurred a reciprocal rubbing of skins and ine-
briation.

The exchange and synthesis that has to come, from now on, is an
exchange similar to ice, and it is not different from an ice-cold
synthesis.

Borrowing here temporarily the name of avant-garde, the genres of
dance, music, painting and theater assemble and are exhibited in one
single venue. It is not necessary that people are bound by the name
avant-garde. It is sufficient if we see in here the fateful tendency of
the arts in the latter half of the twentieth century. This being the
destiny, now also the arrogant old arts have to follow after all this
path. In here, it is possible to think as a definition for pureness, after
all, the resolute will to choose by oneself his or her destiny.?

The skepticism nourished towards the ‘dancing of literary youth’ con-
fessed in Gendai no muma is drastically overturned in Kiki no buyo, where
Mishima expresses a great expectation to see the ‘heretic ritual,’ per-
formed by Hijikata. In order to attend this ceremony, the writer has to
prepare objects like ‘a black mask, alluring perfumes and a cross with the
smiling figure of Christ showing a licentious expression.”** In this text,
Mishima voices the ideas that Hijikata provoked in him. The sense of
crisis which emanated from the performing bodies was received by the
novelist as an occult ritual. This challenge of existence revealed a sense of
esotericism and mystical excitement. For example, Mishima mentions
one of the postures of crisis proposed by Hijikata:

2 Tbid.
2 TIbid.
24 Mishima 1960.
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When I met him the other day, Hijikata frequently referred to what
is called “crisis.” Dance [buyo] has to grasp in its inside the human
posture of crisis, raw as it is. He said that, an example that seizes this
posture of crisis—and it is a very singular example—is “a man who
urinates in a standing position seen from behind.” Indeed, if one
reflects about this, he is right.25

Mishima observes that most of the arts basically preserve an awareness of
this crisis. He notes how crisis is manifested in primitive art through the
form of a sense of dread felt towards nature, or even in highly stylized
ceremonies that are directed towards appeasing nature.® The novelist
refers to the pointe shoes of the classical ballet dancer as unnatural and
artificial footwear that seems to put the dancer’s balance into uncertainty;
while at the same time produces the aesthetics of the dynamic of balance
typical of classical ballet. On the other hand, in the avant-garde dance, the
crisis in itself is expressed without using these shoes — that is to say that
no artificial presupposition is necessary to provoke this state of crisis.
Mishima affirms that the crisis and anxiety of human existence have to be
manifested by the pure expression of the sole human nikutai. He notices
the difference between the classical ballet — that lies to the audience in
order to show a beautiful dream — and the avant-garde dance that has to
make visible the actuality (of the body) freed from the concept.?”

We may say that the novelist was confronted with an artistic reality
characterized by the potential to display concretely what its intentions
and desires are, and by the actual and carnal manifestation of a discourse
that goes beyond words. In fact, he often puts emphasis on the “actuality”
(akuchuariti) of the performative act.”®

Mishima’s reflections inspired by Hijikata’s words are accounted also
in Zen'ei buyo to mono to no kankei (The relation between avant-garde dance
and things, 1961), written for the brochure of Hijikata Tatsumi DANCE
EXPERIENCE (September 1961). The novelist remembers Hijikata telling
him about an experience when he saw a patient affected by poliomyelitis
who tried to catch an object, realizing that it was the same movement he
had always taught during his dance lessons.” As a consequence, after this
discovery, Hijikata’s approach to dance was re-enforced. Mishima de-
scribes the movements through which Hijikata showed him as connect-
ing the images of the patient and the object the child wanted to grasp. This

% TIbid.

% Tbid. Cf. Mishima 2004b.
27 Mishima 1960.

2 Tbid.

2 Mishima 2004c: 16.
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made Mishima reflect about the fact that, in classical ballet, the relation-
ship between person and the object is not shown in a process of estrange-
ment and that likely in classical ballet — where “stylization” prevails — the
‘thing’ (mono), as such, does not appear at all.*® Mishima analyzes how, in
Hijikata’s dance, the object is a dreadful ‘thing in itself,” and his discourse
extends to the quotidian relationship between man and things and the
gestures that are habitually connected to it. What is thought of as ‘natural
gestures’ are only the result of a social education:™

These [gestures of the avant-garde dance] are effective for unmask-
ing the falsehood of everyday gestures and the falsehood of our
“natural gestures” that have been trained by social habits. Because
when we reach, even without any reason, for the cigarette, coffee or
teacup on the desk, the act of grasping this, the act of begreifen, is the
more enabled just because, in brief, we live a quiet life in the world
of the concepts (Begriff) of coffee, teacup and cigarette. [...]

In this [society] a strange perversion is latent, in other words, our
everyday gestures are ritualistic, while the gesture of avant-garde
dance and of the child affected by poliomyelitis are probably “natu-
ral gestures,” in the true meaning of the word.*

What is noticeable in ankoku buto is the deformation of simple gestures
and the extension of the dancer’s range of action to extra-human fields.
Shibusawa has also touched this aspect of Hijikata’s dance and points out
that Hijikata’s ankoku buyo transforms everyday actions into scandalous
movements, refusing to comply with the audience’s expectations and
inducing the spectators to discover the aesthetics of alienation and mar-
ginalization.®

An important statement on the reciprocal esteem between Mishima
and Hijikata is furnished by Shibusawa. For Shibusawa, there is no doubt
that the unique dancer during his first period was overwhelmingly influ-
enced by Mishima and that, on the other side, Mishima was also pro-
foundly shaken by the artist.**

% Ibid.

*! Ibid.: 16-7.

2 Tbid.: 17.

% Shibusawa 1969: 103. In his essays Shibusawa, introduced by his friend Mishi-
ma to Hijikata in July 1960, treats specifically Hijikata’s dance choosing the
definition of ankoku buyé instead of ankoku buto (Centonze 2003-04: 23).

% Shibusawa 1992: 227.

=
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1V. Hosog, MisHIMA AND HIJIKATA

It is not only by consulting the texts written by Mishima about Hijikata’s
dance, but also through the portfolio Barakei taken by Hosoe Eiko be-
tween 1961 and 1962 and published in 1963, that we can acknowledge the
deep interest he nourished for him.*

Hosoe, a friend of Motofuji, was introduced to Hijikata at the Tsuda
School in 1959. After seeing Kinjiki Hosoe took photos of Hijikata in his
experimental work Otoko to onna (Man and Woman).*® Since the begin-
ning, Hosoe affirms, they were perfectly in tune with each other and
during the photography Hosoe’s studio was transformed into a body-
theater (nikutai gekijo), while outside demonstrators chanted loud slogans
against the Security Treaty.” The topic developed in this collection was
‘sex and life.” Hosoe was a member of the VIVO collaborative, which
searched for a more free expression by showing the characteristic of each
artist in order to save the image from a reductive process.* Central to
Hosoe’s artistic work is his relationship with the subject of the photo-
graph. Instead of an ‘objective documentary’ as proposed by realism,
Hosoe pursues the ‘subjective documentary,” which is the result of the
encounter with the subject and its generated process of transformation,
which involves also the photographer.’

Mishima saw Hosoe’s photos selected from the portfolio Otoko to onna,
which appeared in the brochure including Kiki to buyo. In September 1961,
Hosoe was informed that Mishima wished to be portrayed by him for the
cover of his essay Bi no shiigeki (The Attack on Beauty, 1961). For the
young photographer it was a challenging experience to penetrate the
cliché of Mishima — who was considered a ‘superstar’ —and to destroy the
icon cultivated by a large readership.

Hosoe went to the novelist’s house and produced images that reflected
the ‘Mishima of Hosoe Eiko.”** Mishima gave complete creative freedom
to the photographer and spontaneously took off his clothes. The writer
wanted to be captured by the camera just as the nude dancers have been
photographed in their unmediated physicality. Mishima said to Hosoe,

% Initially presented as Killed by Roses the official translation was changed to

Ordeal by Roses with its republication in 1971, a translation preferred by Mishi-
ma.

% Hosoe 2006: 35.

% Ibid.

% Shiga 2007: 32.

¥ Tbid.

“ Hosoe 2000b: 239.
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“There is a collection of Hijikata Tatsumi’s photos that you took, right?
That are very good photos. I asked Kawashima [from the editorial Kodan
Sha] to contact you because I would like to be photographed that way."*!
For Hosoe it was natural to photograph Mishima as a dancer (buyoka),
because this was Mishima’s own wish.*

While they were shooting in the villa’s garden, Hosoe wound around
Mishima'’s half-naked body a rubber hose, that Mishima’s father, Azusa,
was using in that moment to sprinkle water. This session, which also
involved Hijikata, created more than a few problems for Mishima'’s fami-
ly. Azusa was scandalized when he saw his son, Hosoe and Hijikata
transforming the garden in a kind of extravagant theater of nude bodies.
He shouted ‘You three are crazy! You are three complete fools!"** Mean-
while Mishima’s wife would not let him come home; her husband told
Hosoe: ‘It is your fault that I could not go home yesterday.”*

One month after the first session, the photographer proposed to the
writer to create a portfolio which he defined as ‘his subjective documen-
tary with Mishima as its subject’: Barakei. Several sessions were held at
Mishima’s home (this time without the family’s presence), together with
Hijikata and Ono Yoshito, as well as at the Asbestokan with Motofuji and
other dance apprentices. The theme of this series was ‘Eros and Thana-
tos,” that is to say ‘life and death.”* Hosoe has no doubt that when this
book was republished in the summer of 1970, Mishima’s intention was
already very clear to leave a testament of his nikutai, the decay of which
the writer could not tolerate. Barakei is offered by Hosoe to the writer as a
requiem, as it portrays Mishima’s magnificent and strongly muscular
thirty-eight year-old body without any change.** Mishima wrote about
Barakei:

I realized that in front of Hosoe’s camera, my soul and psychology
were not necessary at all. This experience was as if my heart would
dance, and the situation I was eagerly been looking forward to.*

4 Tbid.

2 Tbid.

4 Tbid.

# Tbid.: 239.

%5 Hosoe 2006: 49.
46 Hosoe 2000b: 240.
47 Tbid.: 238.
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As Mishima declares, his nikutai was abducted by Hosoe and the magic*®
of his lens. He specifies that Hosoe uses this civilized precise instrument
with a method directed against civilization.*’

Hosoe merely explored via the medium of his camera—much as a
novelist uses words and the composer sounds—the various combi-
nations in which the objects to be photographed could be placed,
and the light and shadow which made those combinations possible.
For him, in short the objects correspond to words and sounds. The
objects are stripped of their various meanings, which are flung into
a meaningless arrangement where their meaningless reflection of
each other eventually restores a certain order to the light and shad-
ow. It is only by such means that the elements with which he com-
poses can acquire an abstract quality similar to that of words and
sounds.*

Mishima affirms that there are two methods of photography: one of
record and one of testimony, and the artist has to make a choice between
these methods. For the novelist, Hosoe’s work is a supreme testimony,
therefore his creative process alters reality in a subjective way, testifying
to the sense of metamorphosis in order to preserve the truth.’!

V. Hosoe AND HIJIKATA: HESO TO GENBAKU AND KAMAITACHI

The collaboration between Hosoe and Hijikata was extended to the medi-
um of film. In 1960, the experimental movie Heso to genbaku (Navel and A-
Bomb) was conceived and directed by Hosoe. He describes the content of
this film starting from the moment when human suffering and agony
began, after Eve and Adam violated the law of the forbidden fruit in the
garden of Eden, whereafter the earth was deprived of the sun and cov-
ered by a black mushroom-cloud.” Hence any sign of life disappeared.
The director refers to an imaginary atomic-bomb of ancient times. After
tens of thousands of years, new elements of vitality were born from the
sea — which is originally the cradle of life — and, after a long time, the
rebirth of humankind occurred. In its history, humankind has alternated

Jujutsu, the sympathetic magic practice associated also with traditional per-
forming arts.

* Mishima 2000a: 237.

% Mishima 1985.

51 Mishima 2000a: 238.

%2 Hosoe 2000c.
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from war to peace, tragedy to comedy and reason to absurdity, while in
the present moment peace seems to be restored. In the present day, man
should also not violate the law of the prohibited fruit. One of these
untouchable elements is the children’s ‘navel,” which is the source of life.
Children are born with their navels bound to their mother’s womb. A new
Garden of Eden — a new sea of life, full of children, flourishing green and
twittering birds — was born. But a man [Hijikata] who violates the chil-
dren’s untouchable navel appeared and from the centre of this navel a
violent explosion happened. This mushroom-cloud is the real atomic
bomb. The earth is marked again by the disappearance of life and human-
kind after this nuclear explosion. Hosoe asks if the earth will start again
from the myth and if life will be restored again.”

According to Donald Richie, this film displays a critical attitude to-
wards Japan'’s post-atomic culture, overturning the victim position of the
country.* This experiment remains an innovative conception of the naked
body, where the strong representation of vital energy emblemized by the
navel is combined with symbols of destruction and death. The dominant
life-force is embodied by the presence of ten children, naked protagonists,
who play, run, laugh and cry on the beach under the sun where Hijikata
and Ono Yoshito also appear.”®

In September 1965, a new landscape of memories inspired by the
source of traditional folktales was molded by the photographer and
Hijikata, when they both traveled to the fields of Akita.® A reconsidera-
tion of kamaitachi (sickle weasel) was undertaken in a challenging journey
through the popular culture and villages of the rice-planters of Tohoku,
where Hijikata was born. Kamaitachi is identified with the phenomenon of
‘a little whirlwind that suddenly occurs and then disappears again but
occasionally leaves instantaneous partial wounds on human skin by
means of a sharp vacuum.”” This ungraspable being, while caught in
several situations, was conveyed by Hijikata’s nikutai and Hosoe’s photo-
graphs in the portfolio Kamaitachi (1969).

The weasel disappears in an instant and is distinguished by un-
detectable ability and swiftness. I dare to read the movement in buto
practice in this way: the audience is not able to control visually what is
happening in the scene. Kamaitachi is a work that represents a memory-
record of Hosoe’s experiences, when he was evacuated from Tokyo to his

5 Ibid.

5% Richie 2000: 212.

%5 Centonze 2010b: 45-6.

Tashiro in Hagocho, Yushogun.
57 Fukushima 2000: 297.
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mother’s hometown in Yonezawa in 1944. At the same time it is also a
documentary about Hijikata — sometimes appearing like a trickster — and
his cradle.”® This ‘subjective documentary,’” characterized by a comical
and humorous vein, is the story of a man who picked up from the corner
of the rice fields the darkness and from the local customs of Tohoku its
sense of humor.”

Hosoe and Hijikata’s collaboration is important to the dancer’s buto
history for several reasons. The butoka states: “‘Hosoe Eiko made me
famous.”® Kamaitachi marks a new era in the evolution of Hijikata’s
ankoku buto and is the origin of a mechanism for the elaboration of pre-
modern aspects in this dance form. The first exhibition of Hosoe’s photo
collection was held in March 1968 at Nikon Salon under the title Totetsu-
monaku higekitekina kigeki: Nihon no butoka, tensai ‘Hijikata Tatsumi’ shuen
shashin gekijo (An Extravagantly Tragic Comedy: A Photo Theater Star-
ring a Japanese Buto Dancer, Genius Hijikata Tatsumi). The excerpt of the
critique written by Tanemura Suehiro about this exhibition became the
flyer distributed in October 1968 during Hijikata’s solo, Nikutai no hanran:
Hijikata Tatsumi to nihonjin (The rebellion of the nikutai: Hijikata Tatsumi
and the Japanese), considered Hijikata’s manifesto. Tanemura’s text,
which explicitly emphasizes the locution nikutai no hanran, has become a
sort of emblematic declaration where Hijikata’s buto, centered on the
revolt of the nikutai, is mirrored.®!

Kamaitachi has a high performative value and treasures moments of
epiphany, rare contingencies and conjunctions of intensities that only the
nikutai of Hijikata and Hosoe could produce, while emerging from and
in-between that world, dense with obscurity. It is not a representation, but
a manifestation, in the same way a buto performance appeared to its
audience in the very first years. Takeguchi Shtizo recognizes in Kamaitachi
a magical happening between the photographer and the photographed,
with the concretization of Hijikata’s art realized as a dance experience — as
the dancer defined his performances in the early years.®> Experience
appears unfolded in all its aesthetics.

As highlighted in this discussion, the experiments undertaken by
Hijikata move on planes of intermediality, but the core of his creations
and artistic choice is represented by the body. Devoting himself to crisis
and danger, he conferred to the body the raison d’étre of dance practice, a

% Hosoe 2006: 91; 2010.
% Hosoe 2006: 91.

0 Hijikata 1998: 297.

1 Centonze 2010a: 112.
62 Takiguchi 1969.
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special connotation, the constant sense of raising questions. Hijikata ini-
tially pursued an anti-dance - in line with Neo-Dadaism — which unfolds
the rawness of the nikutai. His ankoku buto was oriented towards an anti-
aesthetic (shitaku no bi) regime and turned to grotesque connotations. This
is in contrast with the attitude of aestheticism delineated in Mishima’s life
and works.

According to Uno, Kuniichi Hijikata sought, through the performance
Nikutai no hanran, to excavate the nikutai because of the indifference
generally shown by society, which disregards the high potential and the
quality hidden inside of it.®® Hijikata writes about the nikutai:

The nikutai’s voice, inside which are buried an infinite number of
chasms, is something as if you would wrap in a handkerchief anew
the scream from the material. This happens often in the civilisation
inside the body [karada]. Who is the creator of the overconfidence in
transforming into flesh and blood? The pure spirit and the dim soul
gazed at by the body [nikutai] which is divinity of flesh and raw
dream® while the sobbing collapse hand in hand is still hanging
unbalanced [...].%

The coryphaeus of buto did not aspire to a strong, beautiful, trained and
well-forged body, nor did he simply point at the carnal desire. Thus the
emancipation of the impulses was not necessarily the only intention
within his art. On the other hand, Mishima showed his yearning for a
muscular, body-building trained, body.

Uno emphasizes how, in Hijikata, the act of the nikutai is a straightfor-
ward opposition against capitalism and the society of labor productivity,
where the nikutai is suppressed and subject to uniformity and domestica-
tion and where — obeying the standardized labor - it is transformed into
a criterion, or value to possibly be exchanged. The dancer places the
nikutai outside the logic of capitalistic exchange and consumerism, ex-
ploring its nature as a heterogeneous and alien substance.®® In this sense,
Hijikata discovers the ‘aimless nikutai, which is connected more to a
criminal world, to male homosexuality and to ceremonies as a protest
against the alienation of labor; which, in turn, implies the alienation of the
nikutai.”

6 Uno 2000: 24.

% This expression can be read sei no yume, thus be translated as ‘dream of life,” or
nama no yume, consequently interpretable as ‘raw dream.” I have chosen to
retain the latter close to the complex images suggested by Hijikata.

¢ Hijikata 1998, 1: 225.

5 Uno 2000: 25-6.
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Hijikata orients his perception towards weakness, which leads us to
the suijakutai — a sort of diseased body, suffering from alteration — of his
later production in the 1970s. In brief, his dance is a form of resistance,
which I intend as the resistance to the society of the spectacle as theorized
by Guy Debord.®

V. CONCLUSION

In this essay I have shown how the contact with Hijikata and the avant-
garde scene provoked in Mishima a sort of discovery of things he had
always been searching for.*” The impact that the free body-expression of
the buto coryphaeus has exerted on the novelist must have been deeply
felt. Mishima probably witnessed the concretization of his cultural and
intellectual interests fused with the realization of a corporeal art that
eludes verbal expression and meaning. His yearning for a body released
from social taboos and constraints finds expression in his writings, but
was a chimera in his concrete life. Mishima later writes in Taiyo to tetsu
(Sun and Steel), which he declares to be his new form of himerareta hihyo‘,70
the untold, secret criticism:

When I examine closely my early childhood, I realize that my mem-
ory of words reaches back far farther than my memory of the flesh.
In the average person, I imagine, the body precedes language. In my
case, words came first of all; then — belatedly, with every appearance
of extreme reluctance, and already clothed in concepts — came the
flesh. It was already, as goes without saying, sadly wasted by
words.”!

It is extremely interesting to notice how Mishima points to words — the
material of his career, life and passion — as white ants that eat away the
pillar of plain wood,” which stands for the body. He states that ‘words are
a medium that reduces reality to abstraction for transmission to our

reason’” and that their corrosive potential is not only a menace for reality,

¢ Tbid.: 25. Centonze 2010a: 114-9.

6 Centonze 2009.

% See also Hosoe 2004.

70 John Bester translates it as ‘confidential criticism’ (Mishima 1970a: 5), while
Lydia Origlia chose the definition “critica occulta’ (Mishima 2000b: 7).
Mishima 1970b: 8.

Mishima uses this metaphor also related to capitalism (see Mishima translated
in Pollack 1992: 168).

73 Mishima 1970b: 9.

7

=
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but for words themselves.” In contrast, when he wrote about Hijikata, he
communicated the epiphany of the nikutai.

There are several parallel attitudes between the writer and Hijikata as,
for example, the opposition to capitalism and Westernization following
World War II. As David Pollack outlines, for Mishima ‘the central mean-
ing of time as both primary indicator and agent of degeneracy in the
world is best illustrated by the operation of modern capitalism.””> Mishi-
ma, who was well-traveled, was in a search for a Japanese novel, passing
through philosophical speculations and spectacularity, aiming for a pol-
ished, refined and ornate style in his writings.” As Pollack outlines:

For Yukio Mishima “the novel” itself was a central problem of Japa-
nese narrative. The Japanese had quickly realized that they required
this foreign Western technology no less than other technologies of
communication, such as the telephone, in order to be able to express
themselves as the “modern” people were doing. Mishima under-
stood, however, that using this indispensable alien technical device
to express the native story could only alienate the Japanese from
their own narrative.””

On the other hand, Hijikata never left Japan. Although originally educa-
ted in modern and jazz dance, he elaborated a new dance which opposed
the Western forms by exalting the anti-narrative character of performance
and the potentiality of a spoiled scene, where the body rules. His corpo-
real speculation, opposed to spectacularity and psychologism, leads to an
anti-aesthetic approach, which produced a new choreutic formula that
successfully spread overseas. The importance of buto in post-war dance
history is undeniable. Contemporary expression in the West developed in
a radical way after the contact with buto, especially in the 1980s, and is
still proceeding along this path.

Hijikata’s writings are difficult to analyze due to their quite inscruta-
ble content and expressions that evoke a personal world deeply rooted in
Hijikata’s body and biography. Yameru maihime (The ailing dancer, 1983),
for example, could be close to a vernacular form or a sort of oral tradition,
but these are projected into a poetical dimension without a poetical
structure. There is a close link between the perception of the body and the
perception and conception of words in Hijikata, testified by his habit to
express himself through onomatopoeic forms.

74 Mishima 1970a: 7.
75 Pollack 1992: 168.
7 Tbid.: 148-73.

77 Ibid.: 148.
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One important aspect that binds Mishima and Hijikata is, besides the
relation to eroticism, their tied bond to death. No adequate words can be
spent on the suicide committed by Mishima. It is also true, that Hijikata,
who focused his dance on the shitai, the dead bocly,78 and on ankoku buto,
experienced death nearly everyday in his performances.

Hosoe’s intuition and perception of the nikutai works on an exception-
al level. He catches particular shadows that rise to the surface. The
rendering of the visual and invisible dimension in his photos achieves a
superb horizon that surpasses the fixed nature of a static image im-
pressed on the photography paper. And this dynamic is majestically
attained in the series Kamaitachi. The visual artist shows, not only a sharp
recognition of the intimate metamorphic body that surfaces from the
unknown abyss of ankoku, but he himself invests his nikutai during the
act of shooting. Thus Hosoe transforms the act of fixing the image in an
enterprise and in a challenging use of his own body when he chases the
focus of his pictures; i.e. in this case, the human body that pulses. The
happening of that very moment is incised in the pellicula. The physical
experience of creation and collaboration rises to a process and performa-
tive uniqueness. Also the subject’s bodies are distinguished by unique-
ness. Hosoe’s sensing the nikutai makes it that one can feel the nikutai in
his works of art. What is at issue here is not the simple ‘flesh’ or ‘carnal
body,” but a corporeal universe that has been expressed especially by the
avant-garde in the 1960s and with acute sensibility by Hijikata and Ho-
soe.

Hosoe’s collection Hoyo (Embrace, 1970), apotheosis of sensuality, was
motivated by his belief ‘that the spirit dwells within the nikutai as well,
therefore he eliminates all the faces in his photos, focusing instead on the
fragments of the nikutai.”

In the above-mentioned part of Taiyo to tetsu there is also a previous
utterance of Mishima, when he ponders the nature of the ‘I’ and con-
cludes that it is the territory occupied by his nikutai. He further writes:
‘Watashi wa “nikutai” no kotoba wo sagashite ita no de aru.’® This sentence is
translated by Bester: ‘What I was seeking, in short, was a language of the
body.®! T would like to advance that ‘“nikutai” no kotoba’ instead of ‘lan-
guage of the body’ or ‘linguaggio del “corpo”’® could be translated as
“the word of the nikutai’ or ‘the word for the nikutai” Thus Mishima was

78 Centonze 2008.

79 Okabe 2000: 301.
80 Mishima 1970a: 6.
81 Mishima 1970b: 7.
82 Mishima 2000b: 7.
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seeking for the word or for a specific corporeality, which would result in a
very intriguing declaration made by the novelist. As Hosoe affirms, in
Mishima’s work evolved a complex process of coveting the nikutai and the
ankoku butd as well.®
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THE DEATH OF THE AUTHOR CONSIDERED AS ONE OF
THE FINE ARTS

THE AESTHETICS OF SUICIDE IN MISHIMA YUKIO’S YUKOKU

Thomas HACKNER

We dry up our tears, and have the satisfaction, perhaps, to discover that a
transaction, which, morally considered, was shocking, and without a leg to
stand upon, when tried by principles of taste, turns out to be a very
meritorious performance.

Thomas de Quincey, Murder considered as one of the fine arts (1827)

... the birth of the reader must be at the cost of the death of the author.
Roland Barthes, The Death of the Author (1968)

I. INTRODUCTION

Mishima Yukio’s Yitkoku (Patriotism) is the rare case of a short story that
has been made into a film by its author, who also financed the film project
with his own resources, wrote the script, played the leading role, in short,
did all himself, what he possibly could do. What makes this instance even
more — if not absolutely — unique is that the author five years later took
his own life, very much in the same way, as he had envisioned it in the
novel and enacted in the film before. This poses the question, what were
Mishima’s intentions for making this text into a film? And how are these
fictional representations of suicide related to his own very real death?

Seemingly, Mishima was well aware that adapting a text for the screen
is much more than just casting the same contents in a different form:

Usually, when I sold a novel to a film company, I made a point of not
interfering too much, and facilitated a free interpretation in film
[because] it is a different means of expression. But in the case of
Yitkoku 1 definitely knew I did not want to do that.!

The reason Mishima gives for this disinclination is the tremendous im-
portance he attaches to this novel, a text which, he believes, contains in a
nutshell all what is important in his work:

1 Seisaku-ito oyobi — keika (Mishima 1973-76, 32: 306).
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While this novel is a work of mine which is easily overlooked [...]
because in this text many of the defining elements of my work are
concentrated [...] if you read just one of my works, read Yiikoku, and
I think you will find all the good and the bad which constitutes me
as a writer condensed in this text.”

Still rather than giving up on the idea of making the text into a film,
Mishima was eager to realize it, but tried to be in almost absolute control
of the production process. His motivation can be found in the word
‘overlooked’: rather than searching for new modes of expression Mishi-
ma wanted to reach out to an as large as possible (international) audience
for this work, and the best medium to achieve it seemed to be film. This,
after all, implies that he was convinced that what constituted him as a
writer was not exclusively linked to the medium of literature and could
be preserved even when translated into a film. So, at least from Mishima’s
perspective, what is important, are not so much the inevitable differences
between novel and film, but what both works have in common, i.e. the
plot, which I believe can be read as an outline of Mishima’s aesthetics of
suicide.

How are these aesthetics linked to Mishima’s own death? It is
tempting to interpret the text, the film and Mishima’s suicide as stages
in a process of preparation and gradual actualization of an idea, an
artistic performance which turned step by step ‘real.” But while he
certainly did not disapprove of narcissism® after the release of the film
he fervently insisted, that, even though he had taken the leading role, it
would be misleading and run against his intentions to confuse the role
of the young lieutenant with himself.*

Leaving aside Mishima’s possible motivations for these statements, his
spectacular suicide almost ‘forces” his posthumous audience to read his
work through the lens of his death. In this way, the actual death of the
author gets in the way of the ‘death of the author,” as postulated by
Roland Barthes in a seminal essay in 1968. Most if not all readers/viewers
are finding themselves involuntarily reading the works in relation to
what they know about Mishima'’s death.

Yet, given the dominant position biographical modes of writing occu-
pied in twentieth century Japanese literature well beyond the actual genre
of the shishosetsu (I-novel), it often is just not adequate to try to ignore the

2 Ibid.
* Narushizumu-ron (Ibid.: 375-89).
* Yitkoku no naso (Ibid.: 304).
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biographical background, which readers were well aware of, and also
from the outset was intended to be part of the reception process. When
writing under this premise the author turns his life into a part of his work,
by remodeling it through fictionalization and/or by performing a life apt
for or in accordance to his literary production. Although the dichotomy
between fiction and reality does not vanish completely, it gets blurred.
From this perspective Mishima'’s suicide can be understood as a perfor-
mance, which is at the same time part of his ‘work” and his ‘real” life.
Governed by the same aesthetics put forward in Yiikoku, it therefore can
be read in the context of literary history.

II. FILM AND NOVEL

The short novel Yitkoku was first published in 1960 in the magazine
Shosetsu chiio koron. While it belongs to a group of several works, in which
Mishima takes up the coup d’état of February 26, 1936, it is completely
fictional and situated only on the periphery of the historical events.” In
five chapters an omniscient narrator tells the story of the double suicide
of the young lieutenant Takeyama Shinji and his wife Reiko. Already in
the first chapter the reader gets to know the whole plot and the in-
eluctable ending. Because his comrades do not want the newlywed lieu-
tenant to take part in their coup d’état, which they already believe to be
doomed to fail, and to avoid being pitted against his comrades, he decides
to kill himself.

The second chapter introduces the young couple, its marriage and
married life. They are a young good-looking couple living in a shabby but
well-kept house, leading a frugal and austere life according to the ideals
of what might be regarded as ‘samurai ethics’: the obedient wife’s devo-
tion to her husband is as strong as her unflinchingly determination to
sacrifice her life if necessary. Most notably, this ascetic life is not at
variance with enjoying a passionate sexual relationship.

The third chapter describes the couple’s preparations for death and
their last sexual encounter, while the following chapters depict respec-
tively the seppuku (ritualized disembowelment) of the lieutenant and the
suicide of his wife. While descriptions of the thoughts and emotions of
the two protagonists take up much space in the text, the lieutenant and
his wife remain pale and lifeless, because they are overly idealized and

typified.

® Matsumoto 2005; Niniroku jiken to watakushi (Ibid.: 356-368).
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The film, shot in 1965, five years after the publication of the novel,
follows this plot quite closely. It is divided in five ‘chapters,” too, which
however differ somewhat from that of the novel. This is in part due to the
different aesthetics of a film, but also to the expanded role of Reiko. Every
‘chapter’” and the whole film are preceded by an introductory text hand-
written by Mishima himself. The ‘backbone’ of the film is its soundtrack:
an instrumental version of the Liebestod from Richard Wagner’s Tristan
und Isolde. The film was cut to fit the soundtrack, rather than the other
way around. ¢

What sets the film apart from the novel most is its radical stylization:
The black and white silent movie of about 27 minutes with long hand
written inter-titles defies almost completely the aesthetics of mainstream
cinema.

While the soundtrack positions the film in the context of European
opera, the set design is an allusion to traditional Japanese theater. The
whole action takes place on a kind of abstracted no stage. In the back a
scroll with the word shisei (sincerity) can be seen. The actors’ ‘robot-like’”
movements, as well as the scarcity of props, may also be seen as allusion
to the aesthetics of the no theater. While Mishima states that there were
also economical reasons behind the decision for doing the film in ‘no
style,” first of all he apparently strove for the intensity and simplicity of
no, because he saw in the no stage ‘a space, where it is not unnatural that
the dead and real people can meet in the light of the same reality.”® In
deliberately sharp contrast however to these mannerisms stands the
drastic realism of the lieutenant’s seppuku, which is shown in cruel de-
tail.?

Mishima had emphasized that the love between the two protagonists
is the main topic of the narrative, and that the actual drama is the wife
having to face her husband’s death, rather than the seppuku itself.'® This is
underlined by the eyes of the lieutenant remaining hidden under his visor
cap, while the eyes of his wife are shown in close-up. Furthermore, it
exposes the suicide as a performance in need of an audience.

To receive international attention, not only a Japanese version, but also
English and French versions were produced. The premiere of the film
happened to be in France. However, the reaction of the French audience
was less enthusiastic than Mishima had anticipated. He described it as

© Seisaku-ito oyobi — keika (Mishima 197376, 32: 311).
7 Ibid.: 315.

8 Ibid.: 309.

? Ibid.: 326.

Yiikoku (Mishima 1973-76, 32: 335).

—
o
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‘fifty-fifty.”!! In Japan, however, the film was shown together with Bu-
fuel’s Le journal d’'une femme de chambre in ATG cinemas, and proved to be
— especially for an independent production like this — exceptionally
popular.'

III. MISHIMA’S AESTHETICS OF SUICIDE

In 1959, one year before the publication of Yiikoku, Mishima claimed that
the core of his work is the preoccupation with death:

I do not want to die from an illness, or by a nuclear bomb, but to be
shot would be ok. The words of a deceased friend come to my mind:
“Are you prepared to sterben™ (die)?” So bluntly asked, I can only
answer “not yet,” but the idea of death is the sweetest mother of my
work.!

In several essays Mishima has emphasized the importance of (living and)
dying beautifully, an idea he derived from ancient Greece.'” An important
element of a beautiful death is to die young. The suicide of a youth is not
only superior to that of an adult, because it occurs at a time when physical
decay has not yet set in, but also because — according to Mishima — at this
age the decision for a suicide is not yet tainted by intellectual reflection or
any kind of calculation.*®

This ‘noble simplicity’ gives suicide its ‘quiet grandeur,” which in
Mishima’s eyes is the true meaning of the February 26th incident. For him
this coup d’état is not so much a conflict of competing political standpoints
and interests but of dirty and coldly calculating politics on one side and
the innocent purity of youth on the other side. Even though or just
because the young rebels are failing they carry off the moral victory."” But
for Mishima the beauty of a suicide lies much more in the suicide itself
than in its motivation, so that the political events in Yiikoku seem to be
more a pretext for the suicide than a real reason.'®

1 Funahashi and Mishima 1999: 524.

12 Kuzui and Domenig 2003: 18.

German in the original text.

Jithassai to sanjiiyonsai no shozoga (Mishima 1973-76, 29: 348).

15 Utsukushii shi (Mishima 1973-76, 33: 42) and Otoko 1o bigaku (Mishima 1973-76,
35: 310).

16 Shinjiiron (Mishima 1973-76, 28: 7-15).

17" Niniroku jiken ni tsuite (Mishima 1973-76, 33: 173).

18 Held 2010: 18-31.
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In Yitkoku the double suicide is also extremely erotically charged. For
the couple the awareness of their impending death not only deepens the
lust of their last sexual encounter, but the suicide itself is construed as the
supreme form of erotic and aesthetic fulfillment, a radical manifestation
of beauty and purity. In Mishima’s eyes, Yiikoku is ‘not a comedy, not a
tragedy, but a story about a kind of highest happiness. "

IV. SEPPUKU AND SHINJU — SUICIDE IN PRE-MODERN JAPAN

Although Mishima’s aesthetics of suicide are not exclusively based on
Japanese ideas and concepts, pre-modern Japanese tradition plays an
important role.

While in Europe suicide had been condemned as sinful by Christiani-
ty, in Japan Shintoism, Confucianism and Buddhism had taken a much
more permissive and ambivalent stance. In addition, in literature and
even more in drama of the Tokugawa era a pronounced tendency of
aestheticizing especially two forms of suicide evolved: shinjii, the double
suicide of lovers, and seppuku, the ritualized disembowelment practiced
by the samurai class.

The first mention of a seppuku goes back to the tenth century: the
notorious bandit Fujiwara Yasusuke is said to have eluded his capture in
this way. But only with the emergence of samurai culture in the 12
century did seppuku come into vogue. Rapidly it took hold as the befitting
form of suicide for the samurai class. This was accompanied by a growing
formalization of the procedure.

The seppuku had several social functions. Common motives for com-
mitting seppuku were to take responsibility for a mistake or a failure or
to protest against unjust treatment by a superior. In both cases, suicide
was a means to demonstrate one’s integrity and to heal the disruption of
the social order. Then, seppuku was a form of death penalty. Another
common pattern was that a samurai retainer would kill himself to follow
his lord into death (junshi), to demonstrate his loyalty. Finally there was
also the possibility that out of love two samurai killed themselves or one
followed the other into death: this was the origin of shinji.

The classical form of shinjii was shaped in eighteenth century drama,
where non-aristocratic lovers, because they could not come together in
this world, as a last resort chose to kill themselves. This not only was an
attempt to escape from the intractable conflict of giri (obligation) and

19" Niniroku jiken to watakushi (Mishima 1973-76, 32: 359).
2 Pauly 1995.

243



Thomas HACKNER

ninjo (human emotion) in this world, but also the hope to find salvation
together in the next world.?! Shinji is different from seppuku not only
because the lovers in general were not from the samurai class, but also
because the killing itself was not a ritualized process.

What both forms, nonetheless, have in common is, that suicide is not
the result of a psychological crisis or social anomy. Instead the decision
to kill oneself is grounded in a clearly defined social context. Shinjii and
seppuku were socially accepted forms of behavior. Very concrete social
restraints lead to these forms of suicide: to live on would have resulted
in social exclusion or other serious consequences. The strong inter-
connectedness of these forms of suicide to the social structure of pre-
modern feudal society also gave them a clear and unambiguous mean-
ing, which could not be misunderstood.

This social framework was lost in the Meiji restoration, which, for
example, becomes obvious in the discussions following the junshi of
general Nogi Maresuke after the death of emperor Meiji in 1912. While for
some Japanese Nogi’s suicide was a manifestation of archaic but still
relevant samurai values, many others saw in it nothing more than an
anachronistic and atavistic act. At that time, following the establishment
of Western science, Western concepts of suicide had taken root in Japan.
In Europe since the eighteenth century the religious condemnation of
suicide as sin had turned into its denunciation as pathological or a result
of physical or social decay. In Japan the first medical treatises in this vein
were published around 1900.

How the literary representation of suicide had changed can be exem-
plarily seen by the suicide of Akutagawa Rytinosuke in 1927. He left
behind the literary essay Aru kyiiyii e no tegami (Letter to an old friend), in
which the author’s explicit intention is to deliver the first authentic psy-
chological description ever of the mind of the suicide, as a kind of public
suicide note. The literary representation of suicide as the result of a
psychological crisis is completely in accordance with the modern scien-
tific construction of suicide as pathological.

Mishima, on the contrary, tries to tie in with the lost pre-modern
tradition, but interprets it in a completely new way. Seppuku becomes a
socially autonomous deeply sexually charged manifestation of absolute
beauty and ecstatic transgression, a work of art. To refer to the pre-
modern is an attempt to revert to a concept of suicide that considers
suicide not as pathological but heroic. Still it cannot win back its social
function, even in a military context, and Mishima’s efforts in this direction
are desultory at most, in Yiikoku as well as in his life. Moreover, with the

2 Heine 1994.
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notion ‘Death is the Japanese eros’*> Mishima construes suicide as an icon
of Japaneseness, that fits in perfectly with Western orientalist and Japa-
nese auto-orientalist clichés of Japanese culture.

V. Daza1 OsAMU — SUICIDE WITHOUT ‘GRACE’

But Mishima’s aesthetics of suicide not only try a kind of re-invention of
tradition, they are also an obvious counter project to those of Dazai
Osamu. Dazai’s aesthetics of suicide relate to pre-modern modes of rep-
resentation and are closely interconnected to the author’s life. Dazai made
his first suicide attempt in 1929 at the age of 19. In the following year, the
first of Dazai’s known three shinjii attempts occurred: he tried to kill
himself with a bar maid he had got to know just shortly before. The girl
died, Dazai survived. In 1935 an attempt to hang himself failed, as well as
a shinjii attempt with his wife two years later. Instead the couple decided
for a divorce. After a break of ten years, during which no suicide attempts
seem to have happened, in 1947 Dazai tried again to take his life and
finally in summer 1948 his dead body was found in the Tama canal in
Tokyo: this time he had succeeded in committing shinjii.

Dazai wrote a number of texts about his suicide attempts, most nota-
bly the novels Doke no hana (Flowers of Buffoonery) and Kyogen no kami
(The God of Kyogen), both published in 1936. While Doke no hana is based
on his first shinjii attempt, in Kyogen no kami he takes up the suicide
attempt of 1935.2

In both texts Dazai plays with the autobiographical dimension of the
narratives. While the narrator, explicitly states that they are fictional
literature, their autobiographical dimension is (made) obvious at the
same time. The actual motives for the suicides remain rather vague and
are attributed to a hazy inability to cope with life. Dazai’s (self-)ironical
representations focus on the comical, embarrassing, and grotesque as-
pects of his suicide attempts, portray the protagonist/himself as weak and
ridiculous, and depict his failing suicide attempts as meaningless as his
life.

Like the double suicide in Yiikoku, the shinjii in Doke no hana is not a
traditional shinjii. This obviously is not about lovers who cannot come
together, but about an accidental encounter of two people, who — for what
reason ever — want to die and casually decide for a double suicide. While
in Mishima’s text suicide is a lustful manifestation of beauty and heroism,

2 Seisaku-ito oyobi — keika (Mishima 1973-76, 32: 308).
2 Sone 1986: 136-161.
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in Dazai’s narratives it is as meaningless, bleak and absurd as life itself.
Thus, it comes to no surprise, that Mishima criticized Dazai’s shinji
aesthetics as ‘lacking any grace.’” Dazai’s allusion to the pre-modern
shinjii tradition is a deliberate parody, the now socially functionless form
used as means to emphasize the emptiness of the suicide act.

If one is to believe Henry Scott Stokes seminal Mishima biography,
Mishima and Dazai just met once in their life — some time in 1947.
Mishima was 22 then, an aspiring young author, who nevertheless was
applying for a position in the Ministry of Finance. At the same time he
tried to network with established authors, hoping for their support:

Dazai and his group of admirers were sitting in an upstairs room in
their Ginza restaurant. It was a squalid room, with dirty tatami (rice
straw mats), just the kind of place Mishima disliked, and the compa-
ny was drinking low-quality sake. [...] When there was a brief
silence, Mishima broke in. “Mr. Dazai,” he said, “I hate your work.”
The novelist, as Mishima told it, paused for a moment before reply-
ing, seemingly surprised. [...] Then he remarked for those sitting
close by: “I know he loves me, though; otherwise, he wouldn’t have
come here.” The remark stung Mishima [...]; and he remembered the
taunt for the rest of his life. He would often tell his “Dazai story;”
twenty years later he was still obsessed with the memory of the
remark.”

One year after that episode Dazai killed himself. And 22 years later
Mishima followed suit.

VI. CONCLUSION

Yiukoku is but one short text in the extensive work of Mishima Yukio, but
itis of enormous importance to the author. In order to reach out to a larger
particularly international audience he decided to make it into a film, in
whose production nothing was left to chance. Novel and film deploy
Mishima'’s aesthetics of suicide, in which seppuku is celebrated as a mani-
festation of beauty and purity and a supreme form of erotic and aesthetic
fulfillment. In Mishima’s view, the ideal suicide has to be young in order
to ensure that the purity of the act is not tainted by rational calculation
and physical beauty has not yet been marred by the aging process.

2 Shinjitron (Mishima 1973-76, 28: 7).
% Stokes 1995: 90.
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Another less obvious element is, that one has to be seen when committing
seppuku.

Compared to Dazai Osamu'’s suicide, Mishima’s aesthetics can be read
as a deliberate counter-project. While for Dazai suicide is a grotesque,
ridiculous, meaningless and absolutely non-heroic deed, demonstrating
the weakness of man and the absurdity of life, for Mishima suicide is a
heroic act, in which all this is simply transcended. Mishima’s (as well as
Dazai’s) aesthetics of suicide relate to pre-modern customs and aesthetics.
Both take up the motives of shinjii and seppuku, which had played an
important role in pre-modern Japanese literature and drama. Completely
bereft of the social function they had in feudal society these forms of
suicide now are filled with a new almost exclusively aesthetical meaning.
While for Dazai the reference to the pre-modern is a way to underscore
the pointlessness of his suicide attempts, for Mishima it is one to over-
come the exclusivity of the modern pathological view of suicide and to
link his work to a — in Mishima’s eyes — key element of Japanese culture,
which also is able to appeal to an international audience.

What sets both authors apart from other modern authors as well as
from the pre-modern tradition is that their literary representations of
suicide are closely connected to their own lifes, which in turn can be
considered part of their work. While Dazai wrote seemingly autobio-
graphical texts based on his failed suicide attempts, at least in retrospect
Mishima’s writings seem to prefigure and prepare his own death, even
though his suicide did not completely conform to his ideal: at the time of
his death he could neither claim to be young anymore nor to have not
reflected extensively on what he was doing. By transforming the “shock-
ing’ act of killing themselves into an ‘aesthetical’ performance they un-
dercut the “death of the author” and inscribe the author, i.e. themselves on
the reception of their literary works.
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PERFORMING SociAL CriTicisM IN CONTEMPORARY
JAPANESE THEATER

Oxkapa TosHikr's Hot PEpPER, AIR CONDITIONER, AND THE
FAREWELL SPEECH AND FIVE DAYS IN MIARCH

Barbara GEILHORN

1. INTRODUCTION

In recent years, popular Japanese literature has increasingly addressed
social and psychological problems in contemporary Japanese society like
the otaku (geek or fanboy) phenomenon or precarious working condi-
tions.! Authors like Kakuta Mitsuyo (*1967) or Amamiya Karin (*1975)
became known for dealing with the widening social gap in a society that
has long been perceived as predominantly middle-class. In the field of
theater, Okada Toshiki is a playwright and director noted for addressing
topics such as the weariness and desperation of young urban youth on
stage. Okada is considered one of the most interesting playwrights and
directors of the younger generation in Japan and is also gaining a growing
audience abroad. His formal experiments, which he realizes with his
theater group chelfitsch,® are evocative of contemporary dance. In his
productions he questions the interrelation of body and language, whilst
employing a choreography that makes use of contemporary colloquial
language and body movements originating from everyday life.

In the following essay, I will explore Okada’s ‘super-real” staging of
everyday life in Japan and also illustrate how he tackles topics such as the
social and psychological conditions of people in times of crisis. Aiming at
an in-depth investigation, I will focus my analysis on two recent plays.
The first explores Hot Pepper, Air Conditioner, and the Farewell Speech (Hotto
peppa, kiird, soshite owakare no aisatsu, 2009), a revised version of Air
Conditioner (Kiild, 2004), which broaches the up-to-date issue of young
people in precarious employment conditions. The way Okada combines
contemporary theater and dance makes it an interesting play for discus-

! Azuma 2009 provides a popular introduction into the otaku phenomenon. For
a recent study on this field of literature see Gebhardt 2010.

2 The company’s name is Okada’s coinage, representing a child’s mispronuncia-
tion of the English word ‘selfish’ (http://chelfitsch.net).
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sion as well. Secondly, I will take a closer look at Five Days in March
(Sangatsu no itsukakan, 2004), which confronts the banalities of everyday
life in Tokyo with the outbreak of the Iraq war. In this play Okada
addresses an aspect of the global crisis humankind is facing at the begin-
ning of the third millennium and again employs techniques of postdra-
matic theater.

II. OxaDpa TosHIKI — THE ARTIST AND HIS WORK

Okada Toshiki, playwright, director and — more recently — novelist!, was
born in Yokohama in 1973, and became interested in theater during his
university years when he started his career as an autodidact.’ In 1997 he
founded his troupe chelfitsch. Japanese critics, as well as Okada himself,®
acknowledge the strong influence of Hirata Oriza’s theater, which became
known for employing contemporary colloquial language in the 1990s.”
Now he is a central figure in contemporary Japanese theater and has a
strong influence on the younger generation of theater people. While
many young people started their career in his troupe Seinendan, Okada
became familiar with Hirata’s theater in a workshop. Meanwhile, Okada
is — together with Miura Daisuke® — considered as an important play-
wright of the post-Hirata generation.

)

The term describes forms of avant-garde theater since the 1970s that no longer
strive to remain true to the text. Thus, other means of expression like dance,
lighting or music gain in importance (see Lehmann 1999: 22-3).

His collection of stories, published under the title Watashitachi ni yurusareta
tokubetsu na jikan no owari (The end of the special time that we were entitled to, 2007)
was awarded the Oe Kenzaburd Prize for literature in 2008.

Okada studied business administration at Keio University (Tokyo). Because of
his interest in film he became a member of a students’ theater group, where he
did the lighting. For further detail see an interview of the Performing Arts
Network (Okada and Okano 2005).

See Nakanishi 2006 or Okada and Okano 2005.

Hirata Oriza was born in Tokyd in 1962. In 1983 he founded his troupe
Seinendan (‘Group of young people;’ for further information see http://
www.seinendan.org). Besides his activities as a playwright and director he is
the manager of Komaba Agora Theatre in Tokyo and also teaches at the center
for communication design at Osaka University. In Gendai kogo engeki no tame ni
(For a Contemporary Theater in Colloquial Language, 1995) Hirata sets the theory
and background for his theater. For an easily accessible introduction see his
interview with Senda Akihiko (Hirata and Senda 2007).

8 On Miura Daisuke see the Performing Arts Network or Nakanishi 2006.
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Staging moments of everyday life in colloquial Japanese constitutes an
obvious parallel between the plays of Okada Toshiki and Hirata Oriza.
While Hirata aims at freeing language on stage from its artificiality inher-
ited from Western theater, Okada goes one step further: he employs a
kind of ‘super-real’ Japanese, which consists of staccato sentences and
numerous interjections, as if directly taken from everyday conversations
of contemporary urban you’th.9 In addition, Okada is broadening Hirata’s
concept by developing a unique body language. Analogue to his use of
Japanese, Okada employs gestures and movements taken from everyday
life and creates his own choreography by repeating and carrying them to
excess. The actors” movements do not simply illustrate their speech but
direct the focus of the play from the spoken text to other aspects of
representation.!’ Although employing movement patterns from every-
day routine or combining contemporary theater with elements of dance
cannot be perceived as ‘new’ anymore, the dance scholar Muto Daisuke
argues that, ‘the movement of ordinary bodies reaches a point of culmi-
nation’ in the productions of chelfitsch.!! Thus, it comes to no surprise that
Okada’s theater first gained interest in the dance scene. One reason might
be his activities at ST Spot Yokohama — a center for contemporary dance
— during his early career. At the same time, his closeness to the world of
dance and his cooperation with some of its representatives might have
added to the development of the peculiar movement style of Okada’s
theater.'?

Since receiving the renowned Kishida Kunio Drama Award for Five
Days in March in 2005, Okada progressively gained popularity in Japan
and, following his invitation to the Belgian Kunsten Festival des Arts

® Okada first used this kind of language for the play Karera no kibo ni mihare (Be
Surprised with Their Hopes, 2001) (Okada and Soma 2010).
1% Okada 2005b.
T Muto 2009: 263 (German original; translation by the author). Mutd (ibid.)
names the following persons as Japanese trendsetters for dance choreogra-
phies based on every day movements: Ide Shigehiro (composer, dancer and
choreographer born in 1972; founder and leader of the dance troupe IDEVIAN
Crew), Yamada Un (composer, dancer and choreographer born in 1969, who
founded and leads the dance troupe Co. YAMADA Un) and Yanaihara Mikuni
(who is the first dancer and choreographer of the artist collective Nibroll). The
Performing Arts Network provides further information as well as an interview
with Ide Shigehiro (Ide and Ishii 2006).
This assumption is shared by Muto Daisuke (Muto 2009: 264). For example,
Okada was cooperating with the dancer and choreographer Tezuka Natsuko
(Okada and Okano 2005: 6) or the female duo Hoho Do (Muto 2009: 264). On
Tezuka Natsuko see the Performing Arts Network.
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(KFDA)" in 2007 to perform the same play, his overseas activities signifi-
cantly increased.' In the following year, the KFDA, the Wiener Festwo-
chen and the Festival D’ Automne in Paris commissioned Okada to write
anew play™ for the festivals. In 2006, he directed his play Enjoy'® - staging
the life of young people in an Internet café — at the New National Theatre
(Shin kokuritsu gekijo) in Tokyo. More than the innovative content of the
play, it is remarkable that ‘he brought a radically new style of theatre’” —
as Uchino Tadashi, a theater critic and scholar, describes Okada’s produc-
tions — to a renowned place like the New National Theatre. In 2008,
Okada directed Abe Kobos Tomodachi (Friends, 1967) in a production of
the Setagaya Public Theatre (Toky®). In his yearly review on contempo-
rary theater in Japan, Uchino Tadashi writes about this event:

Japanese mainstream theatre industry has not necessarily recog-
nized him as important yet but [...] his appearance at the Setagaya
Public may lead him to a wider acceptance and appreciation.'®

Unfortunately, Okada was refraining from staging this classic play of
modern Japanese theater in his characteristic style. After staging Dea
Lohers Tattoo (Titowierungen, 1992), his second production at the New
National Theatre in 2009, Okada signaled his intention to turn away from
cooperation with big public theater institutions. In a short essay pub-
lished in the theater journal Higeki kigeki (Tragedy and Comedy), Okada
explained that his own troupe chelfitsch provided him with better work-
ing conditions to realize experiments with new modes of expression on
stage.”

III. Hot PePPER, AIR CONDITIONER, AND THE FAREWELL SPEECH

Focusing on two recent plays, I will now analyze Okada’s way of dealing
with issues of individual and global crisis in contemporary Japanese

3 The Kunsten Festival des Arts is a festival for contemporary arts and is noted
for its avant-garde theater program as well. Beginning in 1994 it takes place in
Brussels in May every year.

* Okada and Soma 2010.

Freetime (Furitaimu) was published in the journal Shincho in the year of its debut

performance (Okada 2008). For a recording on DVD see chelfitsch / Okada

2008.

16 See Uchino 2007: 69. The text is published in Okada 2010c.

17" Uchino 2007: 69.

'8 Uchino 2009: 72.

1 Okada 2010a: 24.
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society and address the question of how and to what extent he expresses
social criticism on stage.

Hot Pepper, Air Conditioner, and the Farewell Speech (Hotto peppa, kiira,
soshite owakare no aisatsu, 2009) premiered in October 2009 at Hebbel
Theater Berlin and is a revised version of the dance piece Air Conditioner
(Kila, 2004).%° The play addresses processes of precarization of contempo-
rary working conditions and is divided into three scenes of 20-30 minutes
each that are mirrored by the tripartite title. Hot Pepper, the first scene,
shows a group of three nameless young office workers with limited
contracts who are planning a farewell dinner for their workmate Erika.
One of the characters is painstakingly searching for restaurants in Hot
Pepper, the coupon journal that gives the episode its name. His behavior
illustrates the absurdity of focusing on a question as banal as food in a
situation such as theirs. The food question is the dominant issue that is
addressed in form of soliloquies: Shall we have noodles, Chinese food, or
something different this time? In contrast, the actual problem — the per-
manent threat of unemployment — is mentioned only in passing. The
absurdity of the scene is emphasized by the redundancy of the characters’
speeches. Their words seem to be repeated in endless loops. The scene is
further loaded with atmosphere by music of John Cage. Okada’s charac-
ters have given in to the hopelessness of their situation and do not take
any action for improvement. Instead, in an attempt to keep up the illusion
of ‘normalcy’ in times of ongoing crisis, they systematically repress their
cheerless reality. Hot Pepper ends with black humor, when the characters,
one after another, announce their culinary favorites to provide some help
for organizing their own farewell dinner.

The second scene, Air Conditioner, is a kind of interlude. Two perma-
nently employed office workers, a nameless man and a woman, appear
on stage. The man announces the performance of the scene, introduces
the woman as Makiko and assumes his role. While he is complaining
about common TV shows and the topics they cover, Makiko talks about
being bothered by the low temperatures caused by the air-conditioner in
her office. They completely fail to effectively communicate with each
other. Instead, similarly to Hot Pepper, the speech acts are delivered in
monologues that are repeated in endless loops. Both characters almost
exclusively react with interjections (aizuchi) that briefly affirm the banal
statements of the other without responding or adding new aspects to the

2 The Japanese text, Hotto peppa, kiird, soshite owakare no aisatsu, is published in
Okada 2010b. For a DVD-recording of Kiild see chelfitsch / Okada 2007. I would
like to thank Hebbel Theater Berlin for providing me with DVD material of the
rehearsals to the 2009 performance for private use (chelfitsch / Okada 2009).
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argument. Thus, they do not succeed in approaching each other and the
few clumsy attempts expressed by gestures, such as a short moment of
body contact or the hesitant waving of a hand, are doomed to fail as well.
The dynamic and dance-like character of Air Conditioner becomes even
more apparent when compared to the other two scenes of the play. Songs
of the Indie bands Tortoise and Stereolab add to the emerging sense of
rhythm in language and movement, which even accelerates to the end of
the scene. Although Okada’s play shows permanently employed office
workers and people with limited contracts in two succeeding scenes,
there is no comparison of one group with the other and he does not draw
a positive image of the advantages of life-long employment. The play,
rather, shows that young people are incapable to communicate with each
other independent to their social surroundings. The movements of their
bodies reveal their neurotic state of mind. Permanently and precariously
employed office workers are not presented as competitors but as similar-
ly aggrieved by the impact of the inhuman working and living conditions
in contemporary Japanese society.

The third scene, The Farewell Speech, shows Erika’s last day before
losing her job, which is euphemistically referred to as sotsugyo (gradua-
tion). Thus, the first and the last scene directly relate to each other and
effectively ‘frame’ the play. Erika starts her farewell speech as expected:
she politely thanks her workmates for the pleasant atmosphere at work
and talks gratefully about the interesting job she had been doing during
the last two years. Her talk finishes in a similarly thankful mood. Howev-
er, in the central part, Erika gives a detailed description of her encounter
with a dying cicada that morning. Her staccato movements seem to
mirror the agony of the animal. The absurdity of this scene is stressed by
language and movement patterns characteristic of Okada’s theater. At the
same time, the image of a cicada chirping in late summer when it is
doomed to die soon mirrors Erika’s situation. Her helpless fidgeting that
accompanies her words seems like a brief outbreak of her carefully con-
cealed emotions. Her endeavor to stick to her daily routine even on her
last day on the job has something therapeutic. Songs of John Coltrane add
to the dramatic effect of the scene, which ends with the lapidary remark
of one of Erika’s workmates: they all will follow in her footsteps soon.

Hot Pepper, Air Conditioner, and the Farewell Speech is a dynamic mix of
dance and theater. Critics in Berlin enthusiastically welcomed the play as
a ‘great choreography.””! The play does not address the problem of pre-
carious employment conditions directly, but diverts the attention of spec-
tators from its focal point until it finally becomes apparent as a blank. The

2l Wildermann 2009. See also Meierhenrich 2009.
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play shows people who have surrendered to the inevitable, instead of
taking action against what troubles them. In their desperation, they adopt
an absurd carefree attitude, and occupy themselves with keeping up the
routines of everyday live. At the same time, their incapability to commu-
nicate prevents Okada’s characters from showing solidarity. Yet their
bodies reveal what their words are hiding: their movements and gestures
come across as a helpless flounder that embodies the desperation and
hopelessness of the characters. Okada’s production demonstrates the
inhumanity of late capitalist society that can be observed outside Japan as
well.

IV. Five DAYs IN MARCH

According to Uchino Tadashi, Five Days in March (Sangatsu no itsukakan)
is the most important theater production of the year 2004.> Winning the
renowned Kishida Kunio Drama Award, Five Days in March marks a
turning point in the career of Okada Toshiki and his troupe chelfitsch. By
March 2010, the play had been performed approximately eighty times
in Japan and abroad,? for instance at the Berlin Hebbel Theater in
December 2008. Five Days in March shows a couple of young people and
their lives in Shibuya, a fashionable district in the center of Tokyo,
during the outbreak of the Iraq war in March 2003. The story focuses on
Yukki and Minobe, who spend five days together in a love hotel. Thus,
the title refers to the private affair and the global event as well. Both
protagonists belong to the so-called freeter, young people aged between
fifteen and thirty-four years of age who work only temporary or part-
time jobs.** As in Five Days in March, freeter often appear in Okada’s
plays even though their precarious working conditions are not central
to all of these plays. Okada seems to point to the fact that, in recent
years, working on fixed-term contracts has become quite common
among young people. Yukki and Minobe, the freeter in Five Days in

22 Uchino 2005: 75. The libretto is printed in Okada 2005a. For a recording on
DVD see chelfitsch / Okada 2006.

% Okada and Soma 2010.

2 Somucho tokeikyoku 1992. The term combines the English word free with
"Arbeiter,” the German word for worker. Freeter first emerged during the years
of rapid economic growth in the late 1980s. Many of them consciously choose
this way of life. Today about 50% strive in vain for permanent employment
(Kosugi 2002 has the details). For a comparison of the contemporary situation
of freeter in Japan with that of German youth at the beginning of their working
life see Hommerich 2009.
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March, live on a small income and thus can only afford a short stay in a
love hotel in Shibuya. The first three days they are absorbed in their
sexual relationship without having any contact with the outside world.
It is not until they leave the hotel to buy condoms that they come across
an anti-war-demonstration and realize the global political event that has
taken place.

Okada confronts this simple story with a complex narrative structure:
What happens to Minobe and Yukki is presented several times from the
various perspectives of other people the two come across or interact with
during these five days. Besides Minobe and Yukki, the following charac-
ters appear: Minobe’s friend Azuma — with whom he spends the evening
when he first meets Yukki — and Miffy, who has a date with Azuma at the
same spot where the two guys meet. In addition, two participants of the
anti-war-demonstration Minobe and Yukki come across when leaving the
hotel appear on stage. The actors change between the roles of narrator, to
that of one of the characters retelling the events from her or his perspec-
tive, to finally re-acting them. They switch between roles without prior
notice or even shifting their position on stage. The fact that the same
character is represented by various actors, who also act as different
characters the next time they appear on stage, adds to the complexity of
the performance. The distinction between narration and display, presen-
tation and representation becomes blurred. Besides this, actors also step
out of the character to give notice of the beginning break or to announce
the presentation of a certain event in the next scene. To a considerably
lesser degree, Okada employs a similar style of representation in Hot
Pepper, Air Conditioner, and the Farewell Speech. However, in Five Days in
March he systematically explores a style of acting that examines the
dialectics of living by showing the events on stage from various perspec-
tives. In his attempt to break the illusion of theater, Okada’s work is
reminiscent of Bertolt Brecht.”

In terms of equipment, Okada employs minimal theater, refraining
from using any props or stage design. From time to time, fields of color
are projected on the background of the stage. In contrast to Hot Pepper, Air
Conditioner, and the Farewell Speech, in Five days in March music does not
play a crucial role. In both plays, Okada uses the common language and
movement patterns of urban youth, but in Five days in March they do not

% When indicating the influence of Brecht’s writings on his own theater Okada
refers to his Kann die heutige Welt durch Theater wiedergegeben werden? (Can the
world of today be represented on a stage? Brecht 1993 [1955/56]). In this essay
Brecht argues that the world can only be represented on stage if it is regarded
as transformable (Okada and Okano 2005: 2).
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develop the rhythmical dance-like dynamic observed in the play previ-
ously analyzed.

Although the outbreak of the Iraq war is mentioned in Five Days in
March in almost all of the ten scenes, it is never addressed directly or even
criticized. Minobe, for instance, is fascinated by the idea that his love
affair is chronologically connected to a global event. For Yukki, Tokyo
gains a new atmosphere by the anti-war-demonstration. The Shibuya,
once familiar to her, now looks like a city in a foreign country and she
feels like a visiting tourist. Even the two participants in the anti-war
demonstration who appear on stage do not seem politically involved. Not
only do they walk at the very end of the protest march but their conver-
sation exclusively deals with questions of everyday-life. However, Okada
does not blame them for their lack of interest. He only shows their
distance to the global events. Nevertheless, Five Days in March can be
perceived as an anti-war play and Okada argues:

I was thinking that I wanted to say something about war, for
example I feel that committing ourselves to anti-war movements
doesn’t seem to fit us. Still we do have some feelings. We have this
attitude that involves concern with some degree of distance, but it
is not that we are not concerned. That is the idea I wanted to show,
involving that distance. Some people see this as a work showing
young people who have no concern at all about the war and are
only interested in sex, but I personally think of that as a firm anti-
war play.”®

Similar to Okada’s handling of the problem of precarious working con-
ditions in Hot Pepper, Air Conditioner, And the Farewell Speech, in Five Days
in March the topic of the Iraq war becomes apparent as an event that is
left out of the narrative, thus its absence becomes blatantly obvious to
everyone. In both plays, Okada addresses up-to-date problems without
directly criticizing them or even pointing out possible solutions. Accord-
ing to Uchino Tadashi, Five Days in March is the only Japanese play that
successfully brings the global situation of the ‘normalcy’ of war, on
stage:

In other words, Okada is not only interested in formal experiment,
but in mapping what kind of social, psychological and physical
relationship “we’ are living and are forced to be living, at the time of
world crisis, using a simple story and a complex narrative structure.

% Okada and Okano 2005.
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The work was impressive in its rigorous measuring of the distance
between Japan as closure and the world.?”

V. CoNCLUSION

The lethargy and hopelessness of young urban youth, as well as the
inhumanity of Japanese society, are frequent topics of Okada’s theater.
While Hot Pepper, Air Conditioner, and the Farewell Speech focuses on pre-
carious working conditions, Five Days in March skillfully combines the
depiction of private and global crises. The first stimulates the interest of
audience and critics with a dance-like dynamic, while the second fasci-
nates with a complex narrative structure. Although Okada develops his
social criticism in a specifically Japanese context, he raises common issues
of current globalization trends that are comprehensible outside Japan as
his growing international success demonstrates. The widening social gap
is also the central topic of Who Knows We Are Not Injured like the Others?
(Watashitachi wa mukizu na betsujin de aru no ka?),”® the play which fol-
lowed Hot Pepper, Air Conditioner, and the Farewell Speech in 2010. This
time, Okada focuses on the problem from the opposite direction: the
seeming ‘winners’ of recent societal developments. Compared to the
plays analyzed here, the plot is reduced even further. Okada presents an
exceedingly minimal and quiet theater. His ongoing experiments with the
modes of expression, characteristic of his theater, makes one wonder
what the future will bring from Okada Toshiki.
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DEFORMATION AND DESTRUCTION

MaTtsuo Suzukr’s END oF THE WORLD

Eike GROSSMANN

I. INTRODUCTION

In 2002, probably still deeply mindful of the September 11 attacks, the
theater researcher and critic Uchino Tadashi claims that contemporary
Japanese theater has lost its actuality and social meaning. For him this loss
is strongly connected to the detachment of culture and theater from soci-
ety during the post-war economic miracle. Uchino states that most pro-
ductions create a self-centered ‘Japanese world’ by thinking and acting
exclusively local. He claims that the trend to concentrate solely on so-
called Japanese topics, which he recognizes in the all-embracing label ‘J,
such as in J-bungaku (Japanese literature), J-pop (Japanese pop music), and
now in J-engeki (Japanese theater), is especially noticeable since the 1980s.!

Uchino’s pessimistic view of theater is stressed even stronger, when he
connects a second meaning to the ‘nationalistic ].” Assuming that, in an
era of rapid and then stagnating economic growth an audience only
interested in entertainment emerged, he argues that contemporary the-
ater experienced a strong tendency of ‘junk-ification.”? Thus the ‘J’ in J-
theater can be also interpreted as junk and describes a theater that is less
defined by its contents but rather by its mostly unconventional perfor-
mance styles. Vulgar farces, absurd nonsense performed in rapid speed
remind more of Japanese stand-up comedians than of so-called serious
theater.

Since the turn of the century, J-theater, be it in its meaning of Japanese
or junk theater, has turned into a label connected to various contempo-
rary theater troupes. Sakate Y0ji's (*1962) and Noda Hideki’s (*1955)
productions take up topics such as worldwide political and social events
and thus seem to fit in the context of what Uchino prefers to call theatri-
cal and global contemporaneity or just ‘think local act global’-troupes.*

1 Uchino 2002: 80-1.

2 Ibid.: 81.

3 Nishid6 2006: 492-3.
* Uchino 2002: 81.
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Other troupes such as Kerarino Sandorowitchi (*1963) and his company
Nairon 100°C, Miura Daisuke (*1975) with Potsudoru, or Okada Toshiki
(*1973) with chelfitsch, are considered as J(unk)-theater in its purest
form.®

Nevertheless, as Barbara Geilhorn shows in her paper on Okada To-
shiki’s productions, the above-outlined distinction between Japanese and
junk, social impact and mere entertainment is too strict to actually grasp
the critical implications of contemporary theatrical productions. In my
opinion the positive international reception of Okada’s work is no excep-
tion to the Japanese theater scene. There are other playwrights and
troupes whose performances own a distinctive contemporaneity that can
reach beyond a mere Japanese audience even though the performance
style might aim at an audience familiar with Japanese language, culture
and performance traditions.

The productions of Matsuo Suzuki (*1962) and his theater company
Otona keikaku (Grown-up plan), for example, belong to the high-speed,
nonsensical-comedic category of work, but the contents of his plays
mostly deal with topics that are of concern in many industrial societies.
These include topics such as discrimination, gender equality, unemploy-
ment and, especially relevant to Japan, the theme of natural and man-
made disasters. In an attempt to prove that Uchino’s harsh critique should
be at least softened, I will show how Matsuo and his troupe put these
concrete events and critical topics on stage. For this I choose Erosu no hate
(The End of Eros, 2001). Although performed in 2001 the play nurtures an
especially distinctive feeling of actuality and anxiety after the triple catas-
trophe — earthquake, tsunami, and nuclear disaster — that hit northeastern
Japan on 3 March 2011.

II. MAaTsuo Suzuki AND OTONA KEIKAKU — A SHORT INTRODUCTION

Matsuo Suzuki and the work of Otona keikaku are often positioned be-
tween Okada Toshiki’s so-called real stagings of omission and Sakate
Y0ji's socially critical productions. Without exaggeration it can be said
that Matsuo’s productions are — more than others — located in the center
of a society shaped by a consumer culture. His unpredictable and
seemingly unsubstantial performances are considered as symptomatic
for an indecisive, wavering consumer society. As the theater researcher

® For a ‘mapping’ of troupes belonging to J-theater and their different styles and
topics see Uchino 2005.

265



Eike GROSSMANN

and critic Nishido Kojin claims, ‘in Matsuo’s productions political and
critical messages turn into meaningless farces.”®

Matsuo defends this stance when he declares that every expression, no
matter how radical it might be, disappears ineffectively and without a
trace when confronted with an audience that only longs for pure enter-
tainment.” But with his absurd and satiric performances, Matsuo, al-
though being described as apolitical and noncritical, manages almost
unrecognizable but well directed criticisms of the problems and worries
of society. His plays deal with excessive discrimination and violence in
their various social manifestations. Matsuo uncompromisingly brings
social taboos or, as Nishido claims, the ‘suppressed and depressing reali-
ty of life’ to the theater stage. Nevertheless, the theater critic Senda
Akihiko argues that although the characters in Matsuo’s productions are
described in a realistic way filled with cold and calm humor, there is
always a certain lyricism in the description of their hopelessness. A fact
that together with Matsuo’s ‘chaotic energy’ leads Senda to a comparison
with Noda Hideki, claiming that both artists are the exceptional talents of
their generation.’

Matsuo does not restrict himself to the theater stage. Considering his
omnipresence in Japanese media since the 1990s he appears as a prolific
all-rounder, who turns everything and every place into his stage."
Since 1988 Matsuo is, together with Otona keikaku, considerably success-
ful. He received recognition as an actor, writer, manga illustrator, and
film director. His production Fanki (Funky, 1996), for example, was
given the famous Kishida Kunio Drama Award. His movie Koi no mon
(Otakus in Love) made it on the selection list of the Venice Film Festival
in 2004, the movie Tokyo tawa — okan to boku to, tokidoki, oton (Tokyo
Tower — mom, myself, and sometimes dad, 2007) for which Matsuo was
screenwriter, won the Japanese Academy Award in the category
‘Screenplay of the year.” His novel Kuwaietto riimu ni yokoso (Welcome to
the Quiet Room, 2005) was on the short list of the renown Akutagawa
Literary Award in 2006 and in 2007 adapted into a movie. His recent
novel entitled Rojin tobaku (Old Men’s Gambling, 2010) was also nomi-
nated for the Akutagawa Award and a manga version by Sugimura
Shin’ichi was just published in 2011-2012.

® Nishido 2006: 493. Unless otherwise specified, translations of Japanese texts are
by the author.

7 Kanisawa 2004: 102.

® Nishido 2006: 492.

° Senda 2003: 80-1.

' Nishidd 2006: 493.
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The return of a celebrity cult around single theater actors, producers
or writers, which was last observed during the 1960s, is also regarded as
an important characteristic of J-theater.!' Although performances of
Sakate and Noda do reach a large audience, there is no distinctive fixation
of the media on single members of their companies. Otona keikaku on the
other hand is far more than a theater company and can be simultaneously
considered an artist agency. The members of Otona keikaku are not only
active in productions of Matsuo Suzuki but also individually appear on
television or in movies. Thus, the star-studded composition of the
company is impressive. Next to Matsuo Suzuki there is for example Kudo
Kankuro (*1970), actor and director, who wrote the screenplay and direct-
ed Kaneshiro Kazuki’s Go (2001), and wrote the screenplay to Murakami
Ryt’s 69 (2004), both internationally acclaimed movies. The charismatic
actor Abe Sadao (*1970), whose movie Nakumon ka (No more cry, 2009),
which screenplay was also written by Kudo, even played in movie
theaters in Germany the same year and is regularly cast in television
dramas also belongs to Otona keikaku.

III. THE PROTAGONISTS OF MATSUO’S PRODUCTIONS

Many of Matsuo’s productions have generated public controversy. Ma-
tsuo, who is also described as the most aggressive dramatist of the 1990s,
often creates a theater world that aims to tantalize the audience with
scenes of nightmarish reality, the effect of which is softened by comically
weak protagonists.'? Being located between manga and anime his absurd
plays develop into serious tragedies enriched with scariness infused with
black humor. At the end the audience is left with a ‘reset’ at best, mostly
it is just ‘game over.” In connecting several plots and time-lines as well as
in using science fiction elements, Matsuo’s plays sometimes seem like the
surreal productions of Angura theater in the 1960s, especially those of
Kara Juro (*1940). In this sense it seems conveniently logical that Matsuo
himself points out the influence of Kurt Vonnegut’s black comedies and
satires on his own work.'®

His productions are displaying characters that are unreasonably,
wretched and stupidly running towards catastrophe. Matsuo comments
that

 Tbid.
12 Matsuoka 2003: 24.
13 Matsuo and Sandorowitchi 2003: 43.
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in order to be mentally healthy it is important to perceive the reality
of the world. As soon as one decides to do so darkness naturally
appears; a darkness, which one can and should not avoid."

Thus, reality is staged in unmitigated cruelness and the morality of the
audience is attacked. Or as the writer and director Takeuchi Jaichiro
states, the exaggeration of Matsuo’s staging takes theater to the point,
where it stops being theater. The endless repetition and meaninglessness
of movements, actions and speech, while being polemical, negative, judg-
mental, and discriminative, foster a feeling of shame and disgust in the
audience.”” The protagonists in Erosu no hate, for example, find them-
selves in a primitive state of desire. They are possessed by a consuming
frenzy and sudden uncontrolled outbursts of violence. In the play every
taboo is broken and the audience is confronted with incest, drug addic-
tion, suicide, murder, cannibalism, self-harm, in short with every facet of
self-destruction. The situation of all protagonists seems desperately
hopeless and there is no salvation. The last resort for the audience, when
facing these tragic facts is the escape into thunderous laughter, which
resembles a means to distract others and oneself from the feeling of
helplessness.'®

IV. THE END OF EROS OR THE END OF THE WORLD?

Matsuo describes Erosu no hate as a story closer to being a novel than a
play and considers it as an aesthetic experiment in ‘real-time science
fiction."” The play is filled with an unsettling darkness and describes a
degenerated society, which is not able to observe reality any more. The
momentary present and the satisfaction of one’s own needs are seen as the
only truth, with self-destruction as the actual aim of life. This anxiety is
more visible in the print version of the play rather than in the actual
production, where the fast and fragmented dramaturgy makes it almost
impossible for the audience to realize the real action on stage. The absur-
dity of wordplays supports the entertaining atmosphere just enough to
let the audience have a glimpse of the tragedy.

The main protagonist Saigo (‘The last,” played by Abe Sadao) was, as
his name already implies, supposed to be the last of his kind. Born in 1999

—_
'y

Kanisawa 2004: 102.

5 Takeuchi 2003: 22-3.

6 Uchino 2004: 79; Kanisawa 2004: 98-100.
7 Matsuo and Sandorowitchi 2003: 43.
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in a whirlpool of a brothel, Saigo is left behind by his disappointed
mother Natsuko, a believer in Nostradamus, who expected the apoca-
lypse at the turn of the century. Now in 2019 he prepares for a job
interview with his best friend Oyamada-kun (played by Kudo Kankuro).
At first sight the two are seemingly normal adolescents, although they
appear slightly eccentric and hyperactive. But their appearances are de-
ceiving and the degenerated society in 2019 rapidly approaches the end
of the world.

Sexual intercourse for reproduction has become a relic of the twentieth
century and children are exclusively created in vitro. A group of women
decides to fight this new regime and forms a terrorist-like group called
supermd doraggon (sperm dragon) raping men to sell their semen on the
black market. Besides HIV a new aggressive and generally terminal
sexual disease called purada (Prada) is taking the lives of thousands of
people. An anesthetic drug that not only numbs the body but also gives a
rush of happiness and highness when pain is inflicted is also popular
especially in S&M practices, thus, causing innumerable deaths as well.
Companies recruit new employees using disreputable interview tech-
niques and so-called sarariman (white-collar workers) in their Armani
suits arrogantly present themselves as the essence of Japanese society,
considering other people as randomly replaceable junk. The chances for
a woman in her thirties to be chosen by an employer are less than ten
percent, and — if a graduate from a public university — close to zero.
People state that possessing a higher IQ lessens one’s value for society. To
become a successful member of society the pressure of blending in forces
people to attend character-regulating seminars (jinkaku kaizo semind).
These draw their potential customers from marginal groups and promise
to enable their participants to ‘go mainstream and to escape discrimina-
tion,” even advertising that it is possible to ‘stop being homosexual” and
become a ‘normal sarariman.’ Finally, we meet Saigo in his apartment,
which has a ‘marvelous panorama view’ on Tokyo’s first nuclear power
plant.'®

This is the disastrous world of Saigo and his friend Oyamada who are
surrounded almost exclusively by disenchanted and damaged people.
Without exaggeration it is possible to describe their world as a human
pandemonium. Saigo is obsessed with his mother and a need to claim
motherly substitutes. In the process of his birth-mother abandoning him,
he gained three new mothers. His ‘first mother’ (ichibanme no haha) is
Mineko, at the same time biological mother of Oyamada. Heavily trauma-
tized by giving birth to Oyamada she not only realizes that she is lesbian

18 Matsuo 2001: 85; 113-22.
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at the moment he is born but also decides on a gender reassignment. In
2019 she is still struggling with her use of male language and constantly
lives with the feeling of not being a ‘real man.” Thus in order to support
her manly feelings she wants to be called ‘tochan’ (dad) from now on."

Saigo’s ‘second mother’ (nibanme no haha), Haru, is a prostitute addicted
to piercings and the “third mother” (sanbanme no haha), Azami, a prostitute
addicted to tattoos, which are already covering her face completely. Both
of them are caricaturing an obsession with beauty and beauty operations.
Haru, the pierced one, is a follower of a new trend of amputating body
parts, and she begins with her fingers. Azumi, the tattooed one, is a
follower of the contrary trend of adding body parts. Naturally both of
them are forming a symbiotic team with Haru amputating her body parts
and Azumi transplanting them onto her body. However, they are facing
the problem of the newly transplanted body parts that do not regain their
function, which fosters their urge to become one person, a new synthesis
of their respective body parts. Thus the three mother’s favorite phrase is:
a mother that decreases, a mother that increases, and a mother that turns
into a father,” leaving Saigo without a mother again.

The description of the three women generates an atmosphere of ran-
dom replacement of human bodies and body parts, which finally results
in the creation of a man-machine. One can say that in Erosu no hate bodies
are objects of social disciplining, which leads to a disappearance and
rediscovery of the body.21 At first, the attempt to alter the body and even
merge bodies in order to create a new society appears successful. Natu-
rally artificial bodies present an imagined state of perfection and whole-
ness. Haru and Azami, who both fall in love with Semimaru, a man
bound to a wheelchair, decide that the only way to save their friendship
is the fact that not only their minds, but also their bodies become one.
Connecting their bodies for a short period and turning into Hazami
(Ha[ru]-[A]zami) triggers a feeling of contentment with their new self
after wandering around aimlessly for so long.”> However, this peaceful
state does not last long and soon it becomes obvious that this new society
of symbiotic cyborgs dismantles the energy of humans and forces the
individual to disappear.?

The fractionized and stitched together cyborg bodies of Haru and
Azami thus symbolize a dysfunctional and disrupted society. Their body

¥ Ibid.: 87-8.

2 Tbid.: 88-9.

2l Bannasch and Butzer 2007: 1-2.
22 Matsuo 2001: 128-30.

Compare Haraway 1991: 150.
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fragments represent parts of the community/society which torn apart are
no longer fully functional.®* The body of the individual turns into a
commodified object and both women end up as a hybrid monstrous
unity. It is noteworthy that their new name Hazami already implies the
failure of the experiment since hazami in Japanese actually means scissors,
the opposite of what the stitched together Haru and Azumi now repre-
sent. Thus Hazami’s body emerges from a successive, experimental, but
also planned ritual self-destruction. ‘She” celebrates the artistic fragmen-
tation like a spectacle that aims at the creation of a ‘new’ body. Neverthe-
less, the experiment is doomed and Hazami finally realizes the emptiness
and meaninglessness of her physical and mental symbiosis. With one
body but two heads the mouths are only able to speak in a tinny duet.
Shortly before the world explodes Hazami begs Oyamada to cut her in
two with a chainsaw.”

The realization that cyborg-humans are not able to gain happiness
seems to show only one solution, which is a complete refusal of society.
Kadokawa, another friend of Saigo, for example, decides that the last
consequence is the amputation of his own genitals. This act triggers a cult
declaring that genitals are religious relics, since Kadokawa is known as
the genius of his times, who invented the aforementioned anesthetic used
in S&M practices. It is Saigo, who amputates Kadokawa’s genitals with a
cutter knife and thus comes into the possession of the relic.?® The ampu-
tation of Kadokawa’s genitals and then storing them in a tight-fitting glass
bottle is a reminder of relic cults in which body fragments are of highest
sacred meaning and can be considered as what Hartmut Bohme calls
‘profane form of idolatry.”” However in Erosu no hate the cult is driven
even further, and Saigo decides to take the last step of disembowelment.
He exchanges his genitals with Kadokawa’s, believing that the two of
them reached a new stage of mutual understanding with their body parts
amputated to each other.?®

Saigo now appears in what he considers to be a perfected form and
postulates lifelong abstinence. Women in comparison replace their geni-
tals with artificial plugs, which can be transplanted anywhere onto the
body. This still enables sexual intercourse but at the same time works as a
natural contraceptive and prevents a continuity of humankind. In the end
each individual refuses to participate in society and even those who are

2 Opel 2001: 391.

% Matsuo 2001: 131.
% Tbid.: 101-2.

27 Béhme 2001: 229.

2 Matsuo 2001: 101-2.
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upgraded with technical organs become machines that contradict the
survival of the human kind and eventually destroy the world.

The plug of Saigo’s biological mother Natsuko, whom he falls in love
with, is filled with nitroglycerin, which is supposed to explode at the
moment of her first and only orgasm — her final climax. This image is
connected to the nuclear plant in Tokyo, as it turns out that Kadokawa,
Saigo, Oyamada, and Natsuko are part of a conspiracy to destroy the
world by causing a nuclear catastrophe. After the kidnapping of Semi-
maru, the police expect a terrorist attack, especially when they see Oya-
mada, who is infected with purada, with a chainsaw on the roof of the
building trying to cut apart Hazami. While everyone is distracted Saigo,
Oyamada’s mother Mineko, and her girlfriend Jun ride on bicycles fixed
on a stand next to Tokyo’s nuclear plant, creating their very own electrical
power. The energy the bicycles create is transferred directly to the plug of
Saigo’s mother, who has boarded a plane that will pass by the plant.
Shortly after her exclamation: ‘Now it will begin, from here everything
will begin,” the plane explodes and crashes into the nuclear plant leading
to Tokyo exploding. The final scene shows the survivors of the nuclear
conflation: bound together in incestuous love, we see the boy Imao and
the girl Mune, the disturbed and neglected children of the symbiotic
Hazami. They are her children who were conceived when she was raped
by an uncountable number of men.”

V. CONCLUSION

Matsuo Suzuki’s Erosu no hate displays a society at the edge of its exis-
tence. Every aspect of human life is brutalized and infiltrated by darkness
and meaninglessness. Every person in the play experiences the sarcasm
of contemporary society, which is obsessed with outer appearances and
success. Even those who display themselves as the core of society, the
sararimen who only believe in tomorrow, finally realize their replaceabili-
ty.

Naturally the body is attached with a central meaning in the play. To
describe Erosu no hate one can thus rely on Helga Finter, who claims that
the stage becomes a cult place for bodies, where the complexity of social
body and identity concepts is scenically presented.** The body turns into
a caricature and the obsession with beauty and bodily health is exposed.
Thus the body looses its individuality and turns into a commodity, a

2 Tbid.: 128-30; 139-40.
30 Finter 1996: 15.
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sexual object, a birthing or reproduction machine.’> However, the auto
aggressive, masochistic behavior destroys and demystifies all bodies that
appear on stage. They turn into objects of their own desires, proving that
there is no intact unity of the body, no way of being whole. Cyborgs that
appear as hybrids between machines and humans first appear to be able
to blur the difference between the two forms of existence.

With their bodies destroyed and their mental and emotional state
disabled the protagonists of the play are in search for happiness and love.
Their quest leads them to form units, claiming that their individual
existence can only be perfected by another being. However, this symbiotic
existence also fosters or even accelerates the downfall of society. This is
most obvious in the Haru-Azami combination with the creation of
Hazami. It is also evident in the friendship of Saigo and Oyamada, who
spend their days playing what they call ‘slave games,” where the looser
becomes the slave of the winner until they start the next game.* They
finally decide to destroy themselves and the world they know.

The problems of this fictional society are indeed not limited exclusive-
ly to Japan. Unemployment and inhuman working conditions are not
restricted to one country alone. Neither are discussions on sexuality and
gender. The beauty craze rather seems to be a prominent topic in most
modern societies. The international contemporaneity of Erosu no hate, as
demanded by Uchino for theater in general, becomes obvious in the
staged plane crash. In these scenes Matsuo, although avoiding direct
references, plays with the images of the terrorist attacks of September 11.
Instead of a (political) judgment Erosu no hate represents a societal fear,
which is hard to grasp and rather shows the sensitivity with which
society reacts to real or even imagined threats.

The society of 2019 with its people living vis-a-vis a nuclear plant and
celebrating the magnificent view from their homes appears as a complete
absurdity in the play. After the triple catastrophe in March 2011, when
Japan actually faced a nuclear incident that shook society in its founda-
tions and led to a reconsideration of the usage of atomic energy in most
industrial countries, Erosu no hate definitely deserves to be reconsidered.

31 A similar interpretation is given by Véronique Liard in her analysis of the body
in Elfriede Jelinek’s theater (2008: 85).
%2 Matsuo 2001: 93.
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ART TOWER MITO

A CuLturAL FaciLity CONCEPT OFF THE BEATEN TRACK
IN JAPAN

Annegret BERGMANN

I. INTRODUCTION

During the course of uniform modernization, coupled with the gradual
collapse of local communities following migration to the metropolitan
centers, cultural activities in regional communities in Japan vanished
considerably. Local culture often became the focal point of tourism or was
merely protected as a cultural asset. As Hirata Oriza advocates in his
Geijutsu rikkokuron (Theory of making Japan into an art nation), artists
ensure a pluralistic society, not only in cultural centers, but also through-
out the surrounding regions. Thus, promotion of cultural activities in
local communities is an important duty of the local governments in
Japan.! This essay deals with regional cultural facilities in Japan, focusing
on Art Tower Mito (ATM, Mito geijutsukan) as a unique example. The
success of Art Tower Mito can be largely attributed to a pair of innova-
tions. This venue introduced the system of placing an art director in
charge of productions, while the responsibility for running the facility
was taken on by an art foundation; a trend that became mainstream only
at the end of the 1990s. The ACM Theater of the Art Tower Mito was also
the first public theater in Japan to employ a resident theater company.
This theater company has managed numerous long-term program series
and produces a wide range of plays, and therefore is not dependent upon
renting the facility out in order to ensure financial stability.

The article provides an introduction to the establishment of modern
Japanese cultural policy and the historical development of cultural halls.
Relevant changes in the theater following the development of Art Tower
Mito are also reviewed. An examination of the Acting Company Mito
(ACM) provides an illustration of a new cultural hall concept that was
implemented ‘off the beaten track’” when the facility opened in March
1990.

1 Hirata 2001: 39-43.
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II. CuLTtUrRAL PoLicY DEVELOPMENT

There has always been a distinction between the culture of the center — or
capital — of Japan and that of outlying regions. Ninety percent of all
theater companies are located in Tokyo and sixty to seventy percent of all
theater performances are given there.? The center of cultural life in Japan
has always been found in the capital. Only the Edo period (1600-1867)
saw the development of three main cultural centers: Kyoto, Osaka and
Edo, with Nagasaki also playing a significant role as a window to foreign
culture. Modernization and westernization during the Meiji period
(1868-1912) again concentrated cultural activities in the capital, Toky®o; a
situation that remains unchanged. Awareness of the distinction between
central and regional culture is accompanied by general acceptance of the
first as standard setting and superior.?

Cultural policy in Japan has historically been part of educational
policy. In the new constitution after World War II, Japan declared itself a
‘cultural country” and an Art Division was set up within the Social
Education Department of the Ministry of Education. Soon after the war,
reconstruction, the development of social infrastructure and the promo-
tion of industry were given priority over the promotion of arts and
culture. The adoption of the Law for the Protection of Cultural Policies in
1950 fixed the concept and definition of tangible and intangible cultural
properties and their protection, which was the main focus of cultural
administration until the founding of the Agency for Cultural Affairs
(ACA)in 1968. ACA was formed in a merger of the Cultural Bureau of the
Ministry of Education and the Cultural Properties Protection Commis-
sion. It is positioned as an extra-ministerial bureau of the Ministry of
Education and still has no separate minister. Until the 1980s, the protec-
tion of cultural properties was the primary policy of ACA.*

In the 1970s, the first cultural administration boom occurred, not in the
central cultural administration, but on the local government level. In
1978, the governor of Kanagawa prefecture proclaimed the ‘era of the
region’ (chiho no jidai). It became a catchphrase used to focus administra-
tive attention on regional culture and autonomy, with an aim to improve
the quality of life through cultural activities.’

During the 1980s, the long-standing attitude that worthy cultural
activities were to be found only in the capital gradually changed, result-

2 Satd 2006: 141.
3 Neki 2007: 47.
4 Neki et al. 1996: 27.
5 Neki 2007: 48.
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ing in the promotion and encouragement of independent and individual
cultural identities in regions outside the capital. This new trend was
meant to overcome the gap between central and regional cultures.
Against this background, policies of the Agency for Cultural Affairs
(ACA) included ‘expanding top class culture’, as well as ‘expanding and
increasing the basis of cultural activities’® in regions throughout the
country.

Local governments began to include amenities, environmental issues
and town planning considerations when developing their cultural policy.
Town development (machizukuri) and regional development (chihozukuri)
became the focus of local governments. Their belief in the power of
culture led to investment in public cultural facilities and/or to the preser-
vation of cultural heritage not only in order to foster tourism, but also to
stimulate local production and boost the local economy.”

In 1980, Prime Minister Ohira Masayoshi (1910-1980) established the
Policy Study Council. Under the aegis of this council, the “era of culture’
(bunka no jidai) was proclaimed and the groundwork for cultural policy to
be implemented by the central and local governments was laid. The idea
that cultural issues should be made separate from educational policies
was also raised and had considerable influence on the cultural adminis-
trations of local governments.® The concept of city development through
culture was also promoted, with the intention that local governments
should not only engage in administrative services, but also provide high-
quality cultural services to help foster the development of creative cities.
These aims resulted in the establishment of public cultural facilities as
creation-oriented institutions with programs administered by a profes-
sional artistic staff. Local governments endeavored to use original ap-
proaches in order to encourage the revitalization of regional culture.
Interest in the possibilities offered by unique local facilities led to the
development of characteristic cultural policies. The regional culture bud-
get increased from 204 billion yen in 1983 to 820 billion yen in 1993°, while
national spending on culture increased only moderately. The number of
public cultural halls in the countryside increased from 520 in 1975 to 1,870
in 1996 with financial support from municipalities and other entities.

The end of the 1980s could be considered a second period of increased
interest in cultural administration within local government. In the wake
of this new attitude toward regional cultural policy and increasing finan-

° Ibid.: 47.

7 Tbid.: 99.

8 Neki et al. 1996: 27.
9 Satd 2006: 139.
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cial support for regional cultural activities, Art Tower Mito was built in
Mito, the capital of Ibaraki prefecture, to commemorate the 100th anni-
versary of the town.

During the 1990s, a new era in financial support for the arts began. In
response to a corporate movement characterized by enhanced cultural
support from companies (within the context of social contribution and
philanthropy), the Association for Corporate Support of the Arts (Shadan
hojin kigyo mesena kyogikai) was established in 1990. The government
joined hands with private industries to establish The Japan Arts Fund
(Nihon geijutsu bunka shinko kikin) with the contribution of 50 billion yen
from the state and 10 billion yen from the private sector. The founding of
these two arts support organizations was a milestone in the history of
Japanese cultural policy. During the 1990s, the ACA’s budget doubled.
The governmental launch of Arts Plan 21 that same year provided a
significant increase in subsidies for the arts.

III. CuLTUrRAL HALLS — BUNKA KAIKAN

‘Cultural hall’ is a term embedded in policy. In practice, the facilities bear
several different names such as: cultural halls, cultural facilities, and
cultural centers. Contemporary cultural halls can be divided into two,
possibly three groups. First are the facilities found in urban areas, which
run high-level programs, particularly classical music. This group can be
divided into those halls in major metropolitan areas, which earn enough
income for financial independence and those in smaller urban areas,
which are much more focused on participatory activities for residents
and are dependent on support. The second group is made up of the halls
in rural areas. These facilities are much more oriented towards participa-
tory activities for residents and are heavily dependent upon support —
both ‘hard’ and ‘soft.’!® In 2000, there were 2,835 cultural halls across
Japan. These facilities provided an average of 20.9 seats per one thousand
citizens. Over 85 percent of these halls were opened after the 1970s, with
the greatest increase coming during the 1980s."!

The predecessors to these cultural halls were the public assembly halls
(kokaido), which served primarily as facilities where residents held assem-
blies, political rallies, ceremonies, for instance. These halls were used only
secondarily for cultural presentations or performances. The first of these
halls was built in November 1918, in Osaka. The Osaka Municipal Central

1% Dugmore 2006: 6.
"' Geind bunka joho senta 2001: 152.
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Assembly Hall (Osakashi chiio kokaido) is today’s Nakanoshima Assembly
Hall (Nakanoshima kokaido). The second was the Hibiya Public Hall (Hibiya
kokaido), opened in 1929 as the Tokyo Municipal Assembly Hall (Tokyo
shisei kaikan). In 1930, the Assembly Hall of Nagoya City (Nagoyashi
kokaido) was the last to be built before World War II. After the war,
department stores and newspaper publishing houses opened multi-pur-
pose halls (tamokuteki horu) featuring lectures on culture, performances
and symposiums. These privately built halls had a big influence on the
functions of public halls built in the 1960s by local administrations.'? In
the fiscal year 1967, the central government provided subsidies for the
establishment of places to present independent art and cultural activities;
places where the citizens could appreciate the music, theater and art
productions from Tokyo that toured regions throughout the country.
These subsidies helped fund the construction of public halls with facili-
ties to host a variety of assemblies and performances, but none of them to
perfection.

The above-mentioned ‘era of culture” had the effect of separating the
performing arts genre from the previous ‘repertoire” of cultural halls and
those specializing in, for example, only music or only theater. One early
example is the Hyogo Performing Arts Center in Hyogo Prefecture,
which was established in 1978 in order to foster cultural creativity among
the citizens and to provide a venue for performing arts activities.”® It was
the first public theater in Japan to organize original and dynamic pro-
grams, including a theatrical school, a technical school and cultural sem-
inars involving famous artists. In 1994, a resident company, the Piccolo
Theater Company, was founded. Another example of a hall specializing
in music is the Nakaniida Bach Concert Hall (Nakaniida bahha horu) in
Miyagi Prefecture, which opened in 1981.

Cultural halls served as a hub for the promotion of local culture and
cultural exchange and played an important role in the Moving Art Festi-
val (Ido geijutsusai), the Youth Theater (Seishonen geijutsu gekijo) and the
Children’s Theater (Kodomo geijutsu gekijo) (events initiated by ACA), as
well as offering performance spaces for theater companies based in
Tokyo. Cultural halls are also symbols of the region and development of
the local city. They serve in the promotion of cultural activities and their
extension into daily life. They provide a place for regional groups to
rehearse, train, play, etc., and provide a venue for events related to all
aspects of community life."* From 1992 until 1995, specialized halls were

12 Edagawa 2007: 179-80.
13 Satd 2006: 325.
4 Edagawa 2007: 180.
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actively supported by the ACA. In the 1990s, local governments also built
independently managed, high-standard theaters. For example, in 1994,
Sai no kuni Saitama Arts Theater (Sai no kuni Saitama geijutsu gekijo) in the
city of Saitama, Saitama Prefecture, opened on an area of 23,855.81m?. The
big hall has 776 seats, the small hall holds 226-346 seats and the concert
hall has 604 seats. The cinema was designed for an audience of 150."

The Setagaya Public Theater (Setagaya paburikku shiatd), with an audi-
ence capacity of about 600, and Theater Tram (Shiata toramu) with an
audience capacity of 200, opened in April 1997 in Setagaya ward, Tokyo.
Both theaters aim to produce and to present high quality performing arts
productions, especially contemporary drama and dance by both national
and international artists. The Setagaya Public Theater holds creative
workshops for theater practitioners or dancers, engages in research relat-
ed to contemporary performing arts and provides outreach programs to
schools in the Setagaya area.'®

The aims and specializations of cultural halls in Japan, their organi-
zation, programs, performances and events, as well as their artistic
levels, are more than diverse. But they all struggle with the challenge of
managing on a low budget with a small, often non-professional, staff.
Regular reshuffling of the local government staff makes it nearly impos-
sible to realize long-term projects or to establish a clear, unique identity
as a facility, since every few years a new director has to establish
himself.

Cultural halls were founded on the legal basis of local laws concerning
the establishment and management of museums, exhibition halls, public
assembly halls, theaters, concert halls and other institutions in connection
with education, science and culture. Local laws regulate the rights to use
these facilities. These laws were revised during the decentralization re-
forms enacted between 1995 and 2000. Cultural halls are now allocated to
general local area government offices. The activities of cultural halls now
have no legal regulations that control their development, as is the case for
school education, social education, libraries and museums. There are no
minimum standards for staff qualifications, guidelines for their numbers,
a fixed system for subsidies, or rules for expenses.”” Building first, and
thinking about a concept later has been the guiding principle for the
establishment of most of the cultural halls in Japan.'”® With an average
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For further information see their homepage (http://www.saf.or.jp/arthall).
See Setagaya Public Theater (http://setagaya-pt.jp/en/about_sept).
Edagawa 2007: 184.

Ibid.: 181.
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operating rate of only 52 percent, they are often called empty boxes
(hakomiono)."

Facilities that are designed to produce their own performances, to
develop their own regional cultural faces and to build strong relation-
ships with the local community do exist. Cultural halls that combine a
commitment to the community with the presence of an art director who
is in charge of the whole artistic concept of a house (geijutsu kantoku seido)
have shown the way to fill those empty boxes with life. Art Tower Mito
was one of the first to do so.

IV. THEATER BACKGROUND

There are more than 743 professional and amateur theater companies
(gekidan) in Japan.?® The distinction between professional and amateur is
quite blurred, due, in large part, to very low salaries and to relatively low
entry barriers compared to opera, ballet or classical music. Most theater
companies are not based at a particular theater or arts center. Instead,
they rent public or private facilities for only the number of days necessary
for each performance. Some professional theater companies have their
own rehearsal studios or studio space for small-scale performances. A
large number of companies are concentrated in Tokyo, while only a few
professional companies are based in cities other than Tokyo.

One of the main characteristics of the shingeki*! theater companies — as
well as the small theater movement (shogekijo undo) and its descendants —
was the structure of the theater company based on strong personal and
ideological bonds. In the 1980s, this structure began to change when the
exclusive commitments of the actors to their company became loose, and
actors began to perform as freelancers in different productions. Programs
and productions were no longer limited to the theater company.

Beginning in the second half of the 1980s during the bubble economy
in Tokyo, many new theaters built by big companies emerged. Economic
success led to an increase in private cultural investment. Privately owned
theaters mushroomed in Tokyo. New venues included the Suzunari
(1981) and Honda Theater (1982) in Shimokitazawa, Theater Apple (1982)

19" Shimizu 1991: 78.

% Geind bunka joho senta 2001: 46.

21 Literally ‘new theater,” a theater movement comparable to the Western theater
that began at the turn of the 20th century. In contrast to the ‘old’ Japanese
theater such as n6 and kabuki, it uses conversational form of dialogue and
psychological realism.
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in Shinjuku, Aoyama Theater in Aoyama, Ginza Sezon Theater (1987) in
Ginza, Tokyo Globe Theater (1988) in Okubo, and Theater Cocoon (1989)
in Shibuya. Thus, contemporary theater became more and more commer-
cialized.

During this time, local governments also extended the construction of
cultural facilities in the regions throughout the country. However, during
this construction boom, theater troupes or orchestras to perform in all
these new spaces were hardly considered, resulting in underutilized
cultural halls with neither adequate numbers of touring theater perfor-
mances, nor productions of their own. So, the future of contemporary
theater was not only a problem for the actors and companies, but one for
the local governments as well.

Meanwhile — notably in Tokyo — theaters began to produce their own
programs and, in doing so, created a new model that transcended the
usual system of comprehensive production within one company. Until
that time, a theater company and its leader (often author, dramatist and
stage director in one), had been completely responsible for the planning
and production of a program, as well as for renting a theater in which to
realize their plans. This new phenomenon was a turning point in the
position held by the company in the theatrical production system of Japan.
The so-called production system program (purodyiisu koen) became more
important and made productions that overcame the boundaries of compa-
nies possible,22 resulting in more independent performances by individu-
al actors. This trend continued as the passing away of main actors and
playwrights also lead to the dissolution of established companies.?

Against this background emerged a new and — notably for Japan —
revolutionary type of theater company: the residing company. The first
was established in 1990 at Art Tower Mito. It was named ACM, ‘Acting
Company Mito,” followed by the Piccolo Company of Hyogo Prefecture
in 1994 and the Company of the Shizuoka Performing Arts Center (Shi-
zuoka butai geijutsu sentd) in 1997.

V. Art TOwWER MITO

According to the director of Art Tower Mito, Yoshida Hidekazu, multi-
purpose halls do not serve anyone well and are nothing more than a
compromise for any genre put on stage®’. With its new cultural hall Mito

2 3atd 2006: 342.
2 Nishido 2009: 255-6.
2 Yoshida 1991: 259
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City engaged in a different concept, moving away from the multi-pur-
pose halls and towards a specialized facility, which also aimed to encour-
age the participation of the residents of Mito. Art Tower Mito consists of
three independent buildings: one for music, one for theater and one for
art. The overall concept of this cultural center was to be ‘a place from
tradition to creativity.” The whole complex comprises the area of the
municipal Goken Elementary School, founded in 1873, which had to be
rebuilt due to its desolate and unsafe building. The decision to relocate
the school provided the city with a 1.4-hectare area in the center of the
city. In 1981, the decision process to determine how to use this vacant area
began. That year, an investigative committee presented the result of their
work. They noted that the city of Mito lacked a public square, an art
museum, a theater and a concert hall. Between 1983 and 1987, twenty six
meetings and hearings were held in order to collect proposals and listen
to the wishes of the residents, as well as the Chamber of Commerce, the
Mito Tourist Association, the Mito Junior Chamber? and other local
groups. In September, 1986, under the aegis of a six member round table,
consisting of representatives from city planning, the construction busi-
ness, art and tourism organizations, it was decided to build a public
square, a cultural facility with a concert hall, a theater, a museum and
assembly hall, and an underground parking lot. The chief motive was to
break away from the standard notion of multi-purpose cultural facilities,
returning to the concept of an art-specific space, which was especially
relevant for the theater building. After several hearings, the draft of
architect Isozaki Arata (*1931) was chosen. The budget was adopted in
1987. In March 1988, the Mito City Arts Promotion Foundation (Zaidan
hojin Mito geijutsu shinko zaidan) was founded to run the venue as an
independent legal entity.”

The cultural center incorporates three kinds of spaces — buildings, an
open area and a parking lot — as well as three themes: water, green areas
and earth. The whole complex is arranged around a central plaza with a
lawn encircled by zelkovia trees, a waterfall and a corridor. On the east
side of the plaza stands a 100-meter high helix tower, which commemo-
rates the 100th anniversary of Mito City’s modern form of government.
The design of the complex is based on a concept that includes separate
buildings for a theater, a concert hall, an art gallery, a tower, a plaza, a

% Yoshida 1991: 259-60.

% Non-political, non-sectarian organization. Members are between 20 and 40
years old and engage in activities for a bright and abundant society in public
utilities. Founded nation-wide in 1949 and has 750 local chapters all over Japan.

¥ Hosokawa and Miyazaki 1999: 51-3.
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conference hall and a parking area, all linked for easy and comfortable
access.”

The entire complex is owned by Mito City and run by the Mito City
Arts Promotion Foundation (Mito geijutsu shinko zaidan). Yoshida, director
and head of the arts committee from the first day, manages Art Tower
Mito’s three main divisions. The arts committee is responsible for advis-
ing the respective managers of the concert hall, theater and exhibition
space. There is also an advisory board, chaired by the mayor and consist-
ing of members and administrators of the city council, artists and citizens.
The advisory board serves as a council and offers suggestions, but as-
sumes no legal responsibility. The local government strictly controls
ATM, but due to the strong position of the art directors of all three
divisions, arts-oriented planning and operation are guaranteed. All pro-
grams are planned by the relevant artistic director or co-sponsored by the
music, arts or theater divisions, with final approval required from the arts
committee. Facilities are not rented out, as is the case in other public
halls.?

The building’s large entrance hall functions as a common lobby for the
Art Tower Mito Concert Hall, ACM Theater and Contemporary Art
Gallery. The main arts facilities include the theater, with a capacity of 636,
the concert hall, which seats 620, and nine exhibition rooms. The whole
venue was designed after consultation with the respective operating staff:
music and literary critic Yoshida Hidekazu (*1913) for the concert hall,
modern art critic and curator Nakahara Yusuke (*1931) for the art gallery,
and Suzuki Tadashi® for the theater.® In 1990, the ACM Theater had a
resident company with nine actors employed all year round on a two-
year contract basis.

After consultation with the first artistic director of the theater, Suzuki
Tadashi, architect Isozaki Arata designed a twelve-sided theater with the

% Isozaki 1988.

» Zemans and Kleingartner 1999: 247.

% Suzuki Tadashi is the founder and director of the Suzuki Company of Toga
(SCOT) based in Toga Village, located in the mountains of Toyama prefecture.
He is the organizer of Japan'’s first international theater festival (Toga Festival),
and the creator of the Suzuki Method of Actor Training. He was also the
General Artistic Director of Shizuoka Performing Arts Center (1995-2007), is a
member of the International Theater Olympics Committee, a founding mem-
ber of the BeSeTo Festival (Beijing, Seoul, Tokyo Festival, jointly organized by
leading theater professionals from Japan, China and Korea) and Chairman of
the Board of Directors for the Japan Performing Arts Foundation, a nation-
wide network of theater professionals in Japan.

31 Hosokawa and Miyazaki 1999: 52-3.
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stage circled by three curved levels of balcony seats. This arrangement
brings the audience and stage into extremely close contact. The balcony
levels are low enough for the audience to observe each actor’s expression
from any seat.”? This design supported Suzuki’s attempt to reestablish the
relationship between the actors and the audience that had formerly exist-
ed, for example, in Shakespeare’s Globe Theatre or in the dramatic space
of the era that produced the no stage. *

Principal costs of the programming are borne by the city, although
some individual programs receive assistance from the private sector. Box
office receipts and revenue from the bookstore support the center. Restau-
rant revenues go to the city, as the city’s contract with the foundation
requires that the center be used for cultural activities and food services
fall outside this definition.**

In 1989, the municipal parliament adopted a resolution to spend one
percent of its total annual budget on the Center’s operating costs, even
though the city was not in charge of the management plan.* In February
1990, after nearly two years of construction, the 104 million yen Art Tower
Mito was completed. On March 21%, the facilities were opened with a
grand series of events. The ACM Theater was officially inaugurated by
the ritual celebration dance Sanbaso, performed by the famous kyogen
actor Nomura Mansaku (*1931). The first theater production, the Greek
tragedy Dionysus — About the Forms of Loss (Deionyusosu — Soshitsu no
yoshiki o megutte), directed by Suzuki Tadashi, opened the next day.
During the course of the opening festival — which extended until May 13,
1990 — well-known contemporary companies and directors performed
Shakespeare-related plays® at the ACM Theater.*’

The theater company Acting Company Mito was founded in June 1990
as the first public theater company in Japan. To Suzuki, a theater building
specializing only in theater performances was a space that itself reflected
the idea of a ‘theater person’ (engekijin), be it a director, producer or actor.
Convinced that the space of the ATM Theater fulfilled this ideal concept

%2 Tsozaki 1988.

% Carruthers and Takahashi 2004: 57.

3 Zemans and Kleingartner 1999: 248.

% Hosokawa and Miyazaki 1999: 54.

% Moonlight — from A Midsummernight’s dream (Miinraito manatsu no yoru no yume
yori) by Yuikikai zenjid6 shiata, Hamlet by Minamikawachi banzai ichiza, Shake-
speare by Hanagumi company, loosely based on Shakespeare’s Romeo and Julia from
Verona (Hanagumi sadgeki romeo ando jurietto berona watari katte ni shitateta shei-
kusupia) by Hanagumi shibai and Daisan Erotica performing A man named
Macbeth (Makubesu to iu no otoko).

% Hosokawa and Miyazaki 1999: 62-3.
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and would provide him with a fine space in which to engage in new
productions, Suzuki advocated for a resident company and persuaded
many of his old acquaintances and young talented actors to join this
company, to live and work in Mito.*® In 1996, Suzuki also took over the
artistic directorship of the Shizuoka Performing Arts Center and shuttled
between Toga, Mito and Shizuoka. Unlike the members of the Suzuki
Company of Toga (SCOT), the members of ACM refused to follow Suzuki
to Shizuoka. The young members of ACM had never bonded with the
older generation of SCOT actors, despite Suzuki’s attempts to provide
opportunities for them to do so through mixed casting. The gap between
the younger actors of ACM and the older ones, both under the director-
ship of Suzuki, together with their rather comfortable life in Mito and the
reassurance of fixed contracts were the reason that most of them stayed at
ACM and did not move on together with Suzuki.*

The present manager of the ACM Theater, Matsumoto Koshiro, and
six members of the production management committee are in charge of
productions today. Their goal is to produce nationally and internationally
successful performances on a high artistic level and to promote modern
Japanese theater and dance as well as traditional performing arts. The
productions include not only professional performances, but also those
by local residents. Matsumoto’s concept of the ACM Theater consists of
‘sending out new theater, new impulses in theater from Mito” on the one
hand and “excellent original productions” on the other hand. In his opin-
ion, contemporary theater has matured to a point where productions
should not only concentrate on new inventions but also re-evaluate exist-
ing plays. Theater should not only serve those in the audience. Matsumo-
to is also seeking a close relationship with, and the participation of, local
residents in projects like the Citizen’s Acting school, the Children’s Acting
Academy and a contemporary dance school. In the program there are also
public readings of plays and workshops, for instance, offering a wide
range of opportunities for the appreciation of culture and ways of making
it a part of daily life.*’

Theater performances are organized in several series. I will refer only
to some of these to illustrate the concept and its intended goals. From the
start, the Acting Company Mito engaged in Greek tragedies, classical
Shakespeare plays, plays by Anton Chekhov, and modern works by
Samuel Becket, Mishima Yukio, Betsuyaku Minoru and contemporary
playwrights. This first series of new plays directed by Suzuki Tadashi

3 Suzuki 1989: 2-3.
% Carruthers and Takahashi 2004: 63.
% Hosokawa and Miyazaki 1999: 102.
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were replayed as New Year’s programs in 1991-1994. Hasegawa Hirohisa,
who was under exclusive contract for ACM since the planning of the
theater began, wrote the series Japan’s Tragedies (Nihon no higeki). In 1992,
he became the exclusive literary and artistic director of ACM Theater. The
original productions were intended as critiques of contemporary theater,
thus the series name.*!

From 1994 until 1996, three new plays in the series ‘New Plays’ by
ACM Company were staged.42 From 1997 until 1999, Hasegawa Hirohisa
wrote the New Year Performance plays as well as one more new produc-
tion each year.”” Another long-term series was comprised of the plays of
eight famous playwrights from the small theater movement (shogekijo
undo). This series included representative and famous plays from this
theater movement in order to reflect on their significance in contempo-
rary Japanese theater, as well as to establish them in the repertory system
of ACM.* Performances included plays by Kara Jird, Shimizu Kunio and
Betsuyaku Minoru in 1995, Tsuka Kohei, Takeuchi Ji'ichir6é and Yamaza-
ki Tetsu in 1996, two plays by Terayama Shiiji and another by Kara Jtro
in 1997 and four plays by Ota Shogo in 1998.°

Every July since 1990, one of four no schools (Kita, Hosei, Kanze and
Komparu) has performed in a program called ‘N6 in Mito.” Since 1991,
Nomura Mansaku has presented kyogen programs on a regular basis.
Rakugo, traditional storytelling, is another fixed program scheduled in
spring each year.

The Theater Festival Mito was held each February from 1993 until
1998, providing an opportunity for local theater groups as well as ama-
teur theater groups from other regions to perform in public. In addition
to serving as the official venue for the High School Theater Festival of
Ibaraki prefecture, the ACM Theater has held an annual workshop for
high school students each August since 1996.%

41 The series consisted of: Courtisan Sanseu (Sanseu tayil) performed in January

1993 and again in October the same year. The Survivor Taira Kagekiyo (Ikinobita

otoko Taira Kagekiyo) in January 1994 and The Masterless Samurai from Ako (Ako

roshi) in January 1995.

An expectant mother in love (Koi suru ninpu) written and directed by Iwamatsu

Ryo, Satyam (Sateian) written and directed by Yamazaki Tetsu and With light

and then several more things (Hikari to soshite ikutsuka no mono) written and

directed by Takeuchi Jii"ichird.

* Beautiful Comet (Bibo no nagareboshi) in 1997, The Land of the Corolla (Kakan no
tairiku) in 1998 and Aphrodisiac of the Devil (Daten no biyaku) in 1999.

# Hosokawa and Miyazaki 1999: 102.

# Tbid.: 70-3.

# Ibid.: 76-7.
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In 1999, in the series Theater for Hundred People (Haykunin gekijo), the
theater space was reduced to the size of the first avant-garde small
theaters. The intention of this series was to re-evaluate modern and
contemporary plays, foreign and national, to concentrate on the literature
of the script and its visual impact on stage. Although ACM Theater has a
capacity of only 636 seats, an audience of only one hundred in the space
brings the performance into a more intimate atmosphere. According to
Matsumoto, this ‘life-size space’ returns ‘life-size actors on stage and a
life-size audience, a concept that could serve as a new starting point to
future creativity.’* Matsumoto aimed at reducing the play again to script
and pure acting. In his opinion, the lighting of large stages or huge props
absorbs attention and thus distracts from the essence of the play. To him,
a good play needs no elaborate staging and consequently its production
is less expensive. Such a play can be performed for one or two weeks,
while productions in local venues usually only last for one or two perfor-
mances. Productions in an even smaller theater provide, according to
Matsumoto, the opportunity to reconsider the meaning of theater and
thus may be a new starting point for modern theater in the 21st century.*

CONCLUSION

The use of cultural resources to energize regional communities was a
trend initiated in the 1970s, yet was certainly not effective in all commu-
nities. The lack of a well-defined focus and main cultural policy frame-
work caused many efforts to falter. From a sociological point of view,
cultural policy failed to implement the right measures necessary to over-
come the so-called crisis of the communities. This crisis was triggered by
the diminishing numbers of residents, and exacerbated by the migration
of residents to the big cities.*” From the 1980s onward, local governments
implemented unique projects with originality and ingenuity, but only in
terms of buildings, and without real participation by the local communi-
ties.”® In the past, public cultural halls were used to showcase professional
performances — mainly stars and productions from the cultural center.
The movement to involve residents in the programs of local cultural halls
and to present their cultural achievements has been hampered by the lack
of professional staff to manage the halls. The lack of legal regulations,

¥ Tbid.: 102-3.

4 Matsumoto 1999.
4 Tomooka 2006: 171.
50 Ttabashi 2001: 19.
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similar to those that exist for museums and libraries — coupled with a lack
of defined tasks and management principles — hamper the development
of long-term concepts or creative vision. Administrations remain mired
in the struggle of daily business and innovative ideas do not develop. A
more active role for the local administration in setting up cultural goals
and concepts, followed by engagement in realizing those goals, could
offer a solution to the problem.” This is exactly what the City of Mito
implemented in Art Tower Mito and its ACM Theater.

The concept of Art Tower Mito, especially the performances and pro-
grams at ACM Theater — from traditional n6 to modern and contempo-
rary theater, national as well as foreign authors and new plays and
amateur performances — is, in my opinion, a positive example of an
attempt to link performing arts at a professional level to the local resi-
dents. The fixed subsidies of the municipality and the resident theater
company provide the means necessary to present high-level programs by
the resident company, as well as guest performances by famous compa-
nies from the so-called cultural center. The capacity of cultural halls in
Japan averages about fifty percent utilization.”* Including rehearsals, the
capacity of ACM Theater is ninety percent utilized. This proves that a
sound concept and a firm financial base can make the difference in
promoting regional cultural activities.
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HATA Hisashi: Kobayashi Hideo’s Thoughts on the N6 Play Taema ( /)M
FHE TURR] IOV TORIAR)

In most cases modern Japanese intellectuals based their thoughts on
Western education and many were rather indifferent to the traditional
culture of their own country, especially no theater, often neglecting it
entirely. But when Japan entered World War II in the 1930s the country
encountered a revival of tradition. With the trend of traditional resurrec-
tion no theater also experienced a period of re-evaluation.

Kobayashi Hideo is one of these intellectuals with a Western educa-
tion. Therefore his essay Tnema, which deals with no theater, gained
considerable attention. Tnema not only reflects the thoughts of Japanese
people during wartimes, but also shows the distance of amateurs towards
no. Nevertheless, in my article I argue that the poignant insights and
sensibility of Kobayashi, who had just developed a deep interest in Japa-
nese medieval literature, show that he understood the meaning that
Zeami incorporated into his play Taerma. Besides interpreting the medi-
eval play, Kobayashi also attended a performance of Taema by Umewaka
Mansabur6 I. and his essay gives a vivid description of the fascinating
performance style, which will be introduced here as well.
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KOBAYASHI Seki: Transmissions by the Kyogen Actor Noma Zenzae-
mon (FESH « BFRIEAARM/IME)

Noma Zenzaemon was a kyogen actor of the Izumi School who was
born in Kumamoto (Kytishit) and was active in Tokyo from the end of the
Meiji to the beginning of the Taisho period, from the end of the nineteenth
to the beginning of the twentieth century. During the Edo period (1600-
1867) the daimyd of his birthplace, the Kumamoto domain, supported no
theater, which was performed by two guilds. Each no6 guild was associat-
ed to one shrine, the main guild (honza) to the Kitaoka Shrine and the new
guild (shinza) to the Fujisaki Hachiman Shrine. The Noma family be-
longed to the new guild and was responsible for the hereditary position
of the kyogen master (kyogen tayii).

Zenzaemon was born in 1856 as the eleventh leader of the family and
started his kyogen training in Kumamoto. With the Meiji Restoration in
1868 and the abolishment of the domains, the no tradition in Kumamoto
also declined and in 1897 at age 41 Zenzaemon moved to Toky6. Until his
death in 1913 he frequently performed kyogen on stages in Tokyo. How-
ever since his active period in Tokyo was quite short and he died without
a successor, Noma Zenzaemon was forgotten and research focused on
other actors of the Izumi School. I gained access to materials on Zenzae-
mon in the possession of the successors of the Noma family and was thus
able to trace his life as a kyogen actor. In this article I will therefore
introduce the transmissions left by Noma Zenzaemon.
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MIURA Hiroko: On the Meaning of the Expression Ongaku (Music) in No
Theater (FBO> %] F/Fan)

Throughout its history the meaning of ‘music’ in the expression ‘Japa-
nese music’ underwent several changes. As Kikkawa Eishi shows, ‘music’
came to Japan from ancient China and Korea in the eighth century and
consisted mainly of instrumental court music for ensembles. Neverthe-
less in Nihon 0jo gokuraku ki (Japanese Records on Rebirth in Paradise,
2007) Yoshishige Yasutane pointed out that from the end of the tenth
century the expression ‘music” was also used for musical entertainment
and thus developed from court music to a more worldly music.

This article questions the meaning of the expression ‘music’ in no
theater and argues that it has to be considered within the historical
development of ‘music” in Japan. To be precise, twenty-five plays of the
contemporary no repertoire mention ‘music.” For my analysis I divided
the thirty entries into three groups: (A) Heavenly music, (B) gagaku, and
(C) Buddhist ceremonial music. This made it possible to show that in
general the term ‘music’ in no theater is applied to “heavenly music’ and
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one can even state that ‘music’ is mainly used to announce the appear-
ance of a heavenly creature.

NISHINO Haruo: Reviving Classical Plays — The Fukkyoku N6 Hitachiobi
(BRICHR D B — 1 e (WRET) OREAIERZFIL LT—)

Fukkyoku no are plays that have been excluded from the repertoire and
are currently being revitalized for performance. In this paper I will dis-
cuss the work of reviving classical plays and the situation of fukkyoku
using the play Hitachi obi (A sash from Hitachi), which will be staged in
October 2011 at Kagoshima shrine, as a concrete example. I will begin
with a brief account of the outline, source material and characteristics of
Hitachi obi, the transmitted versions of the text, and the material used for
the recent production. The idea of the fukkyoku no was to pleasantly
describe the gathering of young men and women for the divine service of
Hitachi obi during the shrine festival at New Years Day. To do so, Asami
Masakuni (the performer of the leading role and artistic director of the
production) shortened the original version, newly depicted the scenery,
increased the number of characters and added recitals of poems. The
paper will trace the steps from employing the classical material to the
final libretto for the contemporary production and show what is fascinating
about the fukkyoku no Hitachi obi.

ODA Sachiko: Transfigurations of Komachi ( 533 % /[MNT )

The life of Ono no Komachi, a poetress at the early Heian court, is
colored with many legends and mysteries. In the middle ages, this even
took the shape of biography: ‘In her young years she was a woman of
matchless beauty courted by many men whom she repeatedly refused or
made fun of, while in her late years nobody took notice of her and up to
her hundredth year she wandered as a beggar through the provinces to
finally die in loneliness. Her skeleton was exposed to the weather until
somebody found her and held a memorial service on her behalf.’

There are several no plays with Ono no Komachi in the leading role.
Many of them are written using these kinds of legends. This paper traces
back the transfigurations of Ono no Komachi in n6 over time by analyz-
ing the two oldest no about her, Sotoba Komachi (Komachi on the Grave-
post) and Kayoi Komachi (The Nightly Courting of Komachi). I will refer
to the reception of the Komachi legends typical for medieval times,
examine the method of adapting legends into no and discuss what no
newly adds to the figure of Komachi.
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OTANI Jun: Annotations to the Collection of Kyogen Plays of Kurokawa
No ( TRJNREDIES aAL] it )

In 1988 the Kurokawa No Preservation Society published a first collec-
tion of kyogen plays (five volumes) of Kurokawa no. The Preservation
Society intended to internally organize the materials concerning kyogen
found in the village of Kurokawa. At the same time the publication of this
collection also helped to give a first impression of the standard kyogen
repertoire of Kurokawa no.

The collection contains 43 plays from which 40 plays match with the
repertoire of the Okura School and two with the Tzumi School of kydgen.
However, three plays, namely Sanjinichi bayashi (New Year’s Music),
Senningiri (Killing One Thousand Men), and Kakiuri (The Persimmon
Seller), exist only in Kurokawa. Thus the aim of this article is to introduce
the kyogen repertory of Kurokawa, trace its history and relation to pro-
fessional kyogen, and to give a first interpretation of the unique plays in
Kurokawa.

Andreas REGELSBERGER: 77 & AP DK — APHHRISICH T 2 =H
im (Poetics of Voice and Puppet: Secondary Texts on the Art of Ningy6
Joruri)
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Bonaventura RUPERTI: Dramatization, Staging, Actor — A Comparison
of Zeami'’s Theories on N6 and Renaissance Theater Theories ( {H:Rf7RD
REESGR & VAR v U ADOHEBR — HBIOARE., Bl & Ak, JHEL W
YT —~EHIT)

Zeami’s treatises on no theater, which were published in 1910 for the
first time, are a significant contribution not only to the dramatic arts and
aesthetics of Japan, but to world culture as well. Zeami tackles problems
like the proper training of an actor, the relationship between actor and
audience or the composition of plays combining poetry, dance and song.
This paper attempts to confront Zeami’s theoretical writings on n6 with
selected theater treatises originating in Renaissance Europe that were
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written under the influence of Aristoteles” (384-322 a. C.) Poetics (Peri
Poietikes, about 330). The Renaissance is of similar importance for Euro-
pean theater as is Zeami’s time for the development of n6. It was in this
period that organizational structures like theater companies came into
being or questions of artistic skill were widely discussed to influence the
development of the performing arts. By comparing Zeami’s writings with
European treatises of about the same time, the analysis aims at evaluating
the qualities of his thoughts, its modernity, and his awareness about the
importance of all aspects of theater from composition to acting from a
transcultural perspective.

Pia SCHMITT: #h0 D8 — HRTIRAEIC R D T8I & Tk o
DWW (Mirror of Attachment — On Magic Mirrors and Reflections in No
Plays by Zeami Motokiyo)
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TAKEMOTO Mikio: N6 Theater, Patrons, and Audience ( fig-/X k2>
B%x)

Since the modernization of Japan began in 1868 no theater experienced
the most serious strains in its 650 year long history. When European
drama was imported in 1868 it started to control and change the Japanese
theater scene for more than one hundred years. Traditional theater, such
as no theater, met with demands for a revision of attitude and self-
awareness, and changes were unavoidable in order to survive until today.
Contemporary no today finds itself in an odd position. It is often de-
scribed as theater but not considered as such. Judging from its appear-
ance it is obviously theater and it is also performed on daily basis.
Nevertheless the performance environment of no differs significantly
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from other theater forms and its transmission is protected in a special
way. Rather than being considered an art of body expressions, which is
presented to the audience, it is furthermore surrounded by the image of
a recreational art, appealing mainly to amateur practitioners of no.

In my article I will investigate the characteristics of both no as a
professional theater form and as an amateur theater and analyze how
these contrary sides interrelate. I will argue that this characteristic of no
theater actually dates back to the beginning of the sixteenth century and
became an important factor that helped sustain no up to today. Neverthe-
less, I will also show that in recent times this system seems to malfunc-
tion. This new approach will also shed light on the future development of
no theater.

YAMANAKA Reiko: Performing N6 in Zeami’s Time ( H:F[3RIEF X D FE D
%)

Today’s no actors perform each play according to the basic rules they
have learned. Their knowledge about how to move is written down in
katatsuke, performing notes. However, we cannot find such notes in the
form of choreographies for each play in Zeami’s era. How did n6 actors
perform in Zeami’s time? Did they act according to their own interpreta-
tions of each play? Were there any movement patterns the actors should
observe? This paper takes such questions as its starting point.

Commonsense tells us that actors’ movements in Zeami’s era were
probably more figurative and much less sophisticated than today’s no
movements, but still there must have been some important rules about
how to move and some secret tricks for showing actors’ movements as
effectively as possible. In this paper, I attempted to search for those rules
and tricks in Zeami’s treatises and his own notes in some autograph
libretti.  inferred that the most important rule in those days was to decide
the most effective timing for each movement.
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