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ABSTRACT

Prostitutes, Stepmothers, and Provincial Daughters:
Women and ruri Puppet Plays in 18th Century Japan

Shiho Takai

This dissertation investigates the developmentdiyanodern Japanegeuri puppet
theater in the eighteenth century, focusing onesgmtations of female characters in the works of
three major playwrightsl ruri developed as a theatrical form combining chantimgsic, and
puppetry that was regularly performed for urban cmmners. The plays were also commercially
printed for leisure reading. The genre achieved é@mse popularity and exercised significant
influence over early modern popular consciousnBss.contemporariakufugovernment
licensed theaters and controlled what could appeatage. In the shadow of this censorship,
j ruri developed genre conventions that reinforced th@korder based on Confucian ideals, a
strict class and gender hierarchy in which indigilduvere of less importance than the family,
clan, or state. For this reasgmuri is often viewed as becoming progressively mormtdaic
and conservative. However, | argue thauri playwrights straddled the fence between
preserving a formula that reinforces the Confu@tmcal order and its rigid gender and class
hierarchy in order to avoid being banned and sulngeit to speak to the audiences’ anxieties
about authority and the existing societal ordee Fstances of subversion often involved
renegotiation of the genre conventions surrounéngale characters whose tribulations arose
from their low positions in the social order andosh tragic circumstances were highlighted by
the drama. By examining the representations ofuatiee female characters by three major

playwrights over the course pfruri’s development, | show that the essence of theses piles in



these moments whenruri creates an alternative world where the repressieg emerges,
gender and class expectations are revisited, ansiaitietal status quo is called into question.
Chapter One provides an overview of the history afri, particularly in relation to
women, its major playwrights and theaters, anébit:ial conventions. Chapter Two focuses on
the representations of prostitutes as heroinesvim $uicide plays by Chikamatsu Monzaemon
(1653-1724). | argue that Chikamatsu subverted¢tmtemporary class and gender hierarchy by
depicting prostitutes, who were at the bottom efdhcial hierarchy, as morally exemplary
romantic heroines. Chapter Three examines the naturepresentations of stepmothers in
Namiki S suke’s (1695-1751) plays in the context of the texgsconventional representations of
stepmothers i ruri. | argue that Ssuke’s unconventionally realistic depictions of taek
psychology and transgressive behavior of seemiag@mplary stepmothers highlight the
conflict between individual desire and social oatign and call into question the absolute
priority of social obligation. Chapter Four exansribe work of Chikamatsu Hanji (1725-1783)
written during a time whep ruri andkabukiwere engaged in a particularly strong cycle of
mutual influence and borrowing. | argue that Hanjéinvention of provincial daughters as
unconventionally outspoken in the female realnmowg| and yet pawns in the male realm of
politics, subtly criticizes societal norms that stubnate the value of the individual to the
maintenance of the social order. Through examinatfchow each playwright established and
renegotiatedl ruri’s genre conventions in creating his innovative d@characters, this
dissertation sheds light on the multiple functiofhg ruri: as didactic theater, popular
entertainment, and a site for subtle criticism vehearly modern conceptions of gender and class

and societal norms were reexamined and reimagined.
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Prostitutes, Stepmothers, and Provincial Daughters:
Women andJ ruri Puppet Plays in 18th Century Japan

INTRODUCTION

This dissertation examines the developmentfri w# #u puppet theater in eighteenth
century Japan, focusing on its associations witmero and its representations of female
characters. Although ruri is a genre that is exclusively written and perfednby mer,it has a
strong connection to women, in terms of its origind audiences and in the centrality of the
female characters to the plots, drama, and paByexamining the history gf ruri, particularly
in relation to women, as well as the representatfomomen of different social types in plays by
three major playwrights writing at three importargtorical junctures, this dissertation explores
the ways in which ruri inherited, expanded, replaced, and establishedribal conventions
regarding the depiction of women, and how thaihised to the role of ruri as popular theater.

J ruri is a form of early modern Japanese theater thabrws three theatrical elements:
chanting,shamisenU &)z ,? and puppetryd ruri developed from medieval oral performance
(katarimonol ~"@) genres, such dseikyoku! d (warriors’tales chanted by blifgdwa
performers)sekky 1) (sermon ballads and religious miracle stories t#thto simple

percussion instrument accompaniment), landaka-mai ¥,]+U (recitative dance related to

warriors’ tales). In the late fifteenth to earlytgienth centurieg, ruri chanting was originally

1 Here | am talking aboyt ruri in officially licensed theaters in Osaka, Kyotoddfdo, and not the performances
done ourside of the central theaters. As disculsded female performers were central in local pridate
performances.

2 Athree-stringed instrument that was imported fi©hina via Okinawa in the sixteenth century.
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performed tdoiwa accompaniment or the beating of féfheshamisenater replaced theiwa,

probably during the seventeenth century. The ngnrart” comes from a popular story entitled

J ruri monogatari w# #u"@1, a romantic story about the Princessudi and the medieval war
hero Minamoto no Yoshitsune, that was chanted tsicalaccompaniment in a then-new
popular styl€.In the sixteenth century, there was a shift awagnfchanting military epics such
as theTales of the Heikeowards storytelling of romantic adventures irsthew musical style.
Blind minstrels, especially those of the lowestkrahzat , became involved in developing

j ruri’s new chanting styleéJ ruri underwent significant evolution in the late seeenith to

early eighteenth centuries, eventually becominged@minant form of popular entertainment for
urban commoners, especially in Osaka. The genfersdfa creative decline in the late

eighteenth century, followed by extinction when Tleep Reforms (1841-1843) imposed

®  The “musical” aspect of thsiwa or fan accompaniment was minimalistic, just sonmethio keep the rhythm and
the tone of the chanting, and was performed byttamters themselves.

4 The diary of an aristocrat named Yamashina Tok#sf8&EQs) (1543-1611), entitledokitsune-ky ki 0¢) @

0° (1576-1608), contains the oldest record that seieia text as “a book df ruri” in the entry for the first day

of the ninth month of Tenshl6 (1588). Muroki Yatar, “J rurihime mongatari katarimonoshi o fukumete,” in
Torigoe Bunz et al. eds.J ruri no tanj to koj ruri (Tokyo: lwanami shoten, 1998), 13. The textofuri
monogatariwas first chanted by blind minstrels who were marevative and eager to expand the genre of oral
performance beyond military epics (Ibid., 16-17).

® Muroki Yatar introduces several contemporary diaries and nadsattiat show that blind people were the main
performers of ruri chanting in the sixteenth century. For instanlee,antry for the twenty-fifth day of the
seventh month of 1571 in the diary of an aristoneahed Yamashina Tokitsugi&E0«)E (1507-1579,
Tokitsune’s father), entitle@iokitsugu-ky ki 0¢)E @0° (1527-1576), says that thg furi by zat (blind
minstrels) was the best” among the performancesateat a samurai’s mansion that day. Muroki, 1§epdte
p. 17). According thikid kagamj “TakinoK t j5 Y\ " started chanting ruri from Bunroku 3 (1594).
The ‘j ruri” section ofWakan sansai zugd 712) says that “there were two blind people yot® named Takino

and Sawasuniengy j5 Y0...gé&/ .They were both good at playing instruments arahtihg. They wrote
down a romantic story of Yoshitsune anduli (the princess), beat their fans, and chartedfront of people.”
Terashima Ryan,Wakan sansai zu@okyo: Ch gai shuppansha, 190865.K t andkengy are among the

four ranks of blind people. The four ranks, froma tiighest to the lowest, ateengy &/ ,bett 9\ kt Y

\ ,zat U\ . They were originally ranks for blind minstrels evherformecheikyokuthat were established in
the fourteenth century, and continued to exishagénks for the blind people until the end of Huw® period.
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onerous regulations and outright bans on perforf&nmuri was revived in 1901, gaining the
alternative nambunraku’and can still be seen today.

The watershed moment in the development afri was Chikamatsu Monzaemon’s

(1653-1724) playshusse Kagekiyoa &  (Kagekiyo the Victorioysn 1685.J ruri plays
prior to Shusse Kagekiyare calleckoj ruri, or “oldj ruri,”® while plays coming after are called
t ry j ruri, meaning “new ruri,” or simplyj ruri. This change in nomenclature reflects two
major transitions, one in chanting style and oneontent.

Prior to this time, there was significant competitbetween different chanting styfes.
Following Shusse Kagekiy®@immense success, the style of its chanter, Take@iday (1651-
1724), became predominant in puppet theaterGiddy -bushi(Giday style) became
synonymous with ruri.*°

More importantly, there was a fundamental shiftrfikoj ruri toj ruri in terms of the

6 Strict edicts were issued both in Edo and in O$ak:842-1843.

During the Edo period, puppet plays were callagatsuri i ~ ,” “ayatsuri ningy j ruri i~Cgw##u "
“ayatsuri shibaii ~* f " etc. “Bunraku e & " is another, newer name foy ‘furi” coined in the early

twentieth century, derived from the name of thentkaUemura Bunrakuket) § e &3: (1751-1810) who
originally built a new puppet theater (Bunraku-4aer revived in 1871, that restorgduri’s popularity.

The use of the ternk®dj ruri” is somewhat controversial. The terkof ruri” first appears irGedai nenkan
(H reki 7 (1757) version) and is used to signifyuri beforeShusse Kagekiy@rasuda Fukiko, “Ningy j ruri
no tenkai: kojruri,” in Suwa Haruo and Suga Yukio, e#f$nsei no engekiTokyo: Benseisha, 1995), 251).
However, as Suzuki Mitsuyasu explains, during tHe Reriod the termKbj ruri” was used to signify older
pieces, rather than newly-composed pieces. SeekBuitisuyasu, “Koj ruri’ no goi shik ,” Bungakul2-2
(March and April, 2011): 126-132.

®  For instance, popular styles of chanting in therGlem period includedosa-bushiu ,(  in Edo,Kaday -

bushi £ y( andKakuday -bushiO... " u( in Kyoto, andBun’ya-bushie :(  in Osaka. Hara Michio,
“Ningy | ruri no tenkai: Genroku jidai,” in Suwa Haruo anag@ Yukio, edsKinsei no engekiTokyo:
Benseisha, 1995), 257.

1 Ibid.



content and the focus of the plai®j ruri retained the characteristics of medieval theatdr a

oral performances, and mainly dealt with religi¢especially Buddhist) tales, including

engimono+2s"@ (origin stories of various temples and shrines) reigentan7E9,1“ (stories
of religious miracles)Koj ruri plays were mostly retellings of medieval storigs] avere all
jidaimono(historical) plays that were set in the distargtpga a mythical imaginative world,
reflecting spiritual or supernatural concerns. Tharacters were generally high-ranked elites,
and more emphasis was placed on recounting thel gentures of the heroes than on
representing each character realistically or imiti€t

In contrast, nevy ruri is more interested in depicting contemporary issaenediate to
the commoner audiences’ lives, such as money, b family, and the setting is often in the
contemporary world. Even when the setting is intis¢orical past or a mythical world, that
setting is still a reflection of the contemporargnd, often including locations and practices

specific to the Edo period, such as pleasure gsateeakoyaschools, and so forth. The new

genre ofsewamonoa0d"@domestic plays, which features low-ranked andsjegssive
characters, such as prostitutes, as tragic hen@ssmade popular by Chikamatsu Monzaemon in
Genroku 16 (1703). In addition, the focus of theyplshifted towards depicting individual
characters, rather than representing a grand &pi¢ $his shift began in the lak®j ruri period
(Kanbun period, 1661-1673), but the trend becameemponounced and widespread in

Chikamatsu Monzaemon’s time.

1 Kinpiraj ruri (a late form okoj ruri) “revolve around sociopolitical enmity or conflittmen are cast as main
protagonists,” and they “present only the uppeatatof society.” (Janice Kanemitsu, “Guts and Teanspira
J ruri and Its Textual Transformations,” in Keller Kimligh and Satoko Shimazaki, e@siblishing the Stage:
Print and Performance in Early Modern Japé®oulder: University of Colorado Center for Asigtudies,
2011), 25-26).
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During the Edo period, permangnturi puppet theaters were located in all three major
cities: Kyoto, Osaka, and Edo. Since its beginnivayyj ruri was centered in Osaka, where two
major theaters, Takemoto-za and Toyotake-za, cadpeith each other. This dissertation
focuses on three masieruri playwrights of those theaters in the eighteenthurgn
Chikamatsu Monzaemon (1653-1724), Namiks&e (1695-1751), and Chikamatsu Haniji
(1725-1783). As explained in Chapter One: Eachvateght wrote at a different stage in the
development of ruri. In newj ruri’s early stages, Chikamatsu contributed greatly to
establishing its genre conventions; writing lagisuke negotiated with these solidifying genre
conventions in order to push the boundaries of bloaracters were depictedjinmuri; writing
later still, Hanji subverted and twisted the nowirenched genre conventions to create
innovative works from well-worn source materials.

As a form of popular theater that operated abiddaifugovernment’s sufferancg,ruri
puppet theater had to comply with governmental legguns and censorship. As a respltyri
developed genre conventions that reinforced theksoer that the government promoted. This
social order was a strict class and gender hieydvaked on Confucian ideals in which
individuals were of less importance than the fanalgn, or state. However, at the same time,
individual playwrights also straddled the fencenm®n preserving a formula that reinforced the
existing power structure to avoid being banned, araverting it to speak to audiences’ anxieties
about authority and the existing societal ordee Tistances of subversion often involved
renegotiation of the genre conventions surrounténgale characters, often transgressive
characters, whose tribulations arose from their positions in the social order and whose tragic

circumstances were highlighted by the drama. Byremiag the representations of female
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characters in works by three major playwrights teritover the course pfruri’s development, |
show that the essence of these plays lies in tmeseents when ruri creates an alternative
world where the repressed voice speaks, gendetlassl expectations are revisited, and the
societal status quo is called into question.

Female characters — exemplary samurai mothergengh prostitutes, self-sacrificial
wives, and filial daughters — have always beehatenter of ruri puppet theater and create
the dramatic tension that draws forth the audiensgmpathy. Compared to male characters,
whose public duty is their highest priority becaoséheir direct connection to the public realm
through their class, social status, and mastesg#ipa, female characters’ primary concern is
generally the people they love, and their publitydsian extension of their lové.ruri depicts

women who would gladly sacrifice themselves toiliutieir husband’s duty, such as Kingd in
Kokusen'ya kasseh#" ce S (Battles of Coxingal715)'* or women who are sacrificed

because of the ones they love, such as Omiwaaseyama onna teiks *U £ € PO« (Mt.

Imo and Mt. Se: An Exemplary Tale of Womanly Vjrii&@1)** As Uchiyama Mikiko
characterizes them, female charactefstari are “the ones who seek love from men,” while the
male characters “only pay great attention to fiiig) their duty of loyalty, showing bravery, and
upholding their reputations as samurai, and thstemce of their lovers is secondat{The

theme of this disunion between the female realhowa# and the male realm of public duty is one

of the major drivers of tragedy jnruri puppet theater. Female characters, whose lovesrieed

2 Chapter Two discusses Kingh briefly.
13 Chapter Four discusses Omiwa in significant detail.

14 Uchiyama Mikiko, “J ruri ni arawareta joseiRekishi kyiku 8 (August 1965): 55.
6



be suppressed or ignored for the sake of a grpatitical goal, show their emotions (especially
sorrow and grief) more explicitly than men.

However, this does not mean that emotion, whilealerassociated, is the exclusive

purview of women, and thus only appealing to fenaaldiences. IAshiwaki Obune<.< "+é

(A Small Boat Punting Through The Re€ell&57), the early modekokugakuJapanese nativist)

scholar and fan gf ruri, Motoori Norinagae f 6x (1730-1801) says that “the expression of
human emotions reveals weakness like that of a wmamahild. Manly and proper steadfastness
does not represent human emotion... when a deeldydd child dies, the parents are extremely
saddened, and both father and mother surely meistife same sadness. But while the father
appears little affected, the mother is overcomgimf and lost in tears. The reason is that the
mother does not suppress her true emotions an@®sgs them just as they are, while the father
is concerned about how he appears to otHets.this sense, female characters who express their
emotions more explicitly than male characters spedke emotions of everyone in the audience.
This dissertation is also concerned with the rdlpapular theater in early modern
society. Respecting popular culture and social ggamedia scholar John Fiske claims that
popular culture triggers a “popular change... agoomy process, aimed at maintaining or
increasing the bottom-up power of the people withmsystem. It results in the softening of the
harsh extremities of power, it produces small géonghe weak, it maintains their esteem and

identity. It is progressive, but not radic&dtRather than causing drastic or revolutionary change

5 Motoori NorinagaA Small Boat Punting Through The Reédishiwake Obunel757), in Shirane Haruo, ed.,
Early Modern Japanese Literature: An Anthology 1-4@@0(New York: Columbia University Press, 2002),
615.

6 John FiskeUnderstanding Popular Culture, Second Editigiwndon; New York: Routledge, 2010), 148.
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to society, popular culture potentially inducesr@mental social change that is subversive of the
current power structure. This is a fitting descéadptof popular culture in the Edo period,
includingj ruri. As urban theater subject to governmental contralyi reinforced the
governmentally-promoted power structure in whicingeai were at the top and merchants were
at the bottom, and presented exemplary characdeaerve as models of proper Confucian
behavior for the audiences. As a profit-driven gmiee,j ruri absorbed and reused existing
popular materials, themes, and characters in eodszll tickets. As a form of popular theater
intended for urban commonejsturi subtly contravened its overt didactic framework to
guestion the prescribed power structure and sexaefarm of social criticism.

Scholarly attention tp ruri puppet theater is overwhelmingly focused on ittyestages,
especially works by its most prominent playwrigbhikamatsu Monzaemon. In addition to their
literary value, the brevity and simple structurénif plays makes them especially appealing
objects of study. But the interesting renegotiaiwmth the genre conventions could only come
after those conventions became established. Tinly straws on the works of Japanese scholars
that examine the developmentjofuri across time by means of close textual analysidaoed
with contemporary theatrical materidland attempts to provide a fuller account of the
development of the genre by examining works byrlgémerations of major playwrights. This is
the first English language study that focuse$ ouri’s relation to women across time. My
analysis is based on both the text of the playsadswlother visual and textual publications such

as prints, posters, cast lists, and theater reyiasva/ell as contemporary books of history and

" For example, Uchiyama Mikiko'$ rurishi no j hasseikiThe History of Jruri in the Eighteenth Centuyy
1999), a groundbreaking work that drew scholargrdton to the important dramaturgy of NamikisBke, and
Kuroishi Y ko’s Chikamatsu igo no ningyj ruri, (J ruri Puppet Plays After Chikamats?007).

8



criticism abouf ruri.

The chapters are organized as follows: Chaptergbovdes critical background and
context by introducing the history and conventiohg ruri from a number of different
perspectives: the genre’s female originsyri as commercial enterprise, the history of
authorship and the major theaters, audiences a&egtien, ang ruri’s relationship to
governmental power and censorship. Chapters Treoigfn Four discuss the works of a master
playwright from a particular phasejirruri’s development. Each of these chapters consists of
two parts: first, the historical and social backgrd and the state pfruri during which the
playwright wrote; and second, a textual and peréoroe analysis of the playwright’s plays,
focusing on innovative representations of a padiciemale character type.

Chapter One,J ruri and Women,” provides critical background and ceintas well as
an overview of the history of nejwruri, particularly in relation to womed. ruri developed
from medieval oral storytelling genres that weremyaperformed by traveling female
performers and blind minstrels. The chapter belginexploringj ruri’s association with
women, as audience, performers, and characteits,ongins and throughout its development.
Whenj ruri developed into a male-operated commercial entajpni the late seventeenth
century, it rapidly formed business conventionsyall as genre conventions for character types
and plot patterns and for coping with governmeogaisorship. The limited number of
conventional female puppet heads affected the ewanalke characters were represented. The
chapter ends by discussing the general receptiticjsm, and expectations forruri; official
censorship; and the self-defensive genre convesitioari formed as a reaction to censorship.

Chapter Two, “Making Prostitutes Into Heroines: Kamhatsu Monzaemon and

9



Sewamonbfocuses on the representations of prostitutdseasines in love suicide plays by
Chikamatsu Monzaemon (1653-1724). The pleasurdeygarere a new topic for popular
literature and theater during the Edo period. Thegpter begins with an examination of the social
and literary context of the pleasure quarters endairly Edo period as well as the practice of
shinj , or love suicide. The popular interest in lovecgles as sensational news was widespread
in the late seventeenth century. The image of thstputes who participated in love suicides, as
well as the image of love suicide itself, were negain contemporarykiyoz shifiction, but
they were depicted more sympatheticallkabukiplays, especially domestic plays called
sewamonolnspired by the newly-emerged genresefvamonpChikamatsu Monzaemon
depicted prostitutes in his love suicide plays asally exemplary romantic heroines, rather than
as villainesses who bring men to ruin. The chagtamines three love suicide plays by
Chikamatsu Monzaemon: his first love suicide p&ynezaki shinj(1703), and two other love
suicide plays created as anniversary memorialSdorezaki Shinj Writing at the time when
J ruri was still in its embryonic stage, 8onezaki Shinj Chikamatsu drastically departed from
the scornful depictions of prostitutes in contengppffiction, and lay the ground for the
conventional depiction of low-ranked female chages#s morally exemplary characters in
j ruri. Later, Chikamatsu shifted his focus from idealizand deifying prostitute heroines to
depicting their struggles and suffering as humandse recreating them as characters that the
audience can sympathize with.

Chapter Three, “Real Voices of Stepmother Heroihesniki S suke and Toyotake-za
Theater” examines the recurrent representatiosgepimothers in Namiki Suke’s plays, in the
context of the existing conventional representatiohstepmothers inruri. The chapter starts

10



with a discussion the conventional representatodrstepmothers in ruri puppet theater,
especially in Takemoto-za theater, the older anterastablished puppet theater of the time.
Contrary to the stereotypical image of the “ev@phother” common in world folklores and
fairytales, Takemoto-za theatej’suri puppet plays conventionally depict stepmothers as
exemplary and virtuous characters who uphold Coafucorms, cherishing their stepchildren
and placing their welfare ahead of their naturdidcén’s welfare. As a Toyotake-za theater
playwright, S suke sought to depart from Takemoto-za theaterigs@ational representation of
stepmothers and give a more realistic portray#hefdark psychological conflict between the
“real” desire to favor one’s natural child and #teng social pressure to put one’s stepchild
first. The chapter examines several plays writteshféerent points in Ssuke’s career in order to
discuss the ways in which he dealt with the psyatichl conflict the stepmothers experienced.
S suke subverts and twists the formal conventiorjglaimonoj ruri historical plays in order to
find effective ways to fit more realistic, conflext characters into a model requiring that “good”
characters who follow Confucian norms triumph ia &nd, and “bad” characters who challenge
those norms are ultimately punished. | argue thatlse’s unconventionally realistic depictions
of the dark psychology and transgressive behaviseemingly-exemplary stepmothers
highlights the conflict between individual desiredasocial obligation, and calls into question the
absolute priority of social obligation.

Chapter Four, “Mythical Heroines and Provincial Daters: Chikamatsu Hanji and
Hamemongd examines the works of Chikamatsu Hanji (17253)78vritten after the height of
j ruri’s popularity in the mid eighteenth century. Thajter begins by discussing the historical
context in which Hanji was writing. The loss of pement theaters for the Takemoto-za and

11



Toyotake-za troupes led to fiercer competition, ardiyy with each other, but also wiklabuki
theaters. Because of thjsruri andkabukiwere engaged in a particularly strong cycle ofualt
influence and borrowing of commercially successfatterial. Hanji wrote at a time when genre
conventions and audience expectations were laggsified, and modern scholars sometimes
criticize him for a perceived lack of originalitpé overly complicated plots. However, Hanji
was not a mere copycat of earlier playwrights;egthe was adept at the writing skill of
hamemonpa technique for synthesizing existing source nmeteto create new plays that
surprise audiences with new twists express newdbleirhe chapter examines two provincial
daughter characters, Kiyohime fradidakagawa iriai zakurg1759) and Omiwa from
Imoseyama onna teik{id771), who were mythical heroines in their sourederials, but were
depicted quite differently in Haniji’s reinventiortsanji juxtaposed the images of a provincial
daughter who is deserted by an aristocratic lomdraajealous woman who destroys a man, both
from classical Japanese literature, and combineah ih his provincial daughter characters. He
also overlays contemporary samurai elites ontdnisterical aristocratic elites, thus creating
highly political plays in which female characters gacrificed in furtherance of political
schemes. | argue that Hanji's reinvention of proiahdaughters as unconventionally outspoken
in the female realm of love, and yet sacrificialypa in the male realm of politics, subtly
criticizes societal norms that subordinate the eafithe individual to the maintenance of the
social order.

By examining the history gf ruri through its association with women and its female
characters of different social types, this dissenieexplores the ways in which these playwrights
created, followed, subverted, and twistediri's theatrical conventions. As popular
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entertainment for urban commoneyjsruri plays served three roles: didacticism, entertaiitme
and subtle social and political criticism. Althoughuri’s overall structure was designed to
reinforce the class and gender hierarchy and \&@lstm promoted by thekufugovernment,
playwrights also constantly challenged and expartdezbnventions in order to incorporate
more morally realistic characters that resonatéd s@mmoner audiences, and to create plays
that were not only didactic and entertaining, dsb &ubtly critical of the value system they
ostensibly reinforced. Underneath the didacticismuri’s female characters were often
represented in ways that gave voice to the deaimdsmotions of commoner audiences that

were suppressed by prevailing social norms anéxising power structure.
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CHAPTER ONE
J ruri and Women

This chapter provides an overview of the develogménewj ruri (“t ry j ruri \v

w# #u” or “Giday | ruri *O " pw# #u "), both within and outside the official theatefie
chapter begins with a brief introductionjofuri’s evolution from medieval performance genres
into a theatrical genre that incorporates early enodnterests and issues. In the second section, |
describg ruri’sorigins in oral storytelling traditions that wereosgly associated with women,
women’s continuing roles gnruri’s peripheryafter they were banned from the stage, the central
role that female audiences had, and hawri’s female origin legends were appropriated and
deployed to lend prestige to eighteenth-centuryeinailiri. Then | addresfs ruri as an early
modern commercial enterprise, with fierce compatitboetween the two major theaters in Osaka,
examining the contemporary production routine. Nekdrn to examining ruri as popular

texts, focusing on the history of publicationj afuri texts and how they were received.
Continuing from this topic, the following sectioramines the concept of authorshig iruri

and the major playwrights in the eighteenth centespecially focusing on the playwrights

whose works are examined in the second, third faumdh chapters. After that, | examine the
correspondence between puppet heads and chargaerinj ruri and consider how the
significantly smaller roster of female puppet heafiected the way female characters were
represented. The final two sections discuss thergéneception, criticism, and expectations for

j ruri, official censorship, and the self-defensive gaxmeventiong ruri formed as a reaction

to censorship. As a whole, this chapter is intertdedtroduce key issues that will reappear in

the second, third, and fourth chapters and to geirnportant background information and
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historical context that is relevant throughout.

J ruri and Women: Origin Legends, Female Performers, anBemale Audiences

During the Edo period, female performers were bdriran performing on stage in
officially licensed theaters, beginning with anadssued in Kan'ei 6 (1629). Since then, both
j ruri andkabukiwere exclusively performed by male performers, éedeloped as “male” arts.
This tradition continues even today, with the magsociation of ruri puppet theater (Bunraku
Ky kai) requiring all registered chantesfilamiserplayers, and puppeteers to be nierhe
playwrights were also exclusively maféNonethelesg, ruri maintained its strong association
with women by emphasizing its feminine origin. Thextion examines howruri proponents
deployed its historical relationship with womenwhoruri was performed by women outside of
official theaters, and how it was received by fesralidiences.

Both kabukiandj ruri originated with female performers. While the stofyOkuni, the
founder ofkabuki is well known ruri also has female creators according to legend.ndeus

in the mid-seventeenth century, texts that recthentistory of ruri often attribute authorship

8 The requirements for applying to the training peogrof the National Bunraku Theatse ¢ei puroguramyare:
a male under 23 years old who has finished junigin kchool. Nihon geijutsu shinkai, “Bunraku no gigeiin
(tay , shamisen, ningy no kensh ni tsuite,” http://www.ntj.jac.go.jp/training/dirte/group08.html (accessed
August 8, 2014). As of April 2013, 49% of theuri theater performers were graduates of the traipingram.
However, when considerirjgruri theater more broadly than the “official” Natiof&lnraku Theatres in Tokyo
and Osaka, one can find female performers in lihesdters, as well as semi-professional chantese-pfruri

performances (chanting without puppets). Awaiigy j ruri B2° C g w# #u today has more female
performers than male ones, and fentatlay chanters known gery giday év*O " u , orjogi é*O for
short (formerly callednusume giday I1*O " p ), hold occasional performances today.

19 Interestingly, Okamoto Kid , ©)ay (1872-1939) imagined a female playwright in hisrsiplay, Chikamatsu
Haniji no shi(The Death of Chikamatsu Hanji, 1928). In thesttire playwright, Chikamatsu Haniji, has a

female apprentice (Osaku) whom he entrusts witilsHing his last playlgagoe dch sugoroku 2!2z4(pn

- (Revenge at Iga Pas§783). This story is based on the mysteriousvalept, Chikamatsu Kasaku, whose
name appears only once as the co-authtgagfoe dch sugorokualongside Haniji.
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of themonogataritale from which ruri takes its name to a woman named Qmnd attribute
the earliesf ruri chanting performances to a woman named Namuenithmaugh Oz’s legend
is inaccuraté? and Namuemon’s legend is contested and unvesfjabé existence and
popularity of these legends, especially @zare an indication of how strongly the performman
arts were associated with women in the early modapanese mind.

By the mid eighteenth century,ruri monogatariwas widely believed to have been
written by a woman named Ono no QZ5 S30 ). The earliest written record of the attribution
of Oz as the author af ruri monogatariis in a historical record sh fushi7¥2 0O ¢
(History of Kyotg 1684), followed by twaukiyoz shi, Koky gaeri no Edo banash®4“ «Fp a

AN i (Story of Edo upon Returning Homié87) andshikid  kagami, 4( £6~ (The Great
Mirror of the Art of Love1688)?* These earlier texts do not give any details alimut other
than that she was a maidservant of Nobunaga. leigieenth century, whenruri became
extremely popular, the accounts of Gasj ruri’s founder became more embellished, and more

well known. For instanceChikuh koji*? (H reki 6, 1756) describes Oas a talented and

20 Ry tei Tanehiko debunked this legend. He points cattthruri monogatariexisted before the time of
Nobunaga (see footnote 3). He also notes thanitti€onstructive to designate this one persohasdle author
of the text, since the story was constantly revesed was passed down, and multiple versionsefekt co-
existed.

2L Y sh fushisays “the text was written by Ono no Q©da Nobunaga'’s wife's maidservant.” Og described as
Toyotomi Hideyoshi’s maid, not Nobunaga's Koky gaeri no Edo banashESee Muroki, 23; Watsuji Tetsur
Nihon geijutsushi kenky vol. 1: Kabuki to ayatsuiji ruri (Tokyo: lwanami shoten, 1955), 3-9.

22 Chikuh koji was published by Naniwa sanjin Ichiraku in 1756imtwthe “Golden Age” of ruri puppet theater
whenj ruri’s popularity was at its height. It gives a histatiaccount of ruri theater, particularly the history

surrounding the two major theaters in Osaka, Takema'%. « U theater and Toyotake-A4%. U theater. The

name of the book%o1i > ! (The History of Chiku (Takemoto) and HToyotake)), comes from these two
theaters. See Naniwa Sanjin Ichirahikuh koji, In Gein shi kenky kai ed.,Nihon shomin bunka shiry
sh sei vol. 7: Ningy j ruri (Tokyo: San’ichi shob, 1975),20-34.
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beautiful female writer:

The beginning of ruri goes like this: During the Eiroku period (1558-Qpthere

was a maid serving Lord Oda Nobunaga named OnaznoS$he was gentle and

smart. People say that she was a beauty who cealdiie famous beauty Ono no

Komachi. When Lord Nobunaga was killed, she wasmsarned to personally serve

Taik Hideyoshi. She wrote & shitext, following the example of Murasaki Shikibu

writing Genji monogatatri., and named i ruri monogatari®?
This kind of anecdote not only emphasizes the genomnection to women, which had actually
been lost by the mid eighteenth century, but age h foundation for a narrative that lends
J ruri legitimacy and authority through this female amigi

These embellishments on Gz story enhancg ruri’s stature in two respects. First, they

create a parallel to the world of Heian womenisréture. Both OZs physical beauty and inner
talent are compared to notable female writers ftloenHeian period, such as Ono no Komachi
and Murasaki Shikibu. This juxtaposition with theibh female writers seems to be an effort to

legitimatizej ruri by tying it to the “high” culture of the aristo¢csaMonogataritales had a long

history of being regarded as a “low” genre, in casitto “legitimate” genres, such as history and

poetry. Prose fiction was often criticized as béiinyolous lies"l0s)al " that lead readers into
moral misbehavior. However, by the Edo period, Hamnogataritales had found their way
into the canon and were widely celebratkduri’s proponents aimed overcome criticism that

j ruri was a low genre that presents “frivolous liesttigh this origin story that connected it to
the celebrated Heiamonogataritales that formerly faced the same criticism. 8éd¢these
embellishments borrow some of Nobunaga and Hidegostestige for Oz, and, by extension,

forj ruri. Hideyoshi, in particular, was a local hero in KesaAdditionally, the juxtaposition of

8 Chikuh koji, 22.
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Oz ’s literary activity as a serving maid in the satfra contemporary military leader with the
status of ladies-in-waiting who served in the salohthe Heian empresses reinforces the
association with Heiamonogatari

Beforej ruri became a well-established “male” art regulatethieypakufugovernment,
its main performers were traveling female perforsrard blind minstrels, whose chanting and
music were eventually combined with puppetry atqremances held on the riverbanks\yarg

in Kyoto, most famously at Shikawara (Figures 1 and 2)

2 Figures 1 and 2 are froB8hij kawara yraku zu bybu, currently owned by the Dnoto Family (Figure 1) and
the Boston Museum of Fine Art (Figure 2). The Badttuseum version is considered to have been paiated
based on Figure 1, so the female chanter anshthniserplayer appear to be almost identical. | am showing
both, primarily because of the better conditiorthaf Boston Museum version. Ninghutaishi kenkykai, ed.,
Ningy |j ruri butaishi(Tokyo: Yagi shoten, 1991), 124.
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168 EFRALFARER 2 (3%5)

Figure 1:Shij kawara yraku zu bybu (part), early Kan’ei period (ca. 1630), owned bg th
D moto Family. FronNingy | ruri butaishi, p. 19. A close-up of a female chanter and a
shamiserplayer.
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Figure 2:Shij kawara yraku zu bybu (part), Kanbun era (1661-73), owned by the Boston
Museum of Fine Art. A female chanter andremiserplayer are performing aiatamimats. The
smaller figures behind the railings are puppets.)

In this close-up of a painting (Figure 1), the féer@erformers are depicted much bigger than the
puppets. Normally, the curtain (shown rolled up\abthe performers) would be pulled down in

order to highlight the puppets (the smaller figuregont of the performers). In this

performance, the female performers themselvesatepthe visual spectacle, so the curtain is
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pulled up?® Figure 2 depicts the female performers in thelsinmanner, also showing a pulled-
up curtain above their heads. In fact, female aranwere quite popular at the beginning of the

seventeenth century. Even after the ban on fenefenmers in Kan’ei 6 (1629), some female

j ruri chanters continued to perform. Among them, Rokajmuemon- B "“/'6U  (birth and
death dates unknown) appears in records of ¢arlyi performances, such Baniwa miyage
andChikuh koji. Rokuji Namuemon is noted as an important figuh® werformed at around
the time when puppets were first incorporated jntari performance®

Even after enforcement of the ban on female pedosmemoved them from the stage,
women remained important practitionerg aturi outside of the theater throughout the Edo
period. For men, amateprruri chanting was a hobby, but for women it could béngportant
means to make living, or to marry wellhikid kagamilistsj ruri as an important musical skill
for courtesans to entertain their guestss | will discuss in Chapter Two, courtesans and
prostitutes were popular female charactefsrari plays, and sometimes plays contained scenes

that depicted prostitute characters dgingiri chanting. One example of this discussed in

% |t is believed that the presentation of the fenthianter and thehamiserplayer happened during the highlight
of the play.Ningy j ruri butaishi, 27.

%6 Chikuh koji describes Namuemon'’s popularity as follows: “Dgrthe Eiroku period, a female chanter named
Rokuji Namuemon performgdruri puppet plays at the river bank of Ship Kyoto. The performances became
popular as a rare form of entertainment. She wasmned by various wives of lords, and eventualkfgrened
for Taik Hideyoshi. In the end, she even was summonecetodhrt and performed for the emperor during the
Keich period (1596-1614), and was given the titl¢ ofiri tay by the emperor."Chikuh koji, 23)Naniwa
miyageeven credits Namuemon as one of the possible datadi for the chanter who first combined the puppet
with j ruri: “As for combining chanting with the puppets, sosag that it started when a female chanter named
Rokuji Namuemon did a performance at the Shiijerbank during the Keicho period (1596-1614) athers
say that it started when the puppeteers from Nighiga came to Kyoto and performed at around theesamre.

(J ruri monku hych Naniwa miyag€1738), Ueda Kazutoshi ed., (Tokyo:l kan, 1904), 1-2.)

2’ Fujimoto Kizan,Shinpan Shikid kagamj ed. by Shinpan Shikid kagami kankkai (Tokyo: Yagi shoten,
2006), 232-236.
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Chapter Two is Oshima from Chikamatsu Monzaemavs kuicide playshinj nimai ezshi °

p § 0).,i(i (Love Suicide and the Double-Folded Picture Boak96).

Asj ruri chanting became more and more popular in the ezglitecentury, it became
part of popular training for young urban womentHha late Edo period, wealthy townspeople

sought to send their daughters to serve at samaasions as a kind of finishing school

(hanayome shugy,<‘Y ). These women were able to secure a better husifserdearning
etiquette and social graces through serving atrausd mansion. Singe ruri was popular
among thaedaimy and their wives, possessing skillj aturi chanting would improve these
women'’s candidac’f.

There were also professional female performerd) asdemale master chanters who
taught mainly female students, and performers wdréopmed at less formal gatherings. These
practices were more popular in Edo than in Osaka7b4, thirteen female apprentices’ names
are recorded among the 196 apprentices of the dkgeata chanters in Edo. By the late

eighteenth century, both male and female chanters performing ruri at temples and rented

houses in Ed&. Despite governmental bans, the female chanterssa$ ¢ variety shows

% Morisada mank 02 1«  (mid nineteenth centurgxplains this custom as follows: “It is a custo@nfr more
than one hundred years ago to lesttamiserand;j ruri. The tendency is even stronger recently, and gfids
learning these from the age of seven or eight. Blatvork especially hard to send their daughtetsdanaster.
Especially in Edo, even a daughter of petty citizdaes not fail to be trained in a performative amtd use that
as a means to serve a samurai family. If one doesanve a samurai family, it is hard to find a gdwisband. If
one does not learn at least one performativetasthiard to serve a samurai family. This is whysgearn things
like shamiserandkotoinstruments.” See Hata Hisakedo okujoch monogatari (Tokyo: K dansha, 2001), 23-
29.

2 There were some edicts banning performances byiéechanters issued starting from 1794, showingghah
performances were popular around that time. Miz2vnko, Edo Tokyo musume gidapo rekishi(Tokyo: H sei
daigaku shuppankyoku, 2003), 18-24.
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became extremely popular in the Bunsei and Terggiods (1818-1843).When the ban on
female performers on stage was finally lifted ia Meiji period, female chanters again became a
social phenomenon. They were extremely populathfeir beauty, andkiyoeprints and

“bromides” (photographic portraits) of female chemstwere sold. Figure 3 is one from a series
of ukiyoeprints by Kitagawa Utamare "] 7;a (17537-1806) entitleBdo no hana musume
jruri arb,<lw##u (Flowers of Edo: Girl Ballad Singerg. 1800). Figure 4 is arkiyoe

print by Utagawa Toyokuni IV7 J11\  (1823-1880) of a famous Kiyomoto-bughiuri

master from Tokyo, together with her younger sjsgaching two young girls in the early Meiji

period. Both prints are made in thjin-ga *> C#i ” or “print of a beautiful woman” style,
drawing attention to the beauty of the female pentrs. The performer in Figure 3 wears an
extravagant hairstyle with huge hairpins, signifythat she might be courtesan. The performer-
master in Figure 4 is dressed in a more subduedengbefitting a master in a town. The picture

of akabukiactor on the fan on the floor indicates its strasgociation with the theater.

% In Tenp 8 (1837), a critique of 190 femdleruri chanters entitletMusume jruri gei shinasadame w# #u.$

was published, and in Tenfd2 (1841), thirty-five female chanters were aeddbr ignoring the
governmental ban. Mizuno, 41-48.
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Figure 3:Edo no hana musumerpri (c. 1800) by Kitagawa Utamaro. Boston Museum ofFi
Arts.
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Figure 4:Josh sanj roku kisen: Tokyo Hasegawa chnna shish (é(* U -2 2. % ¢6x%
1A J#é é & 6 ) by Utagawa Toyokuni IV (1823-1880). Early Meigfiod. Tokyo Metropolitan
Library.
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Generally speaking, ruri is considered to be a “linguistic” art, as complaiekabuki in
which actor’s bodies are a focal poihThis is especially true fqr ruri theater after the ban on
female performers and establishment of male tresdtiioupes performing at permanent
theaters. While contemporary critics’ reviews ofteaus on the physical featureskafbuki
actors, they focus on the voices of theuri chanters, not their appearances. Howgveuyi
also has strong “bodily” aspect that cannot berigdpand that is particularly salient in its
female origin story and the female performers dgtsif the official theaters. As | discuss a little
later,j ruri received mixed reviews from the contemporaryditerespecially Confucian and
kokugakuscholars. It was highly praised for its literaryues?? but condemned for its corrupting
music that stirs up carnal desires, and thus de&taederoug® Surprisingly, rather than
downplaying ruri’s “dangerous” sidg, ruri’'s embellished origin myth emphasizes its “carnal”
aspect. Just like female performers from anciemiédieval Japan who could both be sacred
(priestesses/spiritual mediums) and earthly (prass),j ruri could potentially be spiritual and
noble, but could also be earthly and carnal.

In addition to expanding ruri’s prestige by associating Omith Heian female writers,

Chikuh koji's account of Oz as the author af ruri monogatariacknowledges ruri’s

%1 Torigoe Bunz callsKabukia bodily @ //2#' ) art and ruri a linguistic Q«1 /2#' ) art in his “Kinsei engeki
no shis,” in Torigoe Bunz et. al. eds.Kabuki to bunraku no honshitgtiokyo: lwanami shoten, 1997), 43-46.
Taguchi Akiko explains thaf “ruri is a performance art that focuses on the stonytebly the chanters by words

and music, whil&kabukiis “carnal gikutaiteki*x /$x ).” Taguchi Akiko,Kabuki to ningy j ruri (Tokyo:
Yoshikawa k bunkan, 2004), 40.

%2 Qgy Sorai, for example, is said to have praised Chiaamsmichiyukiscene from th&onezaki shinjas

superior literature, according tda Nanpo's'#a!$  (1749-1823)okuji kosuiin Nihon zuihitsu taisei
henshbu, ed.Nihon zuihitsu taisei daisankiZokuji kosui / Shkan zakki{Tokyo: Yoshikawa kbunkan, 1995),
146.

3 Certain types of ruri chanting, such as chanting by women, and particnissical styles, such as Bungo-bushi,

were strictly criticized as lascivious. See page 75
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“bodily” aspect. FirstChikuh koji describes Ozas “a beauty who could rival the famous
beauty Ono no Komachi.” Her comparison with Komastsignificant, since, while Komachi is
a well-known female poet, she is also renownedh&rrbeauty and is often represented as a
“femme fatalein severaln plays andsetsuwaanecdotes. Secon@hikuh koji explains that

Oz *“was summoned to personally serve Taikdeyoshi.” The expression used hementh

(X p (inside the curtain),” suggests that Qeas perhaps not merely a serving maid, but also a
mistress for Hideyoshf.Her beautiful appearance and physical relationsfitip the male
authority resonates with the carnal image of meaieamale performers. Traditionally, female
entertainers, such ahiraby shidancers, were also involved with prostitution. Bém
entertainers often used their performances tocaf@tential customers. They could also gain the
favor of high-ranking samurai lords, as seen inféimeous example of trghiraby shidancers
Gi and Hotoke in th@ales of the Heikevho became mistresses of Kiyomori. Although the
legend describes Oas the author af ruri monogatarj and not the performeGhikuh koji
seems to shade the image of a talented femalerwdire, with the image of the physically
alluring female gein ) performer.

Interestingly, the heroine Jf ruri monogatarican be read as an embodiment of the
nature of the ruri genre and its female performers as simultane@aiyed and earthly.

Princess Jruri is not a typical aristocratic princess, butaaighter of a provincial governor

(kokushi\ — ) and an ex-prostitute. Also, while human, she b@® as a divine child (god-sent

% In fact, in actual history, there seem to have tsmral women who were named “Tsr “Z ” who were
professional performers (traveling performers) whoved the contemporary authorities in the sixteeantury,
such as Nobunaga, Hideyoshi, and leyasu. At leasef them were mistresses, such as the perfouimer
served Sanada and is recorded as having borne $im. uroki, 23-25.
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child) of Yakushi Nyorai Buddha as a result of parents’ prayers. If one considers the
legendary “Oz” as a collective identity of the contemporary &kng female performers, who
collectively created ruri monogatarithrough repeated performance of the piece, ibis n
coincidence that their circumstances were reflertédde heroine.

Although Princess J3uri did not remain a popular heroine in the rjemari plays after
Chikamatsu Monzaemon'’s time, her representatives treappear in later plays. The trope of the
heroine as a prostitute-deity continues in Ohatqurostitute heroine in Chikamatsu’s first love
suicide play who was idealized and equated wittk#maondeity after her death; the trope of
the heroine as a daughter of a provincial govewiar has a short-lived romantic relationship
with a hero can be found in Kiyohime, who fell avé with a traveling prince and was
victimized in the end.

Women were also an important parj afuri theater and culture in the role of an
enthusiastic audience. Because the contemporasy alad gender hierarchy granted less
freedom for women, and because of the ban of fepef®rmers on stage, one might think that
the women were also banned, or at least discourfged attending theater as well. However,
on the contrary, urban women constituted a largegddheatrical audiences. Female audiences,

especiallydaimy wives and their maids, seem to have been consigene of the typical ruri
fanbaseOnna daimy t zai hy rin & +  %0Y0U @ (Female Daimy’s Critique of East and

West 1758), a critique of ruri performers gyatsurihy banki iG 0U 80°%), is written in the

form of a discussion betweerdaimy wife and her maids about variousuri performers. At

% As compared tabukij which had a long history dfy bankipublications ayatsuri hy bankiappeared and
disappeared in the short period between the Eakygl Tenmei periods (1744-1789).
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the beginning, thelaimy wife plans to punish two maids who slipped outhwiit her
permission, and summons them in front of the oftaerale attendants. However, on finding out
that the maids went to sgeuri performances at the Takemoto-za and Toyotakeeatdhs, the
wife gets excited and starts asking their opiniaosut the performers at the two theaters:
| am the wife of Lord Hachimaii.Good, the female attendants and maids have all
arrived, correct? | summoned you, because | héatdwo serving maids went out
somewhere without asking my permission, and thelygame back this morning. |
will definitely punish them... What, you went taegeruri plays? If | knew that
earlier, | would have given you a lot of money pesd for the tickets and the special
box seats. Now now, you must have had tons ofdigm’t you?... Which did you
think was better, the West (Takemoto-za theateth@iEast (Toyotake-za theater)? |
heard that both of them started new plays lastexitthat are the titles?

An enthusiastic theatergoer herself, the mistnegsgiies about the performances at the two
theaters while joining the discussion. A similattean is used idyatsuri awase kendalY %

Ob+* (Lecterns of the Western and Eastern Theatef§7), in which a maldaimy lord
summons his attendants to critique jtheuri performers of the Takemoto-za and Toyotake-za

theaters® Although most of the characters are men, a masdgsmby and jumps into the

discussiort? A “maid (joch €& p )" is in fact one of the stereotypical fictionalarhcter® who

% This is a fictional domain. The name was probahkeh from the location of one of the publishersgitiman-
suji Street, which was very close to the fwauri theaters by the Donbori River.

% Onnadaimy t zai hy rin, in Funakoshi Seiichir, ed.,Naniwa sshovol. 15 (Osaka: Naniwa sho kankkai,
1927), 39.

% Ayatsuri awase kendain Gein shi kenky kai, ed.,Nihon shomin bunka shirsh sei vol. 7: Ningy j ruri
(Tokyo: San’ichi shob, 1975), 396-407.

39 Ayatsuri awase kendad05.

40 Other stereotypical characters are tttabori 8CE v(the discussion leader, who is often tiemy lord or the
master of the house), théki 2a « (a fan of a particular performer), theruguchi O « (a badmouth), the jin
*e C (an old man), and the sha f*... (an expert or connoisseur).
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give their criticisms of ruri performers irayatsurihy banki Other critiques, such &aniwa
sono suebako,< ¥4 Z-%(The Terminal Leaves of Naniwk747}* andShin hy banki kawazu uta

0U8.97 (New Reviews of Frog Sond¥62¥? are set in the pleasure quarters, where the
prostitutes, courtesans, and their customers fnietchants) discuss the performers. (Figure 5)
As presented in these critiques, female audienreeasaopinionated and enthusiastic about the

j ruri performers and the contents of the plays as maleaces. A priest/fan character points

out inOngyoku sarugutsuwgb d"-3™ (Mouth Gag of Musicl1746) that “performers cannot
earn money without female fan®,ivhich shows that the importance of female audieel

fans was generally acknowledged.

41 Naniwa sono suebhan Funakoshi Seiichir ed.,Naniwa sshovol. 15, Osaka: Naniwa sho kankkai, 1927, 1-
30.

42 Shin hyban kawazu utan Gein shi kenky kai, ed.,Nihon shomin bunka shirysh sei vol. 7: Ningy j ruri
(Tokyo: San’ichi shob, 1975), 412-416.

43 Ongyoku sarugutsuwan Gein shi kenky kai, ed.,Nihon shomin bunka shirysh sei vol. 7: Ningy j ruri
(Tokyo: San’ichi shob, 1975), 372.
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Figure 5 lllustration of courtesans and customessussing ruri performers ifNaniwa sono
sueba

Pictures and paintings also reflect women’s pres@mthe audience. For instance, early
paintings of the entertainment district during &aely seventeenth century illustrate higher-
ranked women in the more expensive box seaiik(), while commoner women are in cheaper
seats on a mat. A screen painting depicting pedoras at the SerjsTemple in Edo (depicted
ca. 16457?) shows a variety of audience membersy mfanhom are women. Figure 6 shows a
high-rank woman and her female attendants in askakx behind a see-through curtamsy,
with mixture of men (on the left) and women (on tight) in the cheaper seats on the mat in
front of the stage. Figure 7 shows men and womdm etiildren in the audience, and one woman
(the third woman from the right) appears to be sifeading a child on her lap. The illustration
of a rehearsal (more preciselypayomj which will be discussed later) (Figure 10, toppitts
two women (probably maids who work at the teahongke theater district) sneaking a peek
from just outside the sliding door on the rightth&lugh illustrations of ruri audiences after the
Enp period are lacking (existing illustrations congate more on the stage itself rather than the

audience}; illustrations ofkabukiaudiences in the later periods show that womatiffefrent

4 Ningy j ruri butaishi, 143.
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classes can be found throughout the audience. @abpi production side being completely
male,j ruri’s target audience was not exclusively male; orctiv@rary, since the beginning of

the genre, female audiences were major consuméheatrical productions.

Figure 6:Sensji f zokuzu bybu (part), ca. 1630-1645?. Fralingy | ruri butaishi, p. 34.
Depicts thesajiki box seat on the left side and the cheaper seatseaground.
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Figure 7:Sensji f zokuzu bybu (part), ca. 1630-16457?. FraNingy | ruri butaishi, p. 35. The
female audience member in the lower right cornéresstfeeding a child.

Although early modern theater was developed asa€e'hart in official theaters, both
j ruri andkabukioriginally started as medieval performance ag&sr( ) that had an oral
storytelling (linguistic) aspect as well as a bgddarnal) aspect, particularly when the
performers were women. Rather than completely disimg its female origin, early modern
j ruri proponents acknowledged and advertised it by pogag the legendary writer af ruri
monogatarj Oz , with the aristocratic female writers from the &feperiod. This marketing
strategy aimed to reimagifneruri from “a seed of weeds that people brush off asesr@an

thing,” into a respectable genre that speaks to peogh chsses, from urban commoners to

4 Kotakesh (Collection of works by Uji Kaganoj f/k/a Kaday), in Gein shi kenky kai, ed.,Nihon shomin
bunka shiry sh sei vol. 7: Ningy j ruri (Tokyo: San’ichi shob, 1975), 128.
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aristocrats. It is not surprising that one of teavrclasses of heroines of the newri plays

were prostitutes, who were also performerg ofri themselves. Perhaps female performers can
be considered a representation of the genyerofi itself, considering their literary and carnal
associations. Although women were kept off stage répresentations of female performers
were included on stage, and female audiences wer@fidthe main target audiences that

producers had in mind.

J ruri_as Theater: Commercial Enterprise

As discussed in the previous sectipmuri was mainly performed by traveling blind
minstrels and female entertainers during its edelyelopment in the seventeenth century. There
were no permanent theaters. Instead, minstrelsdimeisummoned by their audience, often
wealthy aristocrats and samurai who wanted enter@nt at their mansions. Asruri chanting
combined with puppetry, performances shifted torarent theaters that collected admission

from their audiences, generally urban commonensg®e Bunz calls the former medieval style
of visiting the audience for performancég ‘kyaku O  (seeking audiences),” and the latter

early-modern style of inviting the audience to parfancesKy kyaku %  (attracting
audiences).” The “attracting audiences” style efilérce commercial competition among urban
theaters, not only between differgnturi theaters, but also betwekabukiandj ruri. The map

of the D tonbori theater district in Osaka in the Ky period (1716-1736) shows that there were

eight theaters df ruri andkabukiside-by-side. (Figure 8)
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Figure 8: Map of Theaters around thet@nbori River in Osaka, Mori Sh94. The wide
horizontal band across the top is thednbori River, with four bridges. There are eidigdters
across the street from the river. From left (westight (east), they are numbered from one to
eight. One, three, four, and seven lebukitheaters, and two, five, six greuri theaters, and
eight is unknown. Two is Takemoto-za, and six igolake-za. The side of the street nearer the
river also had numerous performance theaters,dimgyuTaked&arakuri theater, which is

shown in the above map between the second anditdebtidge.

By the early eighteenth centujyruri puppet plays had become a well-established part
of early-modern urban life in Osaka. Two primargdters, the Takemoto-za theater (established
in 1684 by Takemoto Giday and Toyotake-za theater (established in 17031&0d* by
Takemoto Uneme) were established along thieobori River and developed in competition
with each other throughout the eighteenth centiiigure 9.) Because Toyotake-za was the
newer theater established by a younger chantanglits first twenty years (1703-1724) its

writers and actors were “striving to establish theiiqueness, being strongly conscious of the

more advanced existence of Takemoto“2&¥ around 1725, Toyotake-za had succeeded in

% Toyotake-za theater was not successful the first it was established in 1704 and was forced teeclbe next
year, but it reopened in léi 4 (1707) and became as popular as Takemotoezdeth Shirakata Masaru,
“Toyotakeza o megutte,” in Torigoe Bunet. al. eds.Chikamatsu no jidajTokyo: Iwanami shoten, 1998), 143-
146.

47 Hara Michio, “S setsu” in Hara Michio, edToyotake za jruri sh |, (Tokyo: Kokusho kankkai, 1991), 398.
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establishing a signature style, and thereaftetwioerival theaters competed on equal terms with
each other, with the “beautiful eastern style” of/dtake-za contrasting the “simple and grand
western style” of Takemoto-Z&Each chapter will return to discuss the new deulents in the

ongoing history of Takemoto-za and Toyotake-zatdrsa

Figure 9: Image of Takemoto-za (picture right) doglotake-za (picture left) with banners. From
Chikuh koji (H reki 6, 1756)

The establishment of unique styles for each themdsra result gf ruri’s fundamental

difference fromkabuki If kabukiwas an individualistic arf, ruri was a collaborative art. Each

8 |bid. The two theaters were designated the “east’the “west” according to their locations along th tonbori
River.

36



kabukitheater made a contract with a different set tdraeach year. Because of this, it was
important for eackabukiactor to develop a unique performance style tigefully, would

make him indispensable. In contrast, the membeescifi ruri theater were generally fixed.
Chanters adopted the surname Takemoto or Toyatakerding to the theater they belonged to,
and if they moved between theaters, they also duhtiteir name¥. Rather than developing
their own unique styles, the junior chanters ledrhe theater’s style from the senior chanters.
The playwrights were under contract with one theate¢he other, and wrote in accordance with
that theater’s traditions and characteristid@Shapter Three discusses an example of how the
distinct style of each theater impacted playwrigtspt-writing, particularly with respect to
Namiki S suke, who changed theaters during his career.

During the eighteenth centugyruri troupes in Osaka generally prepared a brand new

play for each productiottAudiences were excited every time the new pshyr(saku, 8 ) was

out. Performances were not held for two or threes deefore the new play began while

49 For example, Toyotake Wakataywho established Toyotake-za theater, changesthi®e name from Takemoto
Uneme to Toyotake Wakatayhen establishing his theater.

% This also is significantly different froabukiplaywrights, who wrote for different theaters.

1 This was not the case in Edo or in local citiese jThuri theaters in Edo after th®j ruri period up until the late
eighteenth century held performances by the pedosrfrom the Toyotake-za theater, who performeeérold
successful pieces that had first become popul@seka. It was only after the 1780s that playwrigimsluding

Fukuuchi Kigai&Y Z:# ¥(Hiraga Gennait2! ; £ ), started writing new plays for performances imEfee
Fuchida Y suke, “Edo no ningyj ruri kai,” in Torigoe Bunz et. al. eds., gon jidai no j ruri to sono go
(Tokyo: Iwanami shoten, 1998), 193-195. The Takenmat and Toyotake-za troupes also occasionallylteav
to local cities. In contrast to the performance®saka, where one new piece was performed sometimes
months, the local performances showed old and pojpitces in a much shorter span. For instance, in
Tokushima in 1693, seven pieces were performedaueen-day performance period. See Akimoto Shizus
“Gekij to k gy ,”in Torigoe Bunz et. al. eds.Chikamatsu no jidafTokyo: lwanami shoten, 1998), 217. The
theatrical troupes tested the popularity of newplia Osaka, and performed pieces that guarantpeafia
during their Edo and local performances. This apphas popular in modern theater, with Broadwayioals
shows for example. Theatrical companies try out thew plays on Broadway (or perhaps “off-Broadwagnd
embark on a U.S. or international tour after a flagomes popular on Broadway.
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preparations were madeThe new play required a new script, costumes, Qrsjage sets, etc.
This made it hard fgr ruri to have a fixed annual routine likabuki Kabukitheaters made an
annual contract with a new set of actors each ye@rhad a rough annual schedule based on the
seasons. The new year t@bukistarted from the eleventh month whésadmisé face-showing
performances were held to introduce the actors witbm each theater had contracted for the
upcoming yeat*In contrast, since the performers were expectédlong to one theatrical
troupe, 'kaomisé was unimportant and infrequentjirruri.>* Rather than showing new plays
according to a seasonal routine, the lengthjofi play’s run depended on its popularity. For
instanceKokusen’ya kasseoy Chikamatsu Monzaemon famously ran for seventeamhs in a
row. However, despite its popularity, there werb/@even productions in the next fifty years,
while variouskabukitheaters put on twenty-six productions of kadukiadaptation of
Kokusen'yaduring the same peridél(This comparison may be a bit misleading bec&abeiki
theaters outnumbergadruri theaters. Nevertheless, it still reflects diffdrattitudes towards

constantly producing new plays versus repeatirgpartoire with new actors.) This flexibility in

2 |n a samurai’s diary entitledmu r ch ki ;©;A(r p0° , the author, Asahi Shigeaki. ¥5'v , went to D tonbori
when he was in Osaka for a business trip on tth diaty of fourth month in Hei 7 (1710), but complained that
“there are ng ruri today or tomorrow at Takemoto-za theater, becausaw play will start on the eighth.”

mu r ch ki, cited in Akimoto, “Gekij to k gy ,” 210.

% Shibai nenchgy ji ,* f°p/ee! . Although there were some differences betweerttteeand the Kamigata
(Osaka and Kyoto) conventions, in both cases, tae gtarted in the eleventh month, and new playe sleown
roughly once every two months except for the sum(tier first month, third month, fifth month, anchth
month). See Akimoto, “Gekijto k gy ,” 208 and Masaki Yumi, “Genroku kabuki: Kamigata Torigoe
Bunz et. al. eds.Kabuki no rekishi (Tokyo: lwanami shoten, 1997), 76-77.

* J ruri heldkaomiseperformances starting from 1705, but they wereregtilarly done. Akimoto, “Gekijto
k gy ,” 208-210.

% Giday nenpy Kinsei henGiday nenpy Kinsei hen kankkai, ed. 7 volumes (Tokyo: Yagi shoten), 1979) and
Kokuritsu gekij j en shirysh 538 T shi ky gen Kokusen'ya kasseKokuritsu gekij ch sa kiroku ka, ed.
November 2010.

38



the performance schedule enabled producers toatetihe loss caused by unpopular plays and
to maximize the profit from the popular plays. bid@ion to writing a new play as the current
production lost steam, ngwruri plays were also written to coincide with speciams® and
after scandalous incidents such as love suicidgscttimmanded the public’s attention.

Bothj ruri andkabukideveloped a systematized corporate-like orgamizat produce
plays efficiently and continuously. There were s@rerequisites for opening a theatrical

production. All theatrical productions requirediofil permission from the local government. In
the Kamigata area (Osaka and Kyoto), the permidsigerform Gadai j e ) was obtained by
merchantsr{adai-nushij @ z ), who then rented the permission to the manag#reotheatrical

troupe, called thezamotoU —/ U« ” or “tay moto " e ,” who actually ran the show. The

initial investments for the preparation of the naay, such as preparing new puppets, costumes,

stage sets, and props, were solicited from finaeiekers calledkinshu5 z .” The zamoto

was in charge of business management, castinggiaimg) stage directions. Early jnruri’s

history, the main chanter was often #@moto For instance, the firgamotoof the Takemoto-za
theater was Takemoto Gidagythe main chanter who worked with Chikamatsu Menzan to
establish new ruri (t ry ] ruri). The first cozamots of the Toyotake-za theater were
Toyotake Wakatay, the main chanter (and Gidady former apprentice) and the senior puppeteer,
Tatsumatsu Hachirobei. While Toyotake-za theatatiocaed having senior chanters double as

thezamotg Takemoto-za theater developed a separate managsystem. Since Gidaywas

% For instance, there was a traveling exhibitiorreaisures of the Zenk « ;e N Temple in Shinano (current
Nagano prefecture) for five years from 1701-1706lemte temple was under construction after it ledrdown.
The treasures of Zenk Temple were also exhibited in 1741, 1780, anfl4lin Osaka and Kyoto. On each
occasion, many ruri plays were written to commemorate the event. Sgabhi Kumiko, “Zenkji kaich to
j ruri; Genroku 7 nen kaicli no han’ei,” Bungakushi kenky46 (March 2006): 1-14.
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not fond of business management, Takeda Izut¥%e#B 7Y%’ took over the manager role in
1704. From this time forward, Takemoto-za theatas wanaged by members of the Takeda
family, who sometimes engaged in playwritfidput were never performers. Interpersonal
conflicts between theamotoand the performers caused serious problems forakemoto-za
theater beginning in the mid eighteenth centuryctviare discussed in Chapter Four.

Each day’g ruri performance typically lasted about six hours,tstgrfrom shiki

sanban'U$ and ending witlsh gen&f0e (both celebratory ritualistic dances inheritechiro

n theater). The day’'s performance featured one iincsigidaimonopiece. It was sometimes
accompanied by a shaeéwamon@iece at the endifi ) ). Before the time of Chikamatsu, the

pieces were short, so there were also interludésdaa no ky gen6é b"l0s , which consisted

of magic tricks and dances using puppets. As thiiical piece became longer and the puppets

were more integrated into the performance, th&grghown in the interludes were eventually

absorbed into the main play beginning in theeHperiod (1704-1711.The day’s performance
typically started at around 8AM and ended at araz2iill. However, this was again influenced
by the size of the audience, at leagt muri’s early stages. When there was not a large enough
audience, the performance could end early or Istizt°

The audience’s theater experiencelfabukiandj ruri were rather different. lkabuki

" Takeda Izumo | was a member of the family that atie Taked&arakuri theater in the Dronbori theater
district. For information about the Takeda famflge Y da YoshioJ rurishi ronk (Tokyo: Ch k ronsha,
1975), 322-358. The Takedtarakuri theater is discussed in Chapter Four.

%8 Takeda Izumo | and Il are both famous playwrigistsvall aszamoto
% Akimoto, “Gekij to k gy ,” 210-214.

% lbid., 214.
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theater, the separation between the stage anditienae was minimal. The audience surrounds

the stage on all sides, even from behind, with raeres above. The stage was also extended by

thehanamichi,<4( platform that ran through the audience. This tesuih a rock-concert-like
atmosphere in which excited audience members mightsh out to touch the actors. In contrast,
there was a division between the stage and theacels seats in ruri. The seats were located
only on one side of the stage (like a modern thgatith no mezzanines. The audience did not
seek a close encounter with the performers, bherdb appreciate the story and the music. In
accord withj ruri’s role as an expression of lament (discussed ilaténis chapter), paintings
typically depict some of the audience members ageahto tears.

J ruri’s transition from traveling performers to fixecetters located in urban centers
gave rise to a corporate, commercial aspect. Téwtehs adopted practices and procedures,
ranging from the way performers were hired, tortature of the daily performances, to the
duration of a play’s run, that reflected the réaditof theater as a commercial endeavor.
Competition was fierce, both between the Takematasm Toyotake-za theaters and between
j ruri andkabuki We must be careful to remember that each neywpdes not the product of a
playwright working in a vacuum, but also reflectexitheater’s signature style and conventions,

and commercial strategies.

J ruri_as Popular Texts

J ruri was received both as theatrical performance anditten text. This is a major
difference from contemporakabukidrama, which had its roots in dance, and focused o

highlighting each actor’s individual skill&abukiscripts were fluid, often rewritten afresh for
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each production, in order to accommodate the diffetalents and acting styles of the main
actors® In contrast, because puppet theater is a colléferart, with chanters, puppeteers, and
shamiserplayers performing in unison, it required fixedigts. With the advent of commercial
printing,j ruri-related books were widely published and circulated throughoet Buo period
(1603-1868). Toda¥,there are about six hundred thirty nwuri (t ry j ruri) plays whose
entire scripts are extant, and ongoing archivadassh by Kzu Takeo has recorded more than
twenty thousangl ruri book$* extant all over JapafJ ruri is the only textual genre that
consistently spread all over Japan throughout tteegeriod. This section discusses hovwuri
scripts came to be published, circulated, and vedeas texts.

As | mentioned in the earlier section on femalei@ucks, the audience fpruri texts
consisted of two (overlapping) types of fans, thwbke read the stories for their entertainment
value and amateur chanters who wanted real stagisactice with. Audiences were engaged in

amateur chanting from early on, and craved for detagscripts. An earljzanashibon

(collection of short funny storiedjin wa ky no monogatariO ¥ c O ¥ b"@1 (Today's

1 In kabukiscripts, there is a cast list at the beginning, thie remainder of the script references actorsiasa
rather than the roles names, in front of each line.

%2 There were three kinds of texts published concerpiruri: t shibon30 K « , a book that includes the complete

text of one playnukihon= A« | a book that includes part of one play; amdhiyuki zoroel(/ce ~, a book that
is a collection of highlights from multiple plays.

®  The importance of the texts is physically demonsttan modern performances, as the chanters heltettis

above their heads and bow to them before and edien performance.

4 “J ruri books” here refers to the full scriptsghibor) and collections of famous passageschiyuki zorog of

the Giday -bushij ruri (beginning from Takemoto Giday first performance at the Takemoto-za theater in
1684-85), and excludes collections of excerptsihon).

®  For the most recent and detailed history ofiri-related publications, refer to Ku Takeo,J ruribon shi
kenky .
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Tales of Yesterdagirca 1615), features a story of a man who larestingj ruri all day long®®
Published ruri texts arose in response to this demand and deagtiopvays that enabled them
to serve these dual roles. Initially, the textseveot closely related to the production of the
actual stage performances; rather they were crégtbdok sellers usingmakipicture scrolls of
similar stories as templatés.

During its early stages, ruri troupes considered their scripts to be “tradeetsgrand

did not share them with outsiders. The scriptcf@anters were “closed” and the training of

apprentice chanters was done mostly through aabimissionKudene ), in keeping with

j ruri’s origins in performances by blind minstrélsn order to attract audiences to the theater,
to prevent rivals from copying their plays, andnaintain the chanters’ prestige, the scripts were
kept within a small circle of senior chanters. N#tveless, since there was a demand, publishers
found ways obtain scripts, more or less by piracy:

The audience wanted to imitate the chanter [Inoaerkfinoj *°], but this was a time

when chanters kept the scripgsikahonE « ) tightly shut and barely even allowed
their apprentices to see them. There was, of cpnossuch thing as texts for

[hobbyist] practitionerskgikobon' ,+ ), so one had to [attend the play repeatedly
to] jot down the lines little by little. One wouldemorize the script a line or two at a
time, creating a companion for night-time strolleere were n¢ ruri bookstores in
Osaka yet. When a new play was on stage, a publigl@dd use his connections to
beg for the previous play’s script, and publisimiKyoto. These were called flea

% In the story, a man is so absorbed in charitingri all day long that his wife becomes jealous. Comenlsues.
Kokatsuji-ban jgy bon, j 77 dan. In Yokoyama Shigeru, eldin waky nomonogatarj (Tokyo: Koten
bunko, 1954), 48.

7 Akimoto Suzushi, “Kan’ei ki ng ruri,” in Torigoe Bunz et al ed.,J ruri no tanj to koj ruri (Tokyo: Iwanami
shoten, 1998) 57.

® C. Andrew GerstleCircles of Fantasy: Convention in the Plays of @hnilatsu(Cambridge, MA: Harvard
University Press, 1986), 13.

9 Inoue Harimanoj (?-16857?) was a popular chantekof ruri who opened a puppet theater in Osaka.
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books ghiramibon.{* ), with the text of the five acts alternating willlastrations
of each act, and were circulated for entertainimitdoen..”°

While this quote from a text on the historyjofuri entitledimamukashi ayatsuri nendaikd C

1°20° (A Chronicle of Puppetry Long Agt727) claims that the published texts were
“circulated for entertaining children” and were mairticularly useful for practicing chanting,
these were the only published texts availableeatithe’* Therefore, they must have had a dual
role: as a text for entertainment reading, andrastige librettos for amateur chanters. However,

these copies could not include the musical notation

Thej ruri texts published around this time were cabadj ruribon). °w# #ues or

yomihon jruri 1 « w# #u , since they had plenty of illustrations, but lagkausical notations.

Followingeiri j ruribon’s success, the same publishers also began putgighistrated plots of

kabukiplays calleckiri ky genbon). °"lQs e that imitated the styles and formatg aturi
books. Some scholars speculate that these boolsalger distributed to special guests to the
theater as promotional tickefs.

Eventually, ruri troupes realized that the publication aluri texts was both profitable

" Imamukashi ayatsuri nendajkn Gein shi kenky kai, ed.,Nihon shomin bunka shirysh sei vol. 7: Ningy
j ruri (Tokyo: San’ichi shob, 1975), 7.

" Since the beginning of the publicationjofuri books in around the Kan’ei period (1624-1643) luhg
publication ofsh honscripts for chanting became more common in thedaventeenth century (in the late Enp
period, or 1680s).

2. Some scholars, including Torigoe Bunspeculate that the second title sligaki daisen+%8Y (\n the cover
of the picture book foy ruri (eiri j ruribon) andkabuki(eiri ky genbon that resembles a theater ticket meant
that the books themselves actually served theafdliekets (perhaps free promotional tickets fopartant
patrons). See Hayashi Kumikiginsei zenki jruri no kisoteki kenky. Sh hon no shuppan to engekikai nokd,
(Osaka: Izumi shoin, 1995), 161-163. See also derigunz, “Eiri ky genbon kenky’ in Torigoe Bunz,
Genroku kabuki k(Tokyo: Yagi shoten, 199131-300.
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and inevitable. In the late seventeenth centurcti@ter Uji Kaday i £ " n  (later known
as Uji Kaganoj i <2![ ) (1635-1711) began the practice of publishing ddfiicial texts

with musical notationssh hon G ¢ ) intended for the purpose of practicing amatewanting’
Collections of excerpts, with musical notationsnfirthe famous scenes of multiple plays
(michiyuki zorogwere also published. Compared to & ruribon, which had tiny characters
(hence the namghiramibon or “flea book”), these official textsk hon) had bigger characters,
to make it easier to keep one’s place while chgntin

As the chanting textsl hon) become more popular, the demanddorj ruribon
declined. These illustrated versions started besgmriore abridged, and eventually, by the end
of the Shtoku period (about 1715&jri j ruribon were completely replaced legukushi
picturebooks that depict representative scenesmitiimal text.

For a short period between Ky 1-7 (1716-1722), a different form pfruri text that
Hayashi Kumiko callsukiyoz shistylej ruri books” was published in the Kamigata area,
featuring complete text with musical notatiaml illustrations. The economics of printing these
books is very interesting. After thukiyoz shi stylej ruri book was published, the publisher
would disassemble the woodblock into text and itkigons, and reuse the text to make the text-
only sh honfor amateur chanters, and reuse the illustratiomsake theezukushpicturebooks.
After the mid Ky h period (1720s), however, text-onlyuri books became the norm for
published scripts.

By the late seventeenth century, there were alreadgral bookstores specialized in

3 The earliest extant ruri text with musical notations ldshiwaka sennin giri5,] C)  (Ushiwaka
Vanquishes One Thousand Fppablished in Enp 7 (1679). Nagatomo ChiyojKinsei Kamigata jruribon
shuppan no kenky(Tokyo: T ky d shuppan, 1999), 85.
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sellingj ruri-related booksKaimono chh ki2"@5 0° (Handy Guidebook for Shopping
published in Genroku 5 (1692) has a lisf atiri bookstores in Osaka, Kyoto, and Edo, most of
which continued to exist throughout the Edo peffottavelers also visited these stores to buy

j ruri texts as souvenirS.in addition to specialized bookstorgsuri books were also

circulated by traveling book lenders callakhihon-y& <1 |, who traveled all over Japan.

The publication of completeruri texts §h hon) generally followed the first

performance of the play with a delay. Mpsturi scripts have a date for the play written at the
end of the book, but it is the date of the firstfpemance rather than the publication date. The
publication dates can sometimes be found in booéstbusiness records, as well as handwritten
notes in some of the extant books. Recent schatarstiealed that complejeruri texts® were
not published until about fifty days after the fiperformance. When the full text of a popular
play was finally released, urban commoners rusbehle bookstores:

At the bookstores, not only were the chief cledkirneyman clerks, and apprentice

clerks all busy distributing the books, but thenpers and the binders were needed to

help distribute books too. They barricaded theagrde with logs and let the
customers in one at a time. The customers woulskpteheir advance reservation

tickets kitte ) m ) that said “so many hundreds of books” or “so mamg of

™ There are more than t¢rruri bookstores in Osaka, and more than three eackaditokand Edo, listed in this

record. The most advanced scholarship concernsutiesher Yamamoto Kuheif{«‘ »/* ), who had the
exclusive right to publish Takemoto-za theatgrisiri texts (by Chikamatsu Monzaemon and Takemoto
Giday ). His business was so profitable that there wees @irated versions that were published by “Yamaki

Kuhei” (£ & ‘»/" ). Nagatomo, 86.

5 Y sh fushi miyage Il (Miyagemon ge) section,ky 4, 1687. This section lists various items for sht are
unique to Kyoto, and where people can buy themmastan entry onj “ruri no hon,” which lists twg ruri
bookstores in Kyoto where there are jnauri books that they do not have.” KurokawayD, Kundoku Ysh
fushi Tachikawa Yoshihiko, ed., (Kyoto: Rinsen shotE97), 284; Nagatomo, 87.

5 This study only considers the texts that includeehtire complete script, with musical notationsligibor). The
practice of publishing nukihon (excerpts from thayp has not been examined fully. Seezif Takeo,J ruribon
shi kenky. (Tokyo: Yagi shoten, 2009), 89-112.
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books,” and the staff would directly hand them lloeks’’
With the overwhelming crowds and reservation tisksild in advance, the scene evokes the
modern phenomenon of “Potter-mania” accompanyieg¢hease of a new volume of the Harry
Potter series. There are three likely purposessdny the delay between the first performance
of the play and the publication of the text. Fiteg delay served to keep the contents secret at
the beginning of the performance so that the awdievould actually come to the theater. Also,
some enthusiasts might come to the theater seteed to memorize the lines and tunes.
Second, the delay minimized the risk of finanated if a play was banned. On rare occasions,
plays were banned after their first performaffdsccordingly, it made sense to refrain from
investing money into publishing the text until iagvclear that the censors would leave the
performances alone. Third, the delay gave publgsharopportunity to gauge a play’s popularity
and anticipate how many copies to print.

J ruri texts were circulated all over Japan from as easlthe beginning of commercial
mass printing in the seventeenth century untileihe of the Edo period. For provincial residents
who did not have ready access to theater perforesanicg ruri texts were the entryway and
the main avenue to their receptiong atiri. In addition to entertainment readipgruri texts

include musical notations, intended for use by firaners of amateur chanting. They were also

7 “Namiki no so Ssuke ga derj E b&} 3\ @ "in Nishizawa Ipp, Denki sakushoin Kokusho kankkai, ed.,
Shin gunsho ruijvol. 1 (Tokyo: Kokusho kankai, 1906), 36. It also says that, sifcauri books were cheap,
they were popular even among non-theater-goers.

® For instance, the performancesN#nbantetsu Gotno menuki!.A5r «.(% 2 (Barbarian Metal and Goto's

Sword Hilt 1735, Toyotake-za) anhihei kabuto no kazari 18(E638i (Ornate Battle Helm of Taihel770,
Takemoto-za) were banned, and the scripts werputiished.
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used as scripts for lockhbukiperformancesji6hibai ...,* f ).” Because of its texts’ wide
disseminationj ruri can be considered a form of “Japanese natioeaatiire” in the early

modern period. In facf, ruri became an indispensable part of daily entertaihfioen

commoners, and remained so until after the Meijigae In the Taish period (1912-1926),

about half of the newly-publishgdruri books were shipped abroad to Japanese residents in
South America, showing how ingraingduri books were as part of Japanese emigrants’ popular
consciousnes$.Widely published texts mageruri a peerless genre in its broad audience
outside of the urban areas and continuing popwlasien after its theatrical performances in

urban areas lost popularity.

J ruri_and Authorship

Althoughkabukiwas reluctant to recognize the importance of wgjtthe role of the
author came to be acknowledged iruri during Chikamatsu'’s tim&.While kabukiscripts were
often written specifically for, and often by, maiotors and were rewritten when the actors

changedj ruri scripts were mostly fixed and passed down thraughy generations. Given

 As K zu points out, the scripts pghibai are all based on theruri scripts, since there were kabukiscripts
available for the public. Although performed by pknjishibaiis a “variation of puppet plays in which puppets
were replaced by humans.” (Ku Takeo, “Kinsei, Kindai no kokumin bungakuryribon shry niman ten,”
Nihon kosho tsshin73-6 (June2008): 10).

8 Ibid.

8 Although Chikamatsu is commonly cited as the fistywright to have his name credited on publishieg p
scripts, one earlier example can be found in tie Bfkoj ruri in Edo in Jou 4 (1655). Oka Seibei's name is
credited as the writesékushat the end of the published textMishikido kasseFOF¢FYFu ofBattles of
Nishikidg. Oka is also credited as a playwright for sevethér plays written for the chanter Izumitaguch as
Uji no himekiriFOFOFPG G R¥M@ying of the Uji Bridge Ladyetc. Oka Seibei’s detailed biography is
unknown, but he is recognized ap auri author éakush See Muroki Yatar ed.,Kinpira j ruri sh hon sh,
vol. 1 (Tokyo: Kadokawa shoten, 1966), 508-509.t®add, Chikamatsu is the first playwright whose
importance was widely recognized by later authoas scholars.
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J ruri’s reliance on fixed scripts, it is no wonder ttiad notion of authorship started earlier in
j ruri than inkabuki Even though Chikamatsu Monzaemon began his casear ruri

playwright for Uji Kaganoj several years earlier, he was not credited apléysvright on the

first page ofsh honscripts until the script dbasaki kagami, & x6- (Great Mirror of
SasakKi in 1686. This marks the beginning of widespresmbgnition of authorship inruri.

The practice of crediting playwrights was contreiarat the timé Onekabuki
hy banki 7+U 0U 80° (a contemporary critique &&bukiactors) entitleyar tachiyaku butai

kagami5 4{'g z+U Z +6~ (Great Mirror of Male-Role Actorsl686) shows a mixed attitude
towards Chikamatsu’s prominent billing as a plaghtiinj ruri andkabukiperformances:

One person said, “It is not praiseworthy, even fouri, to proclaim the name of the
author proudly, but recently, they’ve started diaedithe names of the authors for
kabukiscripts. What's more, even on the signs and spresters for the
performances one can see it says ‘written by ChétamgéakushaChikamatsu8*...
3/ ¢’ It looks like bragging.” Another answered, sayj “Your complaint makes
sense, but making a living is very important. Mviere long time ago, he would not
have carelessly added ‘written by Chikamatsu,'thig is his occupation, and he has
made up his mind to work in the world of theat#iis dying day. Since that is the
case, it is better for him to be known to peopl@he two reconciled in the end and
agreed that “the ruri texts this man [Chikamatsu] has written recenté/flowery
and beautiful, and it's clear that he is a genii® Wnows Buddhist texts, Confucian
texts, military epicsetceteravery well.”?

Earlier in the same book, “printing theuri playwright's name” is listed under “things that
should be discouraged.” The fictitious debate quiaigove reflects the controversy over

Chikamatsu’s visible presence as an author. Teedpeaker is more critical about a playwright

82

The recognition of authorship jnruri coincides with the recognition of authorship Eslgltheater, beginning
with Ben Jonson. There was a controversy when Besah published a collection of his work and ineldidhis
name in the titleThe Works of Benjamin Jonsar616.

83

Yar tachiyaku butai kagamj in Kabuki hy banki kenky kai, ed.,Kabuki hy banki shsei dai ikkivol. 1
(Tokyo: Iwanami shoten, 1972), 244.
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being credited okabukiscripts, and advertisements and posters, but eaintoncedes that
Chikamatsu’g ruri scripts have literary value. The second speakiends Chikamatsu in
crediting his name as a playwright because hermstted to writing theater. Ultimately, they
agree that Chikamatsu is knowledgeable and his &t “good,” meaning that they are beautiful
and that Chikamatsu is well-versed in Buddhist, fGoan, and military texts. Although the first
speaker is more often quoted as evidence thattpertance of playwrights was only
begrudgingly acknowledged, the overall dialoguenshthat the importance of Chikamatsu as a
playwright was already starting to be recognizesitpeely, and thatj* ruri playwright” was
starting to develop as an independent occupation.

By the time he died, Chikamatsu was widely recogphias the first prominentruri

author gakusha8*..), and was extremely popular. For instaioemukashi ayatsuri nendajki
published only two years after Chikamatsu’s desdlys that “Chikamatsu Monzaemon is a god
of writers. He wrote more than one hundyedri in his life. Although there are ones that
became hits and there are ones that didn't, theotlsing that is bad to reaé' 'Here, the author,

Nishizawa Ipp, admits that not all of Chikamatsu’s works wereassarily successful as

performances, but they were appreciated as litexationch seji dankie ... a|1/)a  (Stories
of Worldly Affairs in Japanl734), like other contemporary textsjoruri, says that
“Chikamatsu is the beginning point of early modenmiters... he is commonly called ‘the saint of

authors.” Similarly, an essay on playwriting tedures in the late Edo period entitl&ézairoku

Y2 6 (Valuable Notes on Playwritind801) claimed that “by reading one hundyediri

8 Imamukashi ayatsuri nendajki2-13.
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scripts written by Chikamatsu, one would acquieettiree ways without [formal] education®

emphasizing the spiritual merits of reading Chikesua works. Chikamatsu's name had

commercial value as well. Riei Tanehiko A' j (1785-1842) remarked that, “Ever since
Chikamatsu became popular, books do not sell widlss they say ‘written by Chikamatsu,’ so
the bookstores pasted a publication note that ‘bgtyBakemoto Chikugonof’ and Chikamatsu
Monzaemon'’ on all the books [even the ones he didwnite].”®®

Playwrights were considered to be part of the ticadttroupe, and were deeply involved

in the process of each theatrical production. Adicay to Shibai gakuya zyehanters, other
performers, and patrons would gather in a teah@msgya,” £ )® and listen to the playwright
read the new play aloud. This event was calledhétigomi A1, or inside reading. Performers

would give input on the script respecting its parfability. Thes yomi wl , or general reading,
happened after the playwright revised the origthraft based on this feedback. At thhgomi
the playwright read the entire play in front of thtber troupe members. The playwright was also

present and read the script at the first reheafghle puppets to determine their movements

8 Buddhism, Confucianism, and Daoism.

8 Kezairoky in Kokusho kankkai, ed.,Zoku enseki jisshuol. 1, Tokyo: Kokusho kankai, 1908, 417. This is a
kabukitreatise written by Nygatei Gany, most probably Namiki Stza (Shz ) Il, who was himself &abuki
playwright. See Katherine Saltzman-Oreating Kabuki Plays: Context ftfEZAIROKU, ‘Valuable Notes on
Playwriting’ (Leiden; Boston: Brill, 2010), 3-9.

8 A later name for Takemoto Gidaythe chanter who established the Takemoto-zaghaat worked with
Chikamatsu.

8 Ry tei TanehikoRy teij ruribon mokuroky1818). Mitamura Engyo and Yamada Seisaku, &ikan zuihitsu
hyakushuwol. 18 (Tokyo: Beisand 1928).

8 This was not just a place that offered tea, biiterah shibai-chaya* f,”+ ,” a restaurant that was closely
associated with a theater and that offered fooddaimdks for the theatergoers.
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(aradate,"g ). Although it is not clear when these particuleaqgtices started, we can infer from
this record that the playwrights were required tokiwclosely with the performers, and

orchestrate the rehearsals, especially duringdHg stages of the productigh.

Figure 10:Shibai gakuya zy@aiyomi(top) ands honyomi(s yomi (below). The figure in front
of the book stand in both illustrations is the plaght (sakusha

Chikamatsu was given a dedicated room for writBakisha beya8*...4S 1) in around
1714, afteKokusen’ya kassemas a huge hit. This room was not merely an intinaof

Chikamatsu’s importance in the theater; it was alptace for Chikamatsu to train his

apprentices. In his later days, he starts appeasran “advisor/editotgnsakuc P )” for the

°  For more detailed English account of the prepanato the first day’s performance of a puppet pkge Gerstle,
22-24.
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younger generation of playwrights, such as Takedeb | and Matsuda WakiclC#a 6

(later known as Bunkd e*”y ).°* Having asakusha beyanabled multiple playwrights to
collaborate with each other. In time this becanusipensable, as the plots of jltaimono
plays became increasingly long and complicatedjirgqy multiple authors.

Newj ruri (t ry j ruri) had roughly three generations of major playwmsghktarting

from when Chikamatsu Monzaemon was first credited playwright in 1686. The first

generation is represented by Chikamatsu Monzaemdia rival, Ki no Kaion(O «8b (1663-
1742). After Chikamatsu's death, two playwrights aften cited as the most notable: Namiki
S suke from the second generation and Chikamatsu Fanj the third generatioff.After
Chikamatsu Haniji’'s death,ruri became more “classical theater” than “contempottaegter.”
The repertoire ossified through repeated performsiot popular existing plays, and not many

new plays were written after 17%9This dissertation examines the works of three majo

1 See Nagatomo, 38-39.

%2 Kawatake Shigetoshi claims that, “While there wai@e than twenty playwrights who signed their natoes
j ruri texts after Chikamatsu, ultimately speaking, ithdonot be inappropriate to say that Namiksgke
(Senry) and Chikamatsu Haniji are the only two among tbh@mhom one need pay attention.” Kawatake
ShigetoshiNihon engeki zensh{Tokyo: lwanami shoten, 1964), 486. Uchiyama Mdiks J rurishi no
j hasseiki(Tokyo: Bensei shuppan, 1989) focuses on the pigits, Chikamatsu, Suke, and Haniji.
Uchiyama also examines Takeda Izumo Il along witsuRe. Her study on Suke helped raise scholarly
attention to Ssuke’s work, especially after the 1990s. More rédgeattempts have been made to examine other
playwrights’ plays as well, especially Burik . Kuroishi Y ko’s Chikamatsu igo no ningyj ruri focuses on
Chikamatsu, Bunkd , and Haniji. (Kuroishi avoids discussingsBke because Suke was addressed by
Uchiyama very well), and Ito Risalsingyo j ruri no doramatsurugexamines Bunkd in addition to
Chikamatsu, Ssuke, and Hanji. Modern publications of anthologieés/orks of specific playwrights include
Chikamatsu Monzaemon, Ki no Kaion, NamikisBke, Takeda Izumo, Bun#t , Suga Sensuke, and
Chikamatsu Haniji, although multiple playwrights aften paired together, such asSrsuke Izumo meisakush
Nishiki Bunry , Nishizawa Ipp, and Hiraga Gennai also have anthologies than&ted with other genres such
asukiyoz shianddangibon

% Recent scholarship is extending the examinatiameaf plays written after Chikamatsu Hanji's deaspezially
Taik ki-related plays that experienced a boom during thesKigperiod (1789-1801), suchEson TaikKki
(1799). Nevertheless, the number of new plays enittfter the nineteenth century decreased signtfica
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playwrights, one from each generation, Chikamasauke, and Haniji, discussing the ways in
which each playwright created, negotiated, madeofis& subverted genre conventions and
social expectations when writing their plays.

The first generation lasted from 1686 to aroundsl7aiis is the “birth of the genre”
time. During this time, neyv ruri (t ry | ruri) was just beginning to differentiate itself from
koj ruri, and playwrights could be said to be establiskiveggenre conventions rather than
working within them. Chikamatsu wrote exclusivety the Takemoto-za theater, and its
manager-chantezgmot9, Takemoto Giday. Ki no Kaion, who would become Chikamatsu’s
main rival, began writing for Toyotake-za theatdran it was reopened in 1707 following its
earlier failure’® Kaion retired in Kyh 8 (1723), and Chikamatsu died in Ky 10 (1725). As
Y da Yoshio points out, the rivalry and competiti@ivikeen Takemoto-za/Chikamatsu and

Toyotake-za/Kaion pushed the development of the/"rjeruri genre forward® Their rivalry

was compared to famous historical pairings: “Momzar is like HitomaroC;p A and K mei

% Toyotake-za was reopened by the head chanter, Skyatviakatay (1681-1764), and head puppeteer,
Tatsumatsu Hachirobei, who sought out Ki no Kaimbé their playwright.

Toyotake K zuke no shj started his career using the stage name Takemwam¥, and learngdruri under
Takemoto Giday. He became independent in Genroku 16 (1703) ubimgame Toyotake Wakatagnd
created the Toyotake-za theater. Int8ku 5 (1715), Wakataytook the name Kzuke no shj , and finally
became known as Echizen no jshin Ky h 16 (1731). See Kawaguchi Setsuko, “Toyotake Echimeshj

no katsuyaku,” in Torigoe Bunzet. al. eds., gon jidai no j ruri to sono gaTokyo: lwanami Shoten, 1998),
25-46. Wakatay was renowned for his naturally beautiful voiceefRaps because [Wakatdyvas born with a
top-of-the-world talent, his voice was naturallytreordinary."Chikuh koji, 25.

Hachirobei was the master puppeteer who speciaiizézmale-role puppets, and played an importalet irothe
performances of Chikamatsu’s plays at Takemotdieater.

% Y da, 253-255.
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i A . Kaion is like Akahiti?e C and Chtatsu 84) .”° During this time, the genre conventions
were established, the performance routines of thathters were organized, and the playwrights
wrote each complete piece alone.

The second generation lasted from around 1725%a,1during whiclj ruri theater
reached the peak of its popularity. The processriting plays at Takemoto-za theater changed

in the 1720s as Chikamatsu prepared to step dobiggest change was the regular practice

of co-authoring assakuce 8). As the plays became longer and more complicaited,

playwrights started collaborating with each otleewtite each play, especially longer historical
pieces. A senior playwright would serve as the npdarywright tate-sakushg&g 8*...), while the
younger less-experienced writers would serve apleoental playwrightswaki-sakusha% 8

*..). While the exact way the plays were divided amthregmultiple playwrights is not well-
documented, scholars have inferred that the maiywpights generally wrote the third and
fourth acts, which are the most important actsjidamonohistorical piecé’

Namiki S suke is the most prominent playwright from the selcgeneration’s “Golden
Age.” S suke first wrote for Toyotake-za theater, but asfgending four years writingabukiin
Edo, he returned to writingruri, for the Takemoto-za theater. The worksske wrote for

Toyotake-za theater incorporate dark realism, wigdater works for Takemoto-za blended his

% H gukagg early Bunka (1804-17) period. In Nihon zuihitsisei henshbu, ed. Nihon zuihitsu taisei dai ni ki,
8. (Tokyo: Yoshikawa kbunkan, 1994), 249. Kakinomoto no Hitomaro and Ylaen@ao Akahito are famous

Manyoshu poets who are often referred to as algamei (Zhuge LianglV-1 A A and Chutatsu (Sima Yi)

—-9?7 6 64) are rival military commanders from the Three Kiongdperiod (2-3CE), also often referred to as a
pair.

% Uchiyama Mikiko makes a comparison between her thgsis of the workings of the co-writing system and
Mori Sh ’s hypothesis in her book (Uchiyama, 1989, 30030fee Mori Sh*J ruri gassakusha k1” Jinbun
kenky 1 (1950): 81-106 and)*ruri gassakusha k2" Jinbun kenky 2 (1951): 45-75.
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signature dark realism with Takemoto-za'’s lighteare idealized style. Co-writing with Takeda
Izumo Il and Miyoshi Shraku U 0 C\ , he produced some of theuri’s most popular plays,
including the so-called “Three Masterpiecesj aliri, Sugawara denju tenarai kagamai N

5 m*f6- (Sugawara no Michizane and the Secrets of Calligyapli46),Yoshitsune senbon
zakura*Q) e\ (Yoshitsune and the Thousand Cherry Tr&é&47), andanadehon

ch shinguraijmsA+8-1 (Ch shingura:The Treasury of Loyal Retainers748).J ruri as
a whole was extremely productive and popular duting period, which is called the “Golden

Age” of j ruri. S suke returned to Toyotake-za theater in 1750, imat ith 1751 while writing

his last play)chinotani futaba gunkiM1A ©370°(Chronicle of the Battle of Ichinotani

The third generation of significaptruri playwrights lasted from around 1752 to 1783.
During this period, Chikamatsu Hanji (1725-1783pterfor Takemoto-za theater (1752-1783),
while Suga Sensuke wrote for Toyotake-za theatér@41776). Chikamatsu Hanji is the most
representative playwright from this period, andfien considered to be the last prominentri
playwright who consistently produced new and o@agjjnruri plays?® Unlike earlierj ruri
playwrights such as Chikamatsu Monzaemon and Nagiike, Hanji studied as an apprentice

in the @kusha beydwriters’ room) for twelve years before makingebdt as aate-sakushan

% Edo saw a brief resurgence in the creation of nlewysgn the Meiwa-Tenmei periods (1764-1788), which
still performed today. Among theruri playwrights in Edo were Fukuuchi Kigai (1728-17&@}ter known as

Hiraga Gennai, a multi-talented scholar, artist] emiter; Utei Enba Ir Al%09? (1743-1822), a carpenter and a
gesakuwriter; Matsu Kanshi IC2 D (?-1798), also the owner of a teahouse servitiagdhimura-za theater;
Kino Jtar (OV 4{ (1747-1799), the pen name of Mitsui Takanarich merchant who was the master of the

Mitsui Nanke U - ! family; and Y Y tai y;6 (dates unknown), who was also a doctor. Unlike the
playwrights in Osaka who made their livings maiatyplaywrights and wrote exclusively for a partéeul
theater, these Edo playwrights wgreuri connoisseurs who engaged in other business marltactivities in
addition to writingj ruri plays.
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1762.J ruri’s genre conventions were largely solidified by thiel eighteenth century, and were
reflected and amplified by publicationsjofuri histories and essays on playwriting techniques.
The system of co-authorship that became the noen @hikamatsu’s death accelerated the
establishment of generally accepted theatrical entions that playwrights could share while co-
writing and pass down to their apprentices. Becklesgi was a well-trainedakushan this
context, he was less innovative in creating andadishing new styles. Instead, Hanji was adept
athamemongpthe art of weaving together plot elements adafsted multiple existing works
into a synthetic whole. Hanji adapted plots, styéesl character-types from both earjiguri
and contemporargabukiplays (which were, in turn, heavily influenceddsylierj ruri),” as
well as popular myths and folktales. Because df tiese connections tcabukiplays, Hanji's
works were readily adaptable and became populkataskiplays. Many of Hanji's works are
still regularly performed in modern theater, ashda@tbukiandj ruri. In terms of sheer numbers,
Chikamatsu Hanji’'s works are the most common piisperformed today.

Attitudes towards authorship underwent a revolutalowing the emergence of new
j ruri. At the start of Chikamatsu’s career, even tha iofecrediting a playwright was
controversial. By the time he died, he was reva®th god of writers.” Although the position of
playwright began as little more than an adjundh®chanters, its importance grew to the point

that a playwriting manual entitléfezairoku(1801) analogizes a theatrical troupe to a samurai

army, and describes the playwrights as the ststegunshi37 @.2° Newj ruri had roughly

% Suga Sensuke at Toyotake-za theater was anothain@ot playwright at the time. However, in contrast
Hanji, who wrote new plays, Sensuke was mostly gadan rewriting existing ruri plays, especially
Chikamatsu Monzaemon'’s popular plays.

10 Although written by &abukiplaywright, Kezairokudiscusses botkabukiand] ruri productions in general. On
theater productiorezairokusays: “The theatre is our castle, the financiakba kinshy and the manager
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three generations of major playwrights. The figtblished the genre and set it apart from
koj ruri. The second brought the “Golden Age” and its maultihor masterpieces. The third
worked within a mature genre by weaving togethdt-lweown plot elements into novel
configurations. Chapter Two examines the works lok@matsu from the first generation;
Chapter Three examines the works o$ke from the second generation; and Chapter Four

examines the works of Hanji from the third genenati

Female Character Types and Puppet Heads

Although contemporary commentaries on puppet hasglscarce] ruri fu w# #ule

(The History of Jruri, late eighteenth century) afthibai gakuya zu&/ &+ W

(lllustrations of Backstagel801-047?) indicate that in the late eighteentituoy puppet heads
were categorized according to character typeswaand repainted and reused for characters from
different plays within the same type. Thusuri’s character types were limited by the number of
distinct puppet heads. The list of the typical petdpeads provided Iyhibai gakuya zukas
nineteen male puppet heads, but only seven fenuglegy head¥” Individual characters sharing
the same puppet head are further differentiatezlitiir different paint, costumes, and wigs.
Shibai gakuya ztelist of puppet heads significantly overlaps wiitle moderrbunraku

puppets?® Most of the puppet heads that are used today made after World War 1l by e

(zamotg are the generals, the actoyaKusha are the brave soldiers, and the playwrightk(shaare the
strategists.’* fFy U4EF,5 zG% ~—Fy + WF, z*...Fy = "F, 8*...Fy37 (ER&@airoky 416.

101 Hattori Yukio, ed.Shibai gakuya zugTokyo: Kokuritsu gekij gein ch sashitsu, 1973), 86-87.

192 sait  Seijir , Bunraku kashira no kenky(Tokyo: Atorie sha, 1943), 7-8. The only new pepheads that were
invented after the nineteenth century are specipppt heads created for unique characters, suinasin
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Minosuke IV (1907-1997%2 Modern puppets are about two-thirds life size, aredmanipulated
by three puppeteers (tbenozukaior main puppeteer, who manipulates the headtenddht
arm, thehidarizukai or secondary puppeteer, who manipulates thauteft and thashizukaj

the most junior puppeteer, who manipulates the teetreate life-like movements. This section
introduces the development of puppets usgdruri plays, and their correspondences to
character types, especially the female characpestyhat | discuss in later chapters.

Female characters are often as important, if naermmoportant, to a play’s dramatic
highlights than male characters. Explaining theegaindivision of roles between male characters
and female characters, the modern scholar Chik#eguaki explains that male characters “push
the specific theatrical incident forward” while fala characters’ “main mission is to lament and
grow sad with the male tragedy, and to expressréggc emotions® In other words, the male
characters serve to drive the plot forward whike fibmale characters serve to deliver the
emotional content. Accordingly,ruri plays often place female protagonists at cenégyest
during their dramatic heights.

Scholars generally believe that the correspondbateeen character types and particular
puppet heads developed in the early-to-mid eighleeentury, largely driven by the main
puppeteer at Takemoto-za theater, Yoshida Bunzdlactive 1724-1754). (Since male puppet
heads are often named after a particular charrot@ra particular play, it is possible to estimate

when the correspondences between heads and chaypete arose.) Puppet designs were much

Tokaid Yotsuya kaidar#s «4( D1A ul/ (Ghost Stories of Yotsuya825), Kamezasa Batomi Hakkendem
)50b " (The Eight Dog Chroniclgsetc.

193 Most of the pre-war puppets were burned in 194&ndunorld War 1.

104 Chikaishi YasuakiAyatsuri j ruri no kenky zokuher(Tokyo: Kazama shol 1965), 158.
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simpler throughout thkoj ruri period and at the beginning of Chikamatsu Monzagsnzareer.
Puppets were manipulated by one puppeteer, andittalde to move in a smooth or human-like
manner. Wada Osamu suggests that puppets movectynshroughout the play to provide
rhythm and action to accompany the chantthgf.was during Chikamatsu’s time, particularly in
the 1720s and 30s, that advancements in puppefrdasd puppetry technique enabled
playwrights to write more realistic plays that mage of the more human-like puppets. In turn,
playwrights’ desire to write more realistic playssped puppet makers and puppeteers to develop
suitable puppets and techniques. In Ky12 (1727), a puppet’s mouth and fingers were ntade

move for the first time, and the eyes were madaiti for the first time inSettsu no kuni

Nagara no hitobashiraa "\6x 6 C (The Human Pillar of Nagara in Set)sun Ky h 15

(1730), the eyeballs of a male puppet were madeotee for the first time itKusunoki

Masashige gunpjitsuroku G B37 2 6 (A True Record of Kusunoki Masashige’s Military
Discipling). The most important development of puppetry tepin, three-person manipulation

of puppets, was invented in Kly 19 (1734): In Genbun 1 (1736), the puppet of Hangaku, the

female warrior, inVada kassen onna maizuf#a ce S é+U;o0 (The Battles of Wada and the

Female Dancing Crarjevas made twice as big as a normal puppBtespite some lingering

15 Wada Osamu. “Chikamatsu tarjiri: Sh ne naki deku no waza,” in e joshi daigaku koten geirkenky

sent, ed.,Chikamatsu saihakken: Hanayagi to kanashi@®saka: 1zumi shoin, 2010), 120-143, especiall{-13
133.

1% sait , 7-9. These changes were not necessarily apmliatl puppets immediately following their introdiaot,
but they generated enough excitement that peoplertotice and recorded them.

197 Sait , 9-10.
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efforts to introduce additional puppet hedfshe roster of character types and corresponding
puppet heads generally solidified following the f@Gmn Age.”

There are some important differences between the pugpet heads and female puppet
heads. While male puppets can be categorized artergl types according to their age, class,
and moral alignment, there are also more detailgthdtions between several heads within these
general categories. All of the names are taken fotays of Takemoto-za theater that were first
performed between 1705 and 1753Below is a table of the names, salient charadtesisand
the origins of the names of the male puppet hesltt®ough the nineteenth-century list of puppet
heads irShibai gakuya zusignificantly overlaps with the list of modebunrakupuppets, there
are some inconsistencies and some name changeselpettve two lists. This table uses the

modern names in cases of discrepancies.

1% Some special puppet heads, especially femalenslland monsters, such as Oiwa fréokaid Yotsuya kaidan
were created in the nineteenth century under tieagtinfluence of Ed&abuki Also, there were some new
bunrakupuppet plays that required the invention of neywpais after the Meiji period.

19 Sait , 7-9.
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Male Puppet Heads and Character Typ€e¥’

General Class Name Characteristics Origin
Morally Good, Bunshicht** Main tragic hero who makes Kanp 2 (1742) Takemoto-za
Middle- Aged ep big sacrifices in the play. Otokodate itsutsu karigane
Widely used.
Danshichi -Danshichi (big Danshichi) i€€nky 2 (1745) Takemoto-za
K P often used for a strong samurdatsumatsuri Naniwa kagami
hero.
Kenbishi Similar to Bunshichi, but moreH ei 2 (1705) Takemoto-za
88 4*Q honest and straightforwardly Y mei tenn shokunin kagami
kind. Widely used.
K meit*? Elegant and wise. Often usedKy h 9 (1724) Takemoto-za
i A for higher-ranking wise Shokatsu Kmei kanae gundan
samurai.
Morally Evil,  Kintoki Originally used for a good H ei 4 (1707) Takemoto-za
Middle- Aged 5 character (Sakata no Kintoki),Shuten Dji makura kotob&?
but later came to often be used
for rough villain samurai.
Danshichi  Ko-Danshichi (small Enky 2 (1745) Takemoto-za
K P Danshichi) is often used for Natsumatsuri Naniwa kagami
petty villains.

110

111

112

113

This chart is based on Sd# Bunraku kashira no kenkyand nishi ShigetakaBunraku ningy no geijutsu
(Tokyo: Engeki shuppansha, 1968).

Bunshichi is the most widely used puppet head. Adiog toJ ruri fu (in lwamoto Katt shi, ed.,Enseki jisshu
vol. 2 (Tokyo: Kokusho kankai, 1907)), 117-120, Karigane Bunshichi was netfitst character that the
puppet head was used for. The puppet head wasi$iest for the hero Susanoo-no-mikoto in Takemoto-za

theater’sNihon furisode hazimef « 4/C (The Origins of Furisode in Japafa718) and was reused for Issun

Tokubei inNatsumatsuri Naniwa kagami&s %o,<6- (The Summer Festival: A Mirror of Osakir45,
Takemoto-za), before being reused for the char&ashichi. Accordingly, this puppet was sometiraks®
called “Issun."Shibai gakuya zulists “Susano-0,” “Issun,” and “Bunshichi” sepatgtéut “Bunshichi” is the
only variant that is still in use today.

K mei is not included in the list of puppet headSimbai gakuya zydut there are two puppet heads in the list
that are considered to be similar torKei: Yuranosuke itkanadehon Chshinguraand Tenjin (Sugawara no
Michizane) inSugawara denju tenarai kagaifdi746). Today, “Kmei” is used for both of these characters.

The origin of this puppet is not so clear. It it mzluded in the list irBhibai gakuya zyeand not mentioned in
J ruri fu. | listed the oldest known play featuring Sakatekintoki among Giday|j ruri based on Sait
Seijir ’s study. (Sait, 22).
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Morally Good, Genda Handsome young man. OftenGenbun 4 (1739) Takemoto-z:
Young - used for a yatsushi type of  Hirakana seisuiki
character, an aristocrat
disguised as a low-class man.
Wakaotoko | Literally means “young man.” N/A (Probably started as a typ
Jue Almost the same as Genda, baf Genda.)
a bit younger. Often used for
characters who die young.
Oniwaka Young man in his teens, with Ky h 16 (1731) Takemoto-za
#)] extreme physical strength.  Kiichi H gen sanryaku no mak
Morally Evil, Darasuke  Petty villain. H reki 3 (1753) Takemoto-za
Young 7@*6 En no Gyja mine sakura
Morally Good, Kiichi Old samurai on the good sideKy h 16 (1731) Takemoto-za
Old # M Stern-looking, often used for &iichi H gen sanryaku no mak
tragic character in historical
plays.
Sh to Literally means “father-in- N/A (Probably started as a typ
+A law.” Often used for a kind oldof Kiichi)
man.
Shiratay Serious and plain old man wh&nky 3 (1746) Takemoto-za
$N " p lives in the countryside. Sugawara denju tenarai kagatr
Masamune Disgraced old man who used tanp 1 (1741) Takemoto-za
G be a prestigious samurai. Shin usuyuki monogatari
Sh nin™* High priest. Elegant and Ky h 3 (1718) Takemoto-za
VC dignified. Nichiren shnin ki
Morally Evil, j to Variation of “sh to.” Often N/A (Variation of shto)
Old ++A used for a primary villain.
Tora Stubborn and vulgar old villairKy h 10 (1750) Takemoto-za
a"a samurai. Often used for a Daidairi tomo no Matori
betrayer.
Morally Good, Matahei Humorous good-hearted H ei 5 (1708) Takemoto-za
Clownish j1 samurai. Keisei hangonk
Decchi Humorous servant. N/A
N&O6

14 Sh nin includes both young and old priests.
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Morally Evil,  Yokanbei Often used for low-ranked Ky h 19 (1734) Takemoto-z
Clownish Zo1 servants and humorous villaindshiya D man uchi kagami

There are also puppet heads for children and tiaracters, and specialized puppet heads for
more specific uses. As you can see from the cirale characters, and morally good male
characters in particular, are subdivided by firsidctions according to their personalities and
physical characteristics.

In contrast to the male puppet heads, the typésnadile puppet heads seem to have
solidified earlier in the eighteenth century. Thisra smaller variety of female puppet heads, and
most of them are named after a general charaqier tather than a specific character’s name
There are only five basic types of female puppeatseThree puppet heads are distinguished by
agée®™ — the young woman in her teens caledsumethe adult woman in her twenties to forties,
generally calledukeoyamaor toshima and the elderly woman callé@dbaorr jo — and two
puppet heads are attributed to specific occupatidhe courtesan callégiseiand the maid
calledofuku There is also a special puppet head cajdslattributed to a young female

character who transforms into a monster that wad & characters such as Tamate gozen,

15 That the types of female puppet heads are primdistinguished by age reflects the typical vievaafoman’s

life cycle in the Edo period. IBeken musume katagbé | ¥a2A (Characters of Worldly Young Womev17),

a contemporarykiyoz shidepicting different types of young urban womeie, dluthor Ejima Kiseki begins the
book as follows: Musumegyoung woman) turns tpome(wife). Yometurns tosh tome(mother-in-law).

Sh tometransforms intdaba(old woman).” Ejima KisekiSeken musume katagi Hachimonjiyabon

kenky kai, ed,Hachimonjiyabon zenshvol. 6(Tokyo: Ky ko shoin, 1994), 479. This makes a stark contrast
with his other “character book” of young me®eken musuko katagi6é E % %2A Characters of Worldly

Young Men1715) that begins with: “At the age of eight, pleostart learning Slgaku, and at the age of fifteen,
Daigaku.” Ejima KisekiSeken musuko katagm Hachimonjiyabon kenkykai, ed,Hachimonjiyabon zensh

vol. 6 (Tokyo: Ky ko shoin, 1994), 3. The life of a woman is cleatilyided into several stages based on her age
and domestic (familial) role, while the life of amis not so defined.
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Kiyohime, and Kasan€® Finally, there are also special puppet heads®rare female villains,

YashioandBakuya Here is a chart of female puppet heads:

Types of Female Puppet Head¥

Age/General Type

Morally Good

Morally Evil

Young (teens)

musume

N/A

Adult (twenties to
forties)

fukeoyama/toshima (adult

woman}*®

keisei (courtesan)

Yashio (adult female villain, rarely usec
Name origin: The female villain, Yashio
in Meiboku Sendai hagfirst performed
atY kiza theater in Edo in Tenmei 5
(1785)M9)

Old

baba

warubaba (subtype of baba, comical
vulgar old woman, petty but not
villainous)

Bakuya (evil old woman who commits
murder. Rarely used. Name origin: The
old female villain inMikenjaku zo no
mitsugi first performed in Takemoto-za
theater in 1729)

Clownish

Ofuku (often used as a comic

maid)

a/A

Special Effects

Gabu(a beautiful woman who transforms into a mons{&igure 11)

16 Kasane is listed as one of the representative typfsnale puppet heads $hibai gakuya zy®16 (manuscript)

and 86-87 (print).

7 This chart is based on Sdit Bunraku kashira no kenkyand Onishi ShigetakaBunraku ningy no geijutsyl

among others.

18 Shibai gakuya zudifferentiates adult women intmidai (daimy ’s wife) andny b (low-ranked samurai or
townsman’s wife) $hibai gakuya zye®16 (manuscript) and 86-87 (print)), but in madplays there is only one
puppet head for adult women, and further diffeiidn is done via wigs, paint, clothing, and solbis unclear
whethemidaiandny b were once two distinct puppet head types and asdben lost, dshibai gakuya zue

was describing two character types that used tine $eead.

119 Although the name comes from a later play, thispetivead was first used for the character of Iviane
Hibariyama hime no sutematswho is discussed in Chapter Three.
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Female puppets are generally less capable of fonement than male ones. Most of the
female puppets do not have feet, and their facesrglly do not have any moving parts, as
compared to some male puppet heads that couldthaeveeyeballs, eyebrows, and mouths

move. The only moveable facial part on some off¢ineale puppets is the eyelids — some of the

female puppet heads (theemuri ¢, O U,” or “sleep” variant, Figure 12) are able to blimk
order to express sadness, pain, agony, or blindissunderlying problem is a technical one —
female puppet heads are supposed to look beadtiftithe seams and joints that come with
moving parts make puppet faces look ugly or agesleNuppet heads that are supposed to be
handsome share a similar lack of capacity for firegion. A clever workaround that adds
expressiveness to the female puppet head withokingnéhe face ugly is a very small thin hook
called a “mouth-needle” (Figure 13) where objedsld be attached in order to express the
action of biting a handkerchief or kimono sleevatimp from crying out in a moment of grief or
agony. Exceptions to this lack of moving partstagyashiq Bakuya andgabuheads. Being
evil, YashioandBakuyaare not required to be beautitéflthus their heads can contain more
movable parts like the male puppets: their moutheyeballs can mov&abupuppet heads
possess the greatest capacity for movement oéedilse the entire point of the puppet is the

dramatic transformation special effect.

120 1n kabuki these female villains were performed by male-eaitors, for the female-role actors were specidlize
in performing beautiful women. In the same manoklwomen were not performed by female-role actous,

by specialized actors for performing elderly woncattedkashagata<34 %a
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Figure 11:Gabupuppet head before and after transformation. @arBdachi Collection,
Columbia University Starr East Asian Library)
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Figure 12: Anemuri(sleep) variant of fukeoyamauppet head with closeable eyes.

Figure 13: Amusumeuppet head with mouth needle.
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The lack of variety of female puppet heads hasmagor consequences. First, because
the same puppet head must be used for severakcbbatyges, there is some bleed-through
between those character types. For examplantrimeuppet head is used for young women
in general, regardless of their occupation — famgpprostitutes in their teens, townsgirls,
samurai daughters, and provincial daughters. Alhege young women subtypes share some
underlying traits: They are all beautiful, passtenéilial, and fundamentally good-natured. The
chart below shows the mapping of some specificadtar types (generally shared between
j ruri andkabuk) to their puppet heads. Second, because theyoaisorihoroughly defined by
their puppet heads as the male characters, tharerss room for individual characters to be
defined through the script, chanting, and puppietchniques. For example, the modern
puppeteer, Yoshida BungolV (1869-1962), told the puppet maker Minosuketit “the
musumepuppet head should be ‘made vaguely.’ | will pfgt into it.”*?* So long as the
playwright obeyed the baseline rules about the iggiygoe that corresponds to the puppet head,
he was free to write a more complex, individualrelster. Note, however, that the baseline rules
were inviolable. For instance, one simply couldwdte an evil young woman character. While
young and adult women may have faults, dydpg old women who are passed the age of
feminine beauty, may be villains (with the excegtinrare and late-breaking exception of the
Yashiotype). In this way, female characters presentegiights with simultaneously greater
latitude for creativity and greater limitations.éde two dynamics created a sort of feedback
mechanism. Unlike the male characters, for whiokadly innovative character would result in a

new puppet head, a really innovative female charagbuld feed back into the overall image of

21 Kameoka NorikoBunraku zanma(Kyoto: Tank sha, 2005), 19.
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her puppet head, adding new layers to that gehgralof woman, which would in turn bleed

through to all the other subtypes that sharedhbatl.

Selected Examples of Female Character Types and Gesponding Puppet Heads

J ruri Puppet
Head

Specific Character Type
(Shared with Kabuki'??)

Basic Characteristics

(morally good,
adult)

(courtesan/prostitute)
4U

musume akahime (red princess) A young daughter of an aristocratic or samurai
(morally good, 2¢ 2 family who is passionately in love
young) onna bud (female A woman who is as skilled in martial arts and the
' samurai) way of the sword as a man.

é J4(

machi musume A young woman who lives in town. Outgoing,

(townsgirl) cosmopolitan, has relationship experience.

#e |

inaka musume (country A provincial daughter. Naive, passionately in love.

girl)

#HA+E |

y jo (prostitute)d & A young prostitute. Often used in love suicide pla
keisei keisei High-rank or adult courtesan or prostitute.

toshima /
fukeoyama
(morally good,
adult)

okugata (A wife of a
samurai lord)3 %o

A wife of a samurai lord.

Kata hazushi (Loose
sided hairdo)&FyFéF¢

A high-rank lady-in-waiting or high-rank samurai
wife. A kabukitype, does not appearjirruri.

[0} Q , *o é g

okujoch (lady’'s maid) An adult woman who works atdaimy ’'s mansion.

Bép

ny b (wife) éc A wife of a low-rank samurai in sewascene.
Yashio onna katakiyaku (femaleA female villain who sides with the male villainsch
(morally evil, villain) often tortures a protagonist. kabuki this role is not
adult) e[z performed by female-role actors, but rather by ma

role actors. Very rare ipruri.

22 The categorization dfabukis role types is taken from Watanabe Tamotsu, “Binimo j ken,” in Torigoe Bunz,
et. al. eds.Kabuki no shintai ror{Tokyo: Iwanami shoten, 1998), 50-56.
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baba jidai baba (elderly An elderly woman in a historical play, typically an
(morally good, woman in a historical  old samurai mother, wife, or wet nurse, who is
old) play) upright, loving, and strict. Ikabuki this role was
traditionally not performed by female-role actdoat
performed bykashagataactors, who specialized in
performing elderly characters.

sewa baba (elderly An elderly woman, typically a townsperson’s mother
woman in a domestic  or old wife, who is indulgent and doting. Also
play or domestic scene) traditionally performed bkashagataactors in
kabuki

All of the puppet heads that are used for majordiencharacters are represented among the
female characters | discuss in Chapters Two, Tlaee Four. The prostitute heroines discussed
in Chapter Two and the provincial daughters dised$s Chapter Four are alusumewhich is
the most common female head type for major charadt@yohime, a provincial daughter who
transforms into a monster discussed in Chapter, eses the specighbupuppet head. The
stepmothers discussed in Chapter Three cover thifeeent puppet heads. The older
stepmothers are naturaltba while the younger stepmothers &nkeoyamalwane, the only

stepmother who is truly evil, uses the spe¥adhiopuppet head.
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Figure 14: Male puppet heads. From top to bottter, teft to right: Bunshichi, -Danshichi,
Kintoki; Chari (clown), K mei, Yokanbei; Wakaotoko, Kiichi, Masamune; Danbhidatahei,
Kebiishi.
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Figure 15: Female puppet heads. From top to bottioem left to right: Fukeoyama, musume,
baba; Yashio, keisei, ofuku.
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Figure 16: A special puppet head called “Kasandgjhd of “gabu” The puppet head appears to
be a beautiful young woman, but can instantly cleangp a monster thanks to a hidden
mechanism.
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Reception and Censorship

Asj ruri grew extremely popular as urban entertainmeaisa came to be harshly

criticized by elite literati as a corrupting influge on societ}? For instance, the Confucian

scholar Dazai Shunddai O 7Z (1680-1747) warned against the popularity ofiri and
samurai’s involvement with it:

Countless numbers of men and women in Edo havegedga licentious behavior
ever sincg ruri came to be performed frequently. Among noble ef§c@ FY C),
not to mention lower-ranked officials ¢ u ), there have countless cases since the
beginning of the Genbun era (1736-1741) of men hdnege had relationships with
other people’s wives, have had their wives staberiave had relations with their
relatives. Thisj[ ruri] is truly an evil source of lasciviousness anddresin’?
Criticisms often focus on the “licentious music’daie involvement of samurai class elites with

the commoners’ “low” entertainment. One style oeting that was considered particularly

licentious, the Bungo-bushi <(  style, was banned by an edict issued during thenKy
Reforms'®

Despite these criticisms fprruri as musicj ruri texts were often praised for both their

literary and moral values, even by Confucian satsolan early example is Hozumi Ikah e

123 This seems to be the fate of all forms of poputdegainment. For example, Brown v. Entertainment
Merchants Associatigri31 S.Ct. 2729, 2737-38 (2011), U.S. Supreme tClustice Antonin Scalia recounts
how penny dreadfuls, motion pictures, radio dramagmjic books, television, music lyrics, and videogs
have each in their turn been denounced as a corgupfluence.

124 Dazai ShundaiDokugq in Nihon zuihitsu taisei henshu, ed. Nihon zuihitsu taisei daiikki7 Kokon enkaku k
/ Dokugo(Tokyo: Yoshikawa kbunkan, 1975), 274.

1% The Bungo-bushi style of chanting started in thet efithe Ky h period and became extremely popular in
Nagoya and Edo. It was used mainly for chantingestof scandalous romantic affairs, such as dosihilgides
and adultery. It met with several governmentalrietsdns during the Kyh Reform, starting from 1731,
culminating in a complete ban in 1737. See KasagauKiko, “Tokugawa Yoshimune no Kly no kaikaku to
Bungo-bushi torishimari mondai o meguru ichsktsu,”Nihon kenky 33 (Oct 2006): 11-28.
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2 (1692-1769), a Confucian scholar and admirer ak&hatsu, who publishedaniwa Miyage

7" < u#@ (Souvenirs of Naniwal738), a book that includes Chikamatsu's ideasigbruri
puppet theater. In praising Chikamatsu, Hozumi $lags“the writing style is superior; reflects
Confucian, Buddhist, and Shinto ways; and incorfgs@roverbs and history, but not in a heavy-
handed way,” with realistic depictions of peopleatifranks with humor, so “even noble people
of high rank read them for entertainmett.”

Because popular theater was so influential pda@ifugovernment required theaters to be
licensed and controlled what could appear on stHge first influential regulation gf ruri plays
was issued in Kyh 7 (1722) as part of the Kia Reforms. An edict was issued to regulate the
publication of books. The provision most relevanmt turi was a ban on depictions of matters
related to the ruling Tokugawa family. This ban weiterate?’ during the Kansei Reforms in
Kansei 2 (1790)2 In 1723, there was an edict banning performantésse suicide plays. The
rationale behind this ban was that the exceedipgpular plays that romanticized love suicide
were thought to encourage some people to actuathnat love suicide.

Unlike kabuki whose fluid nature necessitated in-person evaluéty censors at the

theate®j ruri plays were primarily censored in advance basetth@in scriptsi® J ruri scripts

126 Naniwa miyage3.

127 Enforcement of edicts regulating public morals thtb grow lax over time, sometimes leading to aépd
edicts banning the same thing.

1% Sat Yukiko, “Edo k ki gesaku no ken’etsu (Censorship of Gesaku ir_ttie Edo Period),” in Suzuki Tomi et.
al. eds.Censorship, Media and Literary Culture in JapanoRr Edo to PostwafTokyo: Shin'y sha, 2012), 45.

129 Umetada Misa, “Edo kabuki no ken’etsu (Censorshifdo kabuki),” in Suzuki Tomi et. al. ed€ensorship,
Media and Literary Culture in Japan: From Edo togdwar (Tokyo: Shiny sha, 2012), 33.

130 In this sense, it was similar to the other formgaular fiction that were subjected to advancesoeship.
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were submitted to the local censors in advanceward performed only after they were
approved. Accordingly, ruri plays were rarely banned after performances begarhe rare
occasions when plays were banned after performdrege'? the supplemental playwrights
were forced to retire and the scripts were neveéetigled, but the main playwrights seem to have
gone unpunishet¥? More often, a belated objection resulted in madifions to the script to
appease the censats.

Enforcement of these edicts was inconsistent, amemes lax. For instance, despite
the ban on depicting contemporary issues and msatated to the Tokugawa family, such plays
were performed, thinly veiled as historical or mgé#h pieces with fictionalized character names
that audiences could readily map to contemporalifigad figures** Even love suicide plays

were still performed after the ban in less cerdrabs outside of Osaka, Kyoto, and Edo,

However,j ruri had a different censorship system. In the Edamdehiooks were normally censored by the guild

managersdy ji /ce —) of the publishers’guildnakamad6é), and received an official seal, before being
published (Sat, 45), butj ruri did not have a guild system.

31 For instance, the performancesN&Enbantetsu gotno menuk{1735, Toyotake-za) arithihei kabuto no kazari
(1770, Takemoto-za) were banned, and the scripts n@ published. However, these plays were laeritten
under new titles. Uchiyama, 1989, 268.

132 Such as Matsuda Wakicl@#a 6 « and Namiki Jsuke j E T3\ in the case oflanbantetsu gotno menuki
Ibid.

133 Several scholars, such as Uchiyama anduk examine different versions of the same sceptell as the
woodblocks to determine which parts were modifeged. Some of these modifications are simple ctimes of
mistakes, but others reflect changing overt refezerio Tokugawa family members into more obscues.olt is
difficult to distinguish instances of script chasge response to governmental censorship fromcagiorship
in anticipation of governmental censorship.

134 For example, there is a groupjofuri plays called “ saka gunki moriathat are about the battle between the
Toyotomi heir and the Tokugawa in Osaka (The Sag@saka, 1614-1615), starting frofashitsune shin
takadachij first performed in 1719 at Toyotake-za theatée $tory was often set in the Kamakura period to
avoid censorship.
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particularly in Nagoya® Generally speaking, there are three plausibleamgpions for the laxity
of enforcement: first, geographical and politicestance from the center of power; second,
performative distance from “licentious” and “bodilgrts; and third, a tendency towards self-
censorship that deflected governmental attentiorally, it should be acknowledged that we
cannot know the true volume of censorship becadgaree censorship often left no records.

Theater regulations were most strictly enforcethencity of Edo, the seat of tihakufu
governmentJ ruri was centered in Osaka, where the local peopléiedown cultural identity
and identified strongly with the Toyotomi clan whad been defeated by the contemporary
Tokugawa government. It seems plausible that loffadials in Osaka were simply less
enthusiastic about enforcing thakufus rules.

Although the age of medieval prostitute-perforntead passed, the performance arts
were still associated with prostitution, and theaggulations were designed to guard against it.
Accordingly, kabukiwas subject to significant scrutiny. By contrasturi’s use of puppets
largely removed the problematic issues surroungerfpormers’ bodies. Also, the trend towards
appreciation of ruri as written texts independent of the theater, eragmd byj ruri’s
proponents who emphasized the virtues of its writtem, contributed towards a view that
considered it as “drama literature” to be appreciahore linguistically than sensually. Although
the “licentious” chanting style of Bungo-bushi méth several restrictions during the Ky

Reforms, starting in Kyh 16 (1731) and ending with a complete ban in Gerth(i737), the

13 Tokugawa Muneharti] O , the lord of Owari, promoted theater and entent&nt to boost the domain’s
economy, so love suicide plays were also performéidcreetly. The most famous example is a new platgen

based on a failed love suicide incident in Ky 17 (1732) entitledMutsumashizuki renri no tamatsub&kl v4

#."4 0 . Kasaya, “Kenryoku to gein’ “Kenryoku to gein.” In Torigoe Bunz, et. al. edsKabuki to bunraku
no honshitsyTokyo: Iwanami shoten, 1997), 94.
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mainstream Gidaybushi style of chanting was largely left alone.

As will be discussed more fully in the next sectipmuri developed genre conventions
that, at least when viewed uncritically, reinfothe state-promoted social order. This can be
considered a kind of self-censorship, or preemptesesorship; creating plays that embraced the
socially-accepted ideology promoted an image ofjiere as something clean, educational, and
wholesome that did not require censorship. Desbéérief but intense popularity seéwamono
domestic plays prior to the ban on love suicidgpla 1723, for most of its history,ruri was
focused onidaimonohistorical plays in which virtue always conquevd & the end.

Eventually, regulations that were fatal to orgadigeuri puppet theater were issued
during the Tenp Reforms, starting in Tengdl2 (1841). In Edo, performances at festivals,
includingj ruri, were banned during that year. In additikayukiand] ruri theaters were
forced to move to a more peripheral area in Asakinsthe following year, both femajeruri
performers and the use of puppets were bannedl foerformances taking place at temples and
shrines. In addition, the chanters and puppeteers ivanned from wearing luxurious stage
costumes, and a harsh salary cap was imposedies sdrstrict edicts respecting performances
in Osaka were also issued beginning in Tebhp (1842). Performers were banned from owning
rice fields and houses within the city limits, ahdy were banned from wearing formal kimonos
outside of the theater. All performances at templeg shrines were banned in the same year.
This effectively confined all performances — bptturi andkabuki— to the five theaters in the
D tonbori area. Forced to compete witibukifor theater space, fewruri plays were

performed. In the following year (1843), the numbgtheaters was further reduced to only two,
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forcing performers to go back to the old styleraf/eling entertainers®

These edicts may strike modern readers as puzdlmgkey to understanding the
motivations for such seemingly arbitrary regulasiasithe idea that the mere existence of
successful performers was a threat to the claseraysgpon which thbakufugovernment
depended. Performers were supposed to be outsistged below the bottom of the social
hierarchy. For a performer to be wealthy, popwasstylish and trendsetting confused and
undermined the class system. The economic recasgreceding each round of major reforms
exacerbated matters by impoverishing the samuaasdo that they were in reality poorer than
the merchants who patronized the theater, and swae performers. Through this lens, these
regulations make sense as a way of preservingttial ®rder by putting should-be outcasts

back in their place.

Self Censorship: Didacticism and) ruri Conventions

J ruri puppet theater has two major types of plays, dompkys calledsewamonand
historical plays callefidaimona Sewamonaomestic drama is a newer genre that originated in
kabukiand was introduced foruri in the early eighteenth century by Chikama#sit. depicts
contemporary urban life, especially sensationabigrts such as love suicides and murder cases.
In this sense, they were something like today'toidmewspapersSewamonavere often subtly

subversive because they portrayed low-ranked atwhsiupeople as morally exemplary

1% For more details about the influence of the TeRgforms orj ruri theater, see Norizuki Toshihiko. “Bunraku
no shibai to tenpno kaikaku.” In Torigoe Bunz et. al. eds., gon jidai no j ruri to sono gaTokyo: lwanami
shoten, 1998), 271-284.

137 Please see Chapter Two for more details aboutstiadleshment of theewamonaenre.
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characters. In contragiglaimonoplays are set in the historical or mythical paghviamous
historical or legendary figures as characters. tiypacaljidaimonopiece, the principal characters
can be divided into two sides, the good side cdhedachiyakuand the bad side called the
katakiyakut*® Thekatakiyakuusually plan to overturn the state, while taehiyakutry to

preserve the current social order. The play oftem$es on low-ranked samurai on thehiyaku
side, whose sacrifices bring victory, but at a gpgece. Often circumstances require the low-
ranked samurai to sacrifice the lives of their ammes or children rather than, or in addition to,
themselves. The good are always rewarded in thebedhe dramatic tension of the victory and
the bitter sacrifices the lower-ranked samurai tawvaake form the dramatic height of the play,
rather than the victory itself.

The genre conventions of bakewamona@ndjidaimonowere established during the time
of Chikamatsu Monzaemog@hikuh koji, a contemporary text ¢fruri history explains the
difference betweesewamona@ndjidaimonoplays as follows: “Theewaplays love love, and
thejidai plays are pure in honoring obligatiort$’To put it simplyjidaimonohistorical plays

are more lofty, idealistic, and didactic, reinfargiexemplary models of Confucian behavior and

depicting a plot structure that adheres to theciwla ofkanzen chaku E+, O (the

promotion of good and punishment of evil), wislwvamonaomestic plays are more base and

138 The terms tachiyaku and “katakiyakd are slightly problematic if one employs their mawest meanings,
especially as they are usedkaibuki In kabukij “tachiyakti means “good male role,” and the tertate-oyama
is used to refer to good female roles, whikatakiyakt means “(male) villains,” since there are no feenal
villains. (Female-role actors traditionally did rpiay the role of female villains. Instead, a madke actor
performed the role of female villains as well.) Hoxgr, in moderi ruri scholarship, the terms are used in a
wider sense:Tachiyakd refers to the good characters in general, botleraad female, whileKatakiyaku
refers to the evil characters in general.

1% Chikuh koji, 31.
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realistic, depicting emotional aspects of humaati@hs.Jidaimonohistorical plays are an older
genre that originated in thej ruri period and remained centraljtouri performances, while
sewamong@lays are much shorter pieces, performed as untesl or at the conclusion of longer
historical pieces. After love suicide plays werared in 1723, the number of standalone
sewamonalomestic pieces declined, and its conventions e porated int@ewascenes in
historicaljidaimonopiecesJidaimonds centrality is clear from the number of plays ¢uoed:
Among the scripts that are extant today, therararee than 80fidaimonoplays, while there are

only about 12Gewamonglays!*° As Chikamatsu wrote in one of his playsuri, especially
jidaimonoj ruri, were generally intended to provide “models ofdjaad bad peopleO C b
6. 141

Underlying the “good versus evil” narrative struetare the ideals of a feudal society,

especially samurai warrior ideals. Téiae qua norof “goodness” is §iri *O#.,” a sense of
societal or feudal obligation and duty. Heroesaweys loyal to their masters and filial to their
parents, above all else jiliamonoj ruri historical drama often focuses on a situation eteer
hero is confronted with a conflict between his seoflsocietal and feudal duty and his personal
attachments and private emotions. As Chikaishi &ksexplains, the early-modern feudal ideal

that exalts loyalty as the highest virtue is highted when the hero must sacrifice his family or

149 Chikaishi, 1961, 162.

41 In [kudama shinj #0"a ° p (Love Suicide at Ikudama715), Chikamatsu wrote that, “generally speakbaih
kabuki and jruri are models of good and bad people (Chikamislisnzaemon]kudama shinj, in Torigoe
Bunz , et. al., ed.Chikamatsu Monzaemon stvol. 2, Shinpen Nihon koten bungaku zer&h(Tokyo:

Sh gakukan, 1998), 353-354
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personal attachments and private emotions in dadiedfill his duty.**> Edo-period text of the
history ofj ruri entittedChikuh koji explains the role gf ruri as follows: “While the text and
plot ofj ruri depict interesting societal events on the surfdue; have the truth dfanzen

ch akuat a deeper level.J [ruri is] a means that teaches the truths of the gaalddliist sutras,
ephemerality, affection, sorrow, and battles, aetd aright the five relationships of master-
retainer, father-son, husband-wife, brothers, aethdis.J ruri should be trusted, viewed,
listened to, and wholeheartedly chant&d.”

In traditional Japanese literature, works of fintere at the bottom of the traditional

genre hierarchy. They were typically slighted kg §en kigyd'l0s)al ,” frivolous lies lead
readers into moral misbehavidr.ruri, which often fictionalized events in order to etdn
audiences, was brandekly“gen kigyd in the same way. In respongesuri’s proponents
emphasized the linguistic sophistication and mea#lie of the texts, focusing on the
playwrights’ deep understanding of Confucian, Budtland literary classics. This is especially
true after the emergence sgwamonaomestic dramas, whénruri became especially popular
by depicting contemporary scandalous affairs, wimatde thévakufugovernment uneasy. A
popular defense ¢f ruri, echoed irChikuh koji, was to presentruri as an expedient means to
provide audiences proper Confucian, Buddhist, dndt8ist guidance. A mid-eighteenth-century
text commemorating the growth of Toyotake-za theases the termkanzen chaku’ (the

promotion of good and punishment of evil) as thetia lesson of ruri: “Today’s popular song

142 Chikaishi, 1961, 99. This does not mean that the ban choose his or her public duty over persattathment
without difficulty. The inner suffering and conftithe hero experiences in sacrificing his or hespeal
attachments serve to enhance the nobility of thafise and glorify the victims who were sacrificed

143 Chikuh kaiji, 28.
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is a twelve-act ruri, and it consistently depicts the waykaizen chaku”*** The termkanzen

ch akualso appears i@ngyoku hanakenuBbdc”E A  Some Un-Serious Notes on
Music* 1797) which claims that ruri is a means to teach Confucian ways to low-claeplpe
and children: “Jruri is a performance that popularlizes the waysgifteousness, filial piety,
chastity, and loyalty; educates the foolish popsj@nd teaches them a lesson... Through
performancej ruri presents the way &hnzen chakuin front of people’s eyes, and teaches a
lesson for young and old, and for childréff.Becausg ruri was considered to be a “low” form
of entertainment that was potentially disruptivéhte social order, the genre developed a self-
defensive rhetoric, similar to defensesmdnogatarifiction, originating in Mahayana Buddhism
and claiming a didactic role by repainting itsifictal and sensational nature as an expedient
means of religious instruction.

In addition to its didactic and educational rofesyri was also promoted as something
that moves people’s hearts and providesgusami’ a combination of amusement and spiritual
salvation in a Buddhist sen¥éTexts explaining the role ¢fruri often parody thé&anapreface

of Kokinsh as a way of comparingruri to waka which the preface depicted as a source of

144 H gyoku fuji no kodaman Gein shi kenky kai, ed.,Nihon shomin bunka shirysh sei vol. 7: Ningy j ruri,
(Tokyo: San’ichi shob, 1975), 169.

145 Literally “Music Nose-Hair Tweezers.” Although aelly serious, the author pretends to make lightisf
arguably frivolous topic in the preface, fictitidyglaiming that he jotted down these thoughts isn h
handkerchief. This title was something of a chajketo translate.

146 Hanakenukiin Gein shi kenky kai, ed.,Nihon shomin bunka shirysh sei vol. 7: Ningy j ruri, (Tokyo:
San’ichi shob, 1975), 231.

147 “Nagusaniiis not just amusement or entertainment, but hEsoan aspect of religious consolation of the tspiri
C. Andrew Gerstle, “Gidayand the Individualistic Spirit of Osaka theater"James L. McClain and Osamu
Wakita, eds.Osaka: The Merchants’ Capital of Early Modern Jagithaca: Cornell University Press, 1999),
121.
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nagusami“® Like theKokinsh prefacej ruri proponents claimed thptruri can move people’s
hearts, regardless of their class, rank, or seg.dbmething that everyone can enjoy: “[A]Jmong
all living beings, how can we doubt that every émees this genre? Without using force, it
moves people’s hearts, making a mother-in-law wétesher daughter-in-law feel pity,
smoothes the bonds between man and woman, andiestise hearts of old skinflints — such a
thing isj ruri.”'*

The traditional five-act structure pflaimonoj ruri historical plays, which was

established around Chikamatsu Monzaemon'’s tifheas intended to convey the lessons of

kanzen chakuthrough entertainmentSeikyoku shinshiki daicho kotoEd, " +4(...} ”

(“On the New Great Way of Chanting™compares the overall structure of the five acthéo

148 A Heian periodvakaanthologyKokin wakash (Kokinsh for short), has &anapreface that explains the
beneficial effects ofvakaas follows: “The songs of Japan take the humarn lasaheir seed and flourish as
myriad leaves of words. As long as they are alivthis world, the cares and deeds of men and waren
endless, so they speak of things they hear andysésg words to the feelings in their hearts. Hegithe cries
of the warbler among blossoms or the calls of tbg that lives in the waters, how can we doubt évatry
living creature sings its song? Not using forcendves heaven and earth, makes even the unseis apd
gods feel pity, smoothes the bonds between manvanthn, and consoles the hearts of fierce warriansch a
thing is poetry.” “Kokinsh The Kana Preface,” Lewis Cook, tr., in Haruo Shiraed. Traditional Japanese
Literature: An Anthology, Beginnings to 1600ew York: Columbia University Press, 2007), 1481Chikuh
koji, for instance, has a parody section of this eitd ruri Kokin no jo.” It says J ruri takes the human heart
as its seed and turns it into myristiuk . As long as they are alive to this world, the saard deeds of men and
women are endless, so they create things theyamebsee, giving words to the feelings in their tee&eeing
thesewaplays that love love, and tlidai plays that are pure in honoring obligations, amalhtjving beings,
how can we doubt that every one loves this genriéf?oit using force, it moves people’s hearts, mgkin
mother-in-law who hates her daughter-in-law feg,@moothes the bonds between man and woman, and
consoles the hearts of old skinflints — such aghé&j ruri.” Chikuh koiji, 81.

149 Chikuh koji, 31.T kan zassh{H reki 9; 1759) also parodies thkanapreface. Se& kan zasshiin Gein shi
kenky kai, ed.,Nihon shomin bunka shirysh sei vol. 7: Ningy j ruri (Tokyo: San’ichi shob, 1975), 35.

%0 During koj ruri’s time, a six-act format was standard in Edo, whilfive-act format was standard in the
Kamigata area. See Chikaishi, 1961, 19.

1 These are supposedly the words of Toyotake-zadhgdbunder Toyotake Wakatayecorded in Nagatotay
and Mizutani Hgin,Z hoj ruri keizy vol. 5 in Engei chinsho kankai, ed.,Ongyoku sshq vol.3 (Tokyo:
Engei chinsho kankai, 1914), 7-12.
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five Confucian concept$? By the mid eighteenth century, the characterisifasach act and the

order of importance of each scene were well estiadtl and explained in books suclCaskuh

koji. Indeed, from the early eighteenth century, “ikie-ict style was observed as the iron rule

of the way off ruri, and affected the way the playwrights wrote, thenters chanted, and the

puppeteers performed” and even determined the r@mksg the playwrights and performérs.
The five acts are designed to form a mountain{ik@yression, with the climactic point

at the middle. The third and the fourth acts, egfigche third act, represent the climax of the

play, while the first and the second act introdand organize the characters and events that will

lead to the dramatic height, and the fifth achis ¢onclusion of the play that represents a happy

and auspicious ending. This corresponds with thiopeance order of the five kinds of
plays®** Each act consists of multiple scenes, referrexstakuchi « (mouth, or introduction),

naka p (middle), andkiri ) (closing). Thekiri is the most important part of the act, since each
act develops like a crescendo that ends with its cdwnax that connects to tkechiof the next
act.

Because of this, the main playwright was belieteeddave been in charge of writing the

152 “A little while ago, Elder Chikamatsu establishée five act style by attributing each act to the ftoncepts of
Confucianism.” Nagatotay 8-12. According to this text, each act gidaimonoj ruri play is associated with
one of the five Confucian principlesin, gi, rei, chi, shin, in that order.

%% Chikaishi, 1961, 52.

154 Chikaishi, 1961, 21-22. The first act is likaki n (godn ); it is introductory and auspicious with many high
rank characters (often including the emperor). 3éeond act is likshura n (battlen ); typically, it depicts a
battle between the good characters and the badathes, and ends with the defeat of the good Fide third
act is likekazura-n (womenn ); it depicts the tragedy of the low-ranked herd his family members, often
including a woman’s lament or bitter sacrifice. Tharth act is likezatsu n (miscellaneous ) orgenzain
(contemporaryn ); it often focuses on the “contemporary” side eltters. The sacrifices made in the third act
start taking effect, often granting supernaturak@oto the good side in order to defeat the bael. Sitle fifth act
is like sh gen a celebratory piece; the proper order is rest@acrifices are recognized and rewarded, and the
play concludes with celebratory remarks.
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third and fourth acts. In addition, the most wedlited and skilled chanter was in charge of

chanting thekiri of the third act, which was considered the heathefplay:

The parts the chanters consider the most impoat@nthe grand openingdijo +
T %9 and thekiri of the third act; the second most important arekttieand

michiyuki*° of the fourth act; thirdly, thkiri of the second act and tkachiof the

third act; and fourthly, thiiri of the first act and thkeuchiof the fourth act... The

two founders [Giday and Wakatay] performed accordingly, and distributed parts

accordingly®’
Thekiri of the third act is so important and difficult tlracontemporary text laments that only a
few chanters were able to perform the third adstattorily: “Although it's been nearly two
hundred years singeruri started, up until today there have been only diveix chanters who
could chant the third act properfiy?

Over time, the fifth act, in which the villain isipished and power is restored to the good

side (the emperor, lord, etc.), became increasisigbtyt and formulaic, and eventually started
being omitted from stage performances in the lagteenth century. However, it was included

when the texts were publish€dThe sacrosanctity of the five-act structure, wHasted a

century, is demonstrated by the fifth act’s surkeagen after playwrights clearly had little use for

%5 Thekuchiof the first act is customarily called thddijo,” or grand opening.

% The fourth act often has anfchiyuki’ or journey scene of the main characters as aeclgraphic and musical
piece.

157 Chikuh koiji, 28.
1% Hanakenuki232. Two hundred years is counting from the beigip of thekoj ruri period.

%9 Lamenting the omission of the fifth attanakenukitates, “Recernt ruri plays lack the fifth act. On the rare
occasions when the fifth act is written, it onlynt@ins meaningless things for about half a page jtae not
written until the text is published. The fifth @streluctantly written, only because it is necegsarorder to
publish the script. Recently, the audience of Heater is short-tempered. One would jump to thelosion,
and understand the fifth act as punishing evihkimg it is not necessary to see, and it is noessary to be
performed.”"Hanakenuki 235.
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The relative importance of the acts that was widetpgnized in the eighteenth century

is reflected in today’s repertoire. Sinaaimonoj ruri plays were generally too long to perform

from beginning to end, performances started beorgdn the midori Ob vG” (selected-scenes)
style starting in the 1930s. Selected popular @cscenes from a play were performed
independently and repeatedly, while other actssaeties were simply not performed, and
sometimes even lost and forgotten. The popularesctrat were typically performed often

tended to be thkiri of the third act, followed by thiari of the fourth act. The center of the third

act was thesh -ba < " or“sh tan-ba<A ,” where the heroes face great difficulties, such
as the need to sacrifice their children or wives] aither reveal their inner conflicts or conceal

them and seemingly act coldly, only to reveal tiweie agony in the end. This feeling sh*” or

“urei,” both represented by th&@nji < , meaning “sorrow” or “grief,” is the central feagj and
theme inj ruri plays.J ruri is mainly a tragedy that calls for the audiensggipathy and stirs
up their pathos; and the heroes’ sorrow over tbafgges they must make in the third act to
bring victory to their masters is where the heéthe play exists.

Another important aspect of the third act was vwskthe purest manifestation of
Confucian ideals and morality. While the first asetond acts depict the initial defeat of the
good people who follow Confucian morals, the ttaaod depicts the beginning of the reversal of
fortune between thiachiyakuandkatakiyaku focusing on how the good low-ranked samurai
remains loyal to his master throughout his diffiead, often through a sacrifice of or by a low-

ranked woman he cares for, thus opening a patharayé victory of theachiyakuside.
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According to a contemporary treatise on the contjposofj ruri, the third act should represent
themes such as obligation, loyalty, and chastitg, the characters, music, and text should all be
exemplary according to “the way of heavétf.Combined with the central theme ah*,” the
important task of the third act was to presenthighly moral and exemplary heroes acting in the
most Confucian, idealized way, through faithfulgymg a painful price in terms of their family

and personal attachments and emotions.

The Confucian theme of the fourth actehi® (wisdom),” with the central concepts of

“y gen A"P (ephemerality)” or{ bi f*> (graceful beauty).” It often containgvachiyuki
journey scene, an exquisitely choreographed secemhich the main characters (often a
romantic couple) make a journey. In this act, #neersal of fortune between the good and the
bad characters comes to completion as the sasrificthe low-rank characters made in the third
act bear fruit. This act often contains a scenghith the main villain dies or repents. Elaborate
puppetry technique is incorporated to defuse thgdrtension of the third act and prepare the
audience for the celebratory conclusion in théafdétt. Lingering mysteries are resolved in the

fourth act, often through major characters’ “cosfes” monologues.

Two key writing conventions aresékai a#0,” or “world,” and “shuk 2f ¥,”*** or “plot
devices.” Thesekaiforms the setting and the theme that frame thé&weor example, theekai
of Ch shingurais the fourteenth-century world d&iheiki Even though the play was really

about contemporary events, the names of charaplacges, and, events were drawn from

1% Chikaishi, 1961, 90-91.

61 This concept started tmaikai, and remained very important in many early mogempular genres, including
ukiyoz shi, kabuki andj ruri. Chikaishi, 1961, 233-239.
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Taiheiki Sekaiwere not strictly historicdf? Fictional or anachronistic elements were often
added,®® as were mythical elements. Sometimes mulsgleaiwere mixed together in a single

play. Shuk were a collection of plot devices that added dtantaghlights and accents in

specific places. Examples siiuk include, ‘migawari3 pG ,” the substitution one person in
place of another who is condemned to die (oftercttilel of a low-rank samurai is substituted
for the child of the master), angldtsushi’ a high-ranked noble disguising himself as a
commonet®Certain sub-groups ashuk were associated with the didactic themes and gerpo
of each act within the five-act structure. Begimgwith the nineteenth-centukabukitreatise
Kezairoky sekaiandshuk are often explained in terms of vertical and hamial threads: “For
example, take Ishikawa Goemon as a horizontaltiiaeintersect3aik ki'® as a vertical line.
Characters such atiraby shidancers, Kiminari, Sakurako, Katsurako, Keyamuos&auguke

are all horizontal lines. The vertical line becorttessekaj and each horizontal line becomes a
shuk .”**® While thesekaiforms a vertical line that holds the overall ptagether, severahuk
are interwoven as horizontal lines that make tlag picher. In this sensshuk are more fluid

and more fertile ground for surprises and plot tsvass compared to tisekaj which is not easily

%2 1n fact, historical accuracy was not even a goathBr,j ruri focused on providing alternative interpretations
and stories of the well-known history and legerfkis. instance, Heike samurai whose death scends|dria
theTales of the Heikesuch as Taira no Tomomori and Taira no Atsunistitvive” these death scenesjimuri
retellings such agoshitsune Senbon zakura

83 For instance, almost all plays have a scene ipléssure quarters called lufuwa-ba” even though the
pleasure quarters was an Edo-period-specific loaati

164 Chikaishi made a list of more than one hundsiedk types in Chikaishi, 1961, 268-269.

%5 This example can be seendinmon gosan no ki 60 - £ R (The Golden Gate and the Paulownia Cydst
Namiki Gohei | (first performed in 1778 in Kado sbibai theater, Osaka).

166 Kezairoky 424.
90



altered®’

Chikaishi points out that there are two typeshuik , “standard” ones and “unique”
ones. Standarshuk are often-used plot devices, such as substitati@confession-before-
death monologue in the third act. When these stdredaik were overused, audiences became

tired of them, and longed for new twists. For ins&, in a fourth-wall-breakin line, a

character irHibariyama hime no sutematsd£2 C (Abandoned Princess at the Pine Tree
on Mt. Hibari, 1740) dismisses the idea of substitution, salgsofstitution is too old
fashioned.*® Later playwrights generally followed the genre wemtions their audiences
expected to see, includishuk , but also renegotiated and subverted them toeseaprising
and entertaining playShuk in early modern theater is like tkigjo (seasonal terms) imaikai
linked verse. There was a generally fixed rosteshoik that playwrights were expected to refer
to, but a straightforward application was boriSguk provided a locus for playwrights to
practice their creativity by twisting and subvegtithe standardhuk , or, rarely, adding an
entirely newshuk .

Despite the seeming formal and ideological rigidiitylt into its genre conventions,

j ruri retained space for creativity and subtle socisicism. The first generation of playwrights

167 Kezairokuregardsshuk as more important thasekaiin terms of creating a new play: “The verticaéka) pulls
things together from the first to the last act, ibig immobile; even though the horizontah(ik ) only starts
moving in the middle, it has big meaning, and makesplay fresh. This is importanKezairoky 424.

1% The idea of the “fourth wall” was first raised thetFrench philosopher and art critic Denis Did€it13-1784).
Diderot suggested actors “imagine a wall acrosdrtive of the stage, dividing you from the audignaed act
precisely as if the curtain had not ris@iderot’s Writings on the Theatr&. C. Greene, tr., Cambridge:
Cambridge University Press, 1936, 18%dbukiandj ruri often “break” this wall, with actors making
comments directly to the audience about their parémces and contents of the play.

189 Namiki S suke,Hibariyama hime no sutematsin Mukai Yoshiki, ed.Toyotakeza jruri sh , vol. 2, S sho Edo
bunko 11 (Tokyo: Kokusho kankai, 1990), 226.
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establishedl ruri’s conventions, with overall plot structures theibforced the state-promoted
ideology and class system through entertainmenka@tatsu’s later works include more
experimentation with incorporating social criticisbut his immediate Takemoto-za successors,
centering around Takeda lzumo |, felt pressur@torn to a strong pro-social-order formula.
Subsequernt ruri playwrights straddled the fence between preseriagro-social-order
formula to avoid being banned and subverting ggeak to the audiences’ anxieties about
authority and the existing social order. Like otbenventions, the roster of standataik was
designed to reinforce th&&dnzen chaku’ principle, presenting the “good” characters as
praiseworthy models of exemplary behavior, and'tiael” characters as models of bad behavior
who are severely punished in the end. In conttiastsubversion, mockery, or twisting of the
standardshuk by individual playwrights sometimes blurs the bdary between the “good” and
the “bad” characters, questioning the establisth@&ssand gender structure and its unrealistic

social and feudal obligations, and reflecting comers’ anxiety about the social structure.
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CHAPTER TWO
Making Prostitutes into Heroines: Chikamatsu Monzaemonand Sewamono

During the Edo period, when a secular townspeopid®ire flourished, increasing
numbers of townspeople started attending the th&ategatch plays about people like
themselves. Popular themes of the plays includaeteogporary crimes and love affairs in town —
domesticsewamonglays, a new genre that began in the Edo period.arad social conventions

in the Edo period prevented people, especially wgrfrem engaging in romantic relationships

freely. At the same time, licensed pleasure quau§ekaku4 + ) were created for men to

indulge in temporary extramarital relationshipshaprofessional women. The pleasure quarters
soon became a cultural center, as well as a populgect of both popular fiction and drama.

J ruri puppet plays adopted this subject, but its portrafythe pleasure quarters and low-ranked

prostitutes is distinctive, as compared to otherge such agkiyoz shi. Chikamatsu
Monzaemor8/ C6U e/ '6(J1653-1725) was most prominent in the populariatf the genre

of sewamonalomestic drama, especialipinj °p , or love suicide, plays in which commoners
and low-ranked prostitutes became the center o$tthry, the center of sympathy, and the object
of idealization.

This chapter will discuss the depictions of pragétheroines in Chikamatsu
Monzaemon’s love suicideruri puppet plays, a newly-emerged theatrical géhtieat enjoyed

brief popularity in the early development pfruri in the late Genroku to mid Ky periods

0 The term “genre” can be somewhat confusing becihses both topical and formal meanin§&wamonds a
topical genre. Stories about contemporary sensat@mrents involving commoners, such as love sug;ilegan
appearing in several forms of theater and popidéioh, such a$ ruri, kabukj andukiyoz shi,around the same
time.
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(1703-1720s). The first part of the chapter disesashe social and literary background of the
practice of love suicide, and the historical cohtexthe emergence of the new genre of
sewamonalomestic drama, discussing how prostitutes wgreesented in other popular

contemporary genres. The second part of the chaptdyzes three of Chikamatsu Monzaemon’s
closely-related love suicide plays that center adoprostitute heroine§onezaki shinjn ? 1
°p (Love Suicide at Sonezali703)'"* Shinj nimai ezshi ° p § U).,i(i (Love Suicide

and the Double-Folded Picture Bogks06) andkudama shinj #0"a ° p (Love Suicides at
Ikudama 1715). The chapter discusses the early developofi¢rruri puppet plays, especially
the transition from medieval ritualistic theateretarly modern human-centric theater, through an

examination of Chikamatsu’s representations oftfitde heroines.

Pleasure Quarters and Popular Culture

Pleasure quarters as official enclosed districs pihovided entertainment and
professional love were an early-modern inventiodapar’? According to Ono Takeo’s study on
the history of prostitutes and pleasure quarteteerEdo period, the first pleasure quarter,
Shimabara, was constructed in Kyoto by Toyotomigyaishi in 1589. The pleasure quarter

district in Osaka opened a little earlier underéyidshi’s permission in 1585, but it was not

"1 Sonezaki shinjis a convenient subject for analysis of the thepg¢eformance, since it has one of the oldest
banzukean illustrated record of the performance in 1704.

12 This does not mean that prostitution did not hagdpefore the early modern period. Obviously, it didostitutes
such assobi-meandukare-meappear in Th&ale of Genjiin the Heian period, and some traveling nuns,
prophets, and dancers also worked as prostitutesektr, centralized official pleasure quarters warearly
modern invention.
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constructed as an enclosed area. It was ordemadve to Shinchi in Osaka in 1617 so that it
could be enclosed, like the one in Kyoto. Alsohia same year, an enclosed pleasure quarter in
Yoshiwara in Edo was permitted. Thakufuattempted to put the pleasure quarters underalontr
by licensing them. One of the major rules that iggplo the pleasure quarters was about control
of the women: as a general rule, all the prosstated courtesans working in the pleasure
guarters were prohibited from leaving. The pleaswarters were surrounded by moats and
walls, and the gates to the district were only ogha@ring the night. A prostitute was allowed to
go out of the pleasure quarter when accompanyingustomer, but was otherwise separated
from the rest of society. Male customers could gtgmporary extramerital relations with the
prostitutes and courtesans while visiting the pleagjuarters, so long as it would not interfere
with their social and familial responsibilities. Aawrence Rogers puts it, “Going to the quarter
was a game that was to be pursued in moderatiangdime was to be played seriously, to be
sure, as a man might play any game, but his despetions were not to be engagéd.”

Shikid kagamij'™ a collection of contemporary encyclopedic writiradgut pleasure

guarters, explains the hierarchy of the pleasuegtgrs. There were four ranks among the

prostitutes and courtesartay [ , tenjin 3&, , kakoi V 8 , andhashi-jor 'f é4{ , from
highest to lowest. The first three were treated,veeld their customers were required to give

specific gifts such as clothes, cosmetics, androems on certain seasonal occasions such as

3 Lawrence Rogers, “She Loves Me, She Loves Me NuhjSand Shikid kagami,”Monumenta Nipponiga
vol. 49, No. 1 (Spring, 1994): 34.

74 Eighteen volumes by Fujimoto Kizan. Sixteen volumese published by Engs (1678) and two more volumes
were published after By 6 (1688). For more details abdgitikid kagamiand its writer, Kizan, see Rogers,
31-60.
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New Year’s. The higher-ranked courtesans were éggdeo learn arts to entertain customers,

such as dance, musical instruments, poetryj and chanting. No seasonal gifts were required
for hashi-jor . Judging from the fact that they were also callechigiri i1 , meaning

“temporary love,” anduisei _| , meaning “comet,” they were usually meant to lreofue-

night stands, not worthy of sustained interactidme ranks were fluid, and the lower-ranked
prostitutes could train hard at the arts to mowér twvay up to get better treatment, but the
majority remained aBashi-jor for their entire careers. In addition, mbsshi-jor did not
develop relationships that could lead to be ransboug by a customer, since their role was to
accompany the customers for one night only. Hamim¢pope for the future, it is no wonder most
professional women who committed love suicide ligir customers weitgashi-jor , the

lowest-ranked prostitutes.

The earliest dramas that were set in pleasureaygaate typified by th¥ giri ky gen @

7Y"I0+ (Y giri plays) that focus on the higher end of the pleasuartersY giri plays are
various re-tellings of a story in which lzaemorg #on of a rich merchant, spends an enormous
amount of money for a courtesday( ), Y giri, and becomes disowned. Yearning for Izaemon,
Y giri falls ill, but the story comes to a celebrgtbiappy ending with the reunion of the two.
Originally, Y giri plays were created to commemorate the deathyoiung legendary courtesan,

Y giri (1654-1678). Ironically, however, the male fagonist, Izaemon, became the center of the

plays!” In most Y giri plays, the main attraction was the pleasurargun scenek{iruwa-ba +

5 This probably has something to do with the relafivestige of male-role and female-role actorskévuki In
the early stages ¢fabuki male-role actors were predominantly more poweafid higher-ranked than female-
role actors, and female-role actors’ purpose wasiphasize the prominence of the male-role actors.
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), in which Izaemon disguises himself ($teuk of yatsushj by wearing &amiko(i E

(paper kimono) to visit Ygiri, for lack of decent clothes to wear since s been disowned.

SakataTj ro | «#a.( 4{ (1647-1709) established theagoto 6| “soft style” of kabuki

acting in the Kamigata (Kyoto-Osaka) dréay performing Izaemon, beginning with the first

Y giri play,Y giri nagori no shgatsua7Y jgb Gv (Farewell to Yugiri in the New Year
1678). Tj ro | became so popular for hyatsushiperformance of Izaemon that he is often
depicted as Izaemon, wearing paper clothes andvamwirat that hides his face (Figure 1).
Following the popularity of this theme kabuki j ruri started creating plays with the same
theme. Such plays functioned as a continuatidhefmedieval interest in court stories of high-

ranking people in disguise, a popular theme ddiauck as far as the Heiamonogatarj such as

Genjimonogatari; 1"@1 (The Tale of Genjiearly 10th century) and its aristocratic

protagonist, Genji, in exile.

8 In contrast, th@ragoto“rough” style of acting was pioneered by Ichikal¥anj r |1 (1660-1704) in the Edo
area, imitating earlier popular Kimpifaruri puppet plays in which samurai heroes with supedrpowers
bravely fought and conquered enemies and mon&eesSat Eri, “Genroku Kabuki — Edo” in Torigoe Bunz
et. al. eds.Kabuki no rekishi (Tokyo: Iwanami shoten, 1997), 97-98.
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Figure 1: Sakata T r | as Izaemon igakuzu (Genroku 12; 1699)

Another type of early drama set in the pleasuretgumfocused more on the tragedies of
lower-class men who formed deep relationships leitficlass prostitutes, usually ending in love
suicide. Such plays began emerging a little baratfieY giri plays. Incidents of love suicide by
commoners and low-class prostitutes provided &ntiaterial for both popular fiction writers
and playwrights who were looking for new and comgenary subjects to appeal to commoner

audiencesKabukiwas quick in adapting these new subjects intoténeand ruri immediately
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followed. Although it is not clear when exactly thest case of double-suicide occurred, the
practice of dying together akinj started appearing imaikai poetry in the Enpera (late
1670s)’” andKabuki nenpy claims that the firsshinj incident andshinj kabukiplays
appeared in Tenna 3 (1683)J ruri followed the example déabuki with Chikamatsu
Monzaemon’sSonezaki shinj first performed in 1703, as the first succesekdmple of a love
suicidej ruri play (although there were several earlier loveidaigc ruri plays that did not
achieve popularity).

Shinj derived from the practices among courtesans avstifartes in the pleasure
quarters.” However,shinj ’s original meaning was not “love suicide.” Thenteliterally means
“inside one’s heart,” and when reskinch , the word dates as far back as the Nara period,
meaning “one’s heart® The term $hinj ” did not necessarily mean “love suicide” in thelga
Edo period, even in pleasure quarters; it was afsad ashinj -date or “proving one’s heart.”
Courtesans and prostitutes who were obliged toakléple customers sought to prove their

dedication to their lovers. As defined by the sixtitume ofShikid kagami,entitled “shinj no

177 “Shinj nara ware o izanae gokurak'f FUG CG"FOFaFUG &G(“If this is shinj , please take me to
heaven”) by Soge(®"p. Haikai Tenma senk&#1JG%0 36 f, vol. 10, no. 41, 1676.

178 According toKabuki nenpy, “the beginning ofhinj as an art formshinj -gei)” occurred in Tenna 3 (1683) at
Arashi Sanzaemon-za, Araki Yojibee-za, and Yamatfiiyaee-za theaters (lhara ToshiKabukinenpy vol. 1
(Tokyo: lwanami shoten, 1956), 147). It is said&oa dramatization of one of the first love suiditEdents in
the Edo period, in which a prostitute and a bliedf@rmer died together.

1 The word was also used in homosexual relationshipgas quite popular among men to hurt themseilves
order to show their love to their homosexual pagn8ee Kobayashi Kyi. Shinju e no shaij — karei naru
ren’ai shi no sekaiTokyo: Bunshun shinsho, 2005.

180 Nihon kokugo daijitetlists an example afhinch that means “inside one’s heart” as earlyvasy sh : 18,
4128 rightkotobagakiby tomo no Kuronushi.
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bu ° p b4S ” (“On Shinj "), shinj is a “gesture to show that one is true to one/e o a male-
female relationship and the heart-to-heart intimadtyis a practice for courtesans, and other
kinds of women have no need of i#"Shikid kagamiintroduces six different kinds shinj
practiced by the prostitutes and courtesans ipléssure quarters: pulling out one’s nails,
writing oaths (sometimes using blood), cutting sri®lir, getting a tattoo relating to one’s lover,
chopping off one’s finger, and ultimately, stabbomneself (non-fatally)®?Shinj as love suicide,

as it is commonly known today, is not includedhistlist. Later in volume fifteen, in the “dan

no bu781/4S’ (“miscellaneous dialogues”) section, Kizan ackmhedges that some courtesans
engaged in love suicide as a formsbfn] , but dismisses this practice as foolish:
Somebody asked me, “You said that the best wag tmurtesan to prove her heart is
to chop off her finger, but, on quite rare occasjdhere are courtesans who die
together with men. Wouldn’t you think that thighe best?” | answered, “Dying is
not the best. The best way to prove one’s hahrhf ) is the finger... Every case
where a courtesan dies with a man is caused byradsee and stupidity. We cannot
help but call them insan#&®
In the late seventeenth centwskiinj was considered a part of the tactics that a ccamtes
prostitute used in order to “prove” her heart tonggeater affection (and gifts) from her regular
customers. It was acknowledged thhinj was inherently an art of decéftthat was passed

down within the pleasure quarters. By prescriblmgpgroper ways to practisfinj , Shikid

181 Shikid kagamij 207.
182 1bid., 207-223.
1% |bid., 507.

184 “There are two kinds dghinj , true and untrue. Only one in ten is a result wfia love for the man. Eight to
nine out of ten are not out of true love, but mgeebcheme to induce the man to take care of hgetilng close
to him.” Ibid., 207.
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kagamireminds the courtesans to practice it moderatebssaot to deter their customers, and,
at the same time, cautions the male readers rniakéoit too seriously.

The use of 8hinj ” as “love suicide” was popularized through populsater and fiction
that dramatized actual cases of love suicide bé&ggnn the Genroku period (1688-1704)ruri
plays the most significant role in spreading theaitzed image of love suicide. The majority of
earlysewamong¢ ruri up through the early eighteenth century take hieene ofshinj ,
specifically love suicide in which a young coupdéien a townsman and a low-ranked prostitute,
die together. Chikamatsu Monzaemon wrote twenty-éewamonalomestic plays, eleven of
which are about love suicide. Chikamatsu's elewse lsuicide plays can further be divided into
roughly four categories according to the classheflieroine and the couple’s marital status. Four
are about a low-ranked prostitute and a single soman; two are about a low-ranked prostitute
and a married townsman; two are about a townswandra townsman; three are about a
married couple, but all of them belong to the botidass of the society, having some sort of
financial problems, and lacking agency over thaindives!®

It is important to note that the above categorarateflects the modern scholarship, not
the contemporary mindset. For contemporary comnanstathe termshinj ” seems to have
been defined more broadly than just love suicidghB, it seems to have included any instance

where an extra-marital relationship led to an uarstdeath. For instance, although three of the

185 Four playsSonezaki shinj(1703),Shinj nimai ezshi(1706),Shinj yaiba wa kri no tsuitachi(1709), and
Ikudama shinj (1715) belong to the first category with a pragétand a single townsman; while two plays,
Shinj kasane izuts(l707) andShinj Ten no Amijimg1720), belong to the second category, with a fitdet
and a married man with children. In the third catggthe couple are both townspeople who are sjtgletheir
parents do not allow their marriage for one reamoanother, usually because of mor@&lyinj mannens (1710)
andlmamiya no shinj (1711). In the fourth category, the couple areriedr but are bullied by one’s mother (or
stepmother or mother-in-law) and commit suicideobebeing forced to divorce. Such plays deeiki no
momiji (H ei 3; 1706)Uzuki no iroagg1707), andshinj yoig shin(1722).
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sewamonglays by Chikamatsu depicting love between a redwoman and a man are

categorized akants -mono .30"@ (adultery plays¥® by modern scholars, the contemporary

categorizations of similar incidents differ. In@antemporary anthology of twenty-one real-life

love suicide storiesshinj kagami® p £6- (Great Mirror of Shinj, 1704} that collects the
“strange recent tren® of shinj , two cases of adultery are included. One of theest even
depicts the husband killing the adulterous wif¢heathan the wife committing suicide with her
lover. Considering this, it seems that any unnatagath (murder or suicide) that was induced by
extra-marital love was considereshinj .”

Interestingly, there is a significant gap betwdenparticipants of the actual love suicide
incidents recorded i8hinj kagamiand the participants of theatricalized versiongerms of
their class and relationship. Among the twenty-lmve suicide incidents recorded $hinj

kagamj eight are about a townsman and a low-ranked ifutestwhile nine are about a
townswoman and a townsman. The remainder includesave suicide by a married couple, two
adulterous incidents between a married woman d@odiiasman, and one incident of homosexual
love involving three samurai. No man involved indosuicide irShinj  kagamiis married

except for the ones in the married-couple stdffds. other words, Chikamatsu’s love suicide

18 Horikawa nami no tsuzunfil707),Daiky ji mukashi goyom{1715), and¥ari no Gonza kasane katabi(a717).
The word kants ” does not appear in Japanese publications umdit #ie nineteenth century, and does not
become common until written in the criminal lawtiie Meiji period (Meiji 40; 1907). Before that, dtduwy was

referred to asrhitts &30” or “fugi Y*O.”
87 This work is categorized atkiyoz shi, written by Shohken.Shinj kagamj 181-233.

18 Shinj kagamj in Kinsei bungei sshovol. 4 (Tokyo: Kokusho kankkai, 1910), 181.

18 |t is not quite clear if the master, ®@ishu A z , of the teahouse (a kind of a brothel) in thenfitory of volume
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plays do not necessarily reflect the demograpldtnation of the actual love suicide cases.
While the number of townswomen involved in actwald suicides exceeds the number of
prostitutes involved in love suicides$hinj kagamj Chikamatsu’$ ruri plays have a slight
inclination toward casting prostitutes as heroitigs.

This inclination is related to the generic charastes ofsewamono jruri drama. As
Donald Keene points out, one of the significanteasp ofsewamonaomestic drama is to
elevate “little people from the gossip of a scarstedet to the level of tragedy”in contrast to
Western tragedy in Aristotle’s sense in which goépple of noble birth can be the heroes of
tragedy.Sewamondas also significant in that it gave voices to wamespecially low-ranked
prostitutes who, in real life, were enclosed inpleasure quarters and remained voiceless in
public. In this sensesewamongrovides a space close to what Victor Turner teétmsnoid,” a
space for experimentation with alternative modetg go beyond existing social and legal
boundaries. This could be one of the reasonsseimamondecame popular among
townspeople; it presented an alternative realitgngtweak people like themselves could speak
their minds, particularly about the troubles thaffexed, in public. Chikamatsu also wrote about
his presentation of “reality” on stage. Accordimg-Hozumi lkan’sNaniwa miyageChikamatsu

said, “The words of ruri depict reality as it is, but being a form of a@ralso contains elements

2 is single, sincetéishd can mean simply an owner of a store, or a husbidneiever, judging from the fact
that his “wife” is not mentioned in the story alt &lpresume that he is more likely single. Aldmere are some
widowers, such as the one in the first story ofimwd 2 Shinj kagami, 194-198).

19 While it is true thaBhinj kagamiis not necessarily a record of all the love suidididents of the time, and it
only reflects the cases that happened befor H(1704), it is the most exhaustive example obléection of
love suicide incidents that is available.

91 Donald Keene, triour Major Plays of Chikamatsud 961 (New York: Columbia University Press, 1998),
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that are not found in real life. Specifically, felmaharacters often say things a real woman
would not say, but such instances are exampled.dbiace they speak openly of things that a
real woman would not talk about, the charactetis feelings are revealetf” Chikamatsu

further states that the essence of art and enteréait can be found between lies and reality. He
was aware of the entertainment function of poptiiaater in the Edo period, and, to attract
audiences, Chikamatsu intentionally altered theadtars to fit into the alternative reality of the
theater, even when that contradicted the realigootemporary society. In the casesbinj , it
was prostitutes who attracted audiences’ sympagtspbaking of their hard lives and,
paradoxically, acting as idealized women.

In contrast, contemporary popular fiction suclukiyoz shihas a more realistic tone,
and does not idealize love suicide. For instartaa Saikaku'Shoen kagamilV, =6- , also

known asKk shoku nidai otokod, 8§ se#é (1684), describes prostitutes who commit love
suicide rather critically:
When considering love suicide carefully, it is abbut obligation, nor is it about
compassion. Everyone feels so uncertain abousiliiee they are not free, and they
do such a thing [as to commit love suicide] becdheg have no other choice. This
is clear because all the prostitutes who commig kwicide are the low-rank ones
(hashi-jor ).*%
This passage is a direct criticism of love suic@nting out the harsh reality that love suicige i

not a glorious and desirable choice, and only pathgtitutes and hopeless men would do such a

192 Hozumi lkan,Suvenirs of Naniw@Naniwa Miyage 1738), Michael Brownstein, tr., in Haruo Shiraed,,Early
Modern Japanese Literature: An Anthology 1600-1@06w York: Columbia University Press, 2002), 349.

19 |hara SaikakuShoen kagamj in Shinpen Saikaku zenshensh iinkai, ed.,ShinpernSaikakwzensh, vol. 1
(Tokyo: Bensei shuppan, 2000), 340.
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thing. Shinj  kagamiis also mostly critical toward love suicide, endmgst of the stories in a
cold and unsympathetic manner, such as: “The calipfdayed their love letters and letters of
farewell, as well as their family’s razor, beautifuand died nicely. ‘But the timing wasn'’t really
good, so songs about them probably won't sell aaadan’t make profit,’ a wise man said?”
Another story ends with an unsympathetic narraagmg, “it's a dead-end, there’s nothing they
can do; love suicide again, let's not make a big det of it.”*® This attitude directly conflicts
with j ruri love suicide plays, which are filled with sympatbeomments towards the couple
who die mainly for love and obligation. In an effty gather audiences’ compassion towards the
main characters, Chikamatsy’suri focus on idealizing the death, which was not ttodoze
widely regarded as a glorified thing.

The above passage frddmoen kagamj however, shares wijhruri the image of the
typical female participant in love suicide as ad@mked prostitute, mentioning that only
“hashi-jor ,” low-ranked prostitutes, would commit love surid/olume fifteen oShikid

kagamialso claims that “good courtesans do not commdidej and never did; most of those
who commit suicide are low-ranked prostituteaghi-jor ).”**® Low-ranked prostitutes who did
not have much freedom were more likely to choosad®ias a way out of their terrible
situation, and those who could find company wouddtdgether with him, some hoping to be
glorified in plays and folk songs after their dedthe heroine of the third story of volume one of

Shinj kagamiseems to fit the mold of the typical person who oots love suicide to escape a
19 \ol. 1-3.Shinj kagamj 191

1% \ol. 4-3.Shinj kagamj 221.

1% Shikid kagamij 507.
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hopeless situation. The prostitute, Yotsu, in aenapt to find someone to die with, tells her
customers about how she was sold into the brogeduse of her family’s poverty, how she lost
her father, and how she was still confined to tteeh®| in order to support her mother. When she
finally manages to “deceive” a man, she carefutlypared for their deaths as if in a love suicide
play, with “their letters of oaths and razors bédally arranged.*®’ Although she is highly
criticized in this story, her life story is strilgly similar to the situations of the prostitute
heroines depicted in love suicide plays, in whigbhssituations become objects of great

sympathy.

The Invention of Sewamono -Sonezakishinj in Its Context

Before moving on to close readings of the text€lkamatsu’s love suicide plays, it is
necessary to discusswamong ruri in the context of early-modern theater. Chikamatsu
Monzaemon'’s firssewamonpSonezakshinj , was first performed on the 7th day of the fifth
month of Genroku 16 (1703) in Takemoto-za theaté€dsaka. The story was originally taken
from a real incident that is also recordedsimn) kagami.The style olsewamonavas not yet

established in ruri whenSonezakshinj was written, sinceewamonadatself was rather new.
The performative style @donezakshinj was called Kiri-j ruri ) w# #u ” and “ichidan-mono
M «"@,” meaning a one-act play that was performed astt@chment to a longer magirruri

play ¢ate-j ruri 'g w# #u ). Although the termjidaimond’ did not exist in this period, early

j ruri are now categorized as suchkabuki beginning in the mid Empperiod (late 1670s),

197 Shinj kagamj 191.
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jidaimonowere performed as the main play of the day, cadestky gen'g”lOs (main

performance), which then was followed biia-ky gen )"l0s (closing performance), a shorter
one-act play to conclude the day’s performafit€his performance style was adopted hri
around the late Genroku period (early 1700s). feteeky genwas a longer five-agidaimono
performance depicting battles and political integun the world of high-ranked samurai. In
contrast, the main characteristicskof-ky genandkiri-j ruri lay in their scandalous and
sensational nature as news media that dealt witteogoorary townspeople’s incidents. The
most popular topic of earkiri plays was love suicideKiri plays can be equated with
“sewamonbd-— or rather, the plays that were later categarim¢o sewamonalomestic plays

were performed in the style of one-&ai-ky genorkiri-j ruri, at the end of a day’s
performance after the historigalaimonoplay.

This simple style ofewamonas one-adkiri plays was developed by Chikamatsu

Monzaemon into a three-adan-kanU s) style. His firstsewamonpSonezaki shinj already
shows the seeds of this three-act style; althohgiplay is not divided into multiple acts, there

are four independent scenes callbd.” Since one of the four scenes is what is callékeagoto

i " (“ceremonial scene”) that is not directly relatedhe storyline, scholars such as

Yokoyama, Wakatsuki, and Chikaishi point out thas iactually a three-part play. Chikamatsu

started using a three-act style with &kan V s , ch -kan p s , andge-kan W s, beginning
from his second love suicide pl&hinj nimai ez shi. Typically, the first act includes an

introduction of the characters and their tragioatibn, with presentations of exciting puppetry

1% See Shinoda Jun’ichGhikamatsu no sekéfokyo: Heibonsha, 1991), 205.
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skills, which serves as an introduction of the pipprs; the second act brings tension and crisis
to the main characters; and the third act includesichiyuki(journey) scene where the main
characters wander about before their tragic endiagcaping from the officials in criminal plays,
or looking for an appropriate place to die in I®ecide plays — followed by the main characters’

death and its aftermath. This style was changeaharthe late Kyh period, about ten years

after Chikamatsu’s death, into a more complicatedfiple-act styletadan keishiki"eg* ),
sincejidaimonohad become more popular, sselvamonglaywrights tried to makseewamono
appear closer tpdaimona The style was once again modified back to theetarct style around
the beginning of the Meiwa period (mid 1760s) weewamonaegained its popularity,
although the multiple-act style still survivéd.

Sonezaki shinjwas a pivotal work for the Takemoto-za theatewas so successful that
it paid off all the theater’s debts, and it markled beginning of the golden pairing of
Chikamatsu and Takemoto Gidawho worked together to make a series of big hithe
succeeding years. Because of its legendary suc®esszaki shinjwas often inaccurately
recorded as the firsewamong ruri play in books on the history pfruri written later in the
Edo period. One of the most famous early writingsudSonezaki shinjwas written two years

after Chikamatsu’s death imamukashi ayatsuri nendajla book on the history ¢fruri by

Nishizawa Ipp 0Y M8%4(1665-1731):

When Takemoto-za theater was worried what theydcdalto make a popularruri,
there was a granghinj at the Tenjin Shrine in Sonezaki. What good meeidi
became! They made this into a onejaatri, entittedSonezaki shinj The entire

town became excited, and the townspeople camengisimd pushing into the theater

199 Chikaishi, 1961, 173-230.
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so much so that they overfilled the seats. It id &abe the firssewamonglay, and

thej ruri chanting was interesting. The theater made a hogmint of money in

short time, and paid off all its debts with a smife
Here, Ipp claimsSonezaki shinjto be the “firsisewamonglay,” and describes it as if making
ashinj incident into a play was a new invention. Thid t@as written over twenty years after
Sonezaki shinjand at a time whesewamonavas established as a popular genre. Beinguai
playwright himself, intentionally or not, Nishizavijp glorified the achievements pfruri by

crediting Chikamatsu arjdruri for inventing the popular genre séwamonoMost likely

influenced by such descriptions, similar writindgmat the history of ruri published in the Edo
period, such aGedai nenkan¥8Y °6- (Almanac of Play Titles1757),Takemoto fudan zakura

‘%0 * Y ¢\  (Continuing Blossom of Takemott759), and’ kan zasshivs U781 (Fallen
Crown Journa) 1759), also state th&bnezaki shinj(1) was the firssewamonglay, and (2)
became popular because of the new idea to quickkerthe real-life love suicide at Sonezaki
into a play. These historical writings collectivelgnonizedsonezaki shinjas a legendary and
landmark work. Even in modern scholarst8pnezaki shinjis often introduced as the first
shinj play, especially in introductory books: “There veageason foSonezaki shinjs success;
it was the firssewamonglay that appeared in the historyj ofuri.”*

However, detailed examinations byda Yoshio, Shinoda Jun’ichi, Suwa Haruo, and
Takano Hiroshi, especially during the 1960s, resgahat this is an exaggeration; upon looking

closer,Sonezaki shinjwas probably not the firsiewamono jruri play, and it was definitely not

200 |mamukashi ayatsuri nendajkiO.

201 Hattori Yukio, E de yomu kabuki no rekisfiiokyo: Heibonsha, 2008), 47.
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Chikamatsu’s new invention to dramatize contemposansational incidentSonezaki shinj
did not appear as a sudden mutation in 1703, bleras a fruit that developed from earlier
theatrical tropes and conventions. In fact, thendtézation of contemporary sensational
incidents such as double suicides was already cammi@abukiin Osaka prior to the birth of

sewamono jruri, from as early as 168%,which also contributed to the establishment of the
genre ofsewamonan j ruri puppet plays. Even the main puppeteer, Tatsuntédshirobei3®
C p4{»/" (d. 1734) who performed the heroine, Ohatsganezaki shinjacknowledged in

his introductory speech to the pldyj( <V ) that it was not “uncommon [to make love suicide
into plays], and we can see such thingkahuki”?°® Shinoda Jun’ichi has pointed out that there

are at least twairi-j ruri predatingSonezaki shinjwhose texts are extant that can be regarded
assewamonpD ch hy ban katakiuché4( poU 8 [0!  (Famous Vengeance on a Jourhagd

saka Sennichi-dera shinjts ¥N°p (Love Suicide at Osaka Sennichi Templée
former is considered to have been performed befé@2, and the latter is speculated to have
been performed around 1700. Although the framewbtke former play is a revenge play, it is
based on a contemporary incident, and the loved®tthe hero and the enemy’s daughter is
depicted as one of the main storylines, so Shicodats this as a kind sgewamonoThe latter
is definitely asewamondhat is based on the real-life story of a romarglationship between

Sukeroku and his prostitute lover, ¢fri. In addition, Shinoda compares the texts saka

202 See footnote 178 regarding the first dramatizatibashinj incident.

203 Sonezaki shinjk j from Mugikogashiin Nihon zuihitsu taisei henshu, ed.Nihon zuihitsu taisei dai ni ki,.4
(Tokyo: Yoshikawa kbunkan, 1994), 218-219.
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Sennichi-dera shinjandSonezaki shinjto prove that Chikamatsu actually took some oftéx¢
and ideas from saka Sennichi-dera shinf® Similarly, Suwa Haruo points out the close
relationship and referenc&onezaki shinjhas to the plots of the earlidri-kyogen kabuki
drama. Although the scripts are now lost, by conmgga few extant picturebooks of tkiei-
kyogenthat explain the storylines of thkabukiperformances, Suwa shows tlsatnezaki shinj

bears strong resemblances to preceding love sliaioigkiplays such ablzuki kokonoka sono
akatsuki myj gachaya2v'¥¥%!Ai@," t (At Dawn on the Ninth Day of the Fourth
Month, at the Morning Star Teahoy4€697),Shinj chaya banashP p,” £ i (Love Suicide

and the Rumor at the Teahou4&00), andKawara shinj N°p (Love Suicide at the
Riverbank 1703). Considering such precedents, wBibdezaki shinjwas certainly the first
successfusewamong ruri, it was not the firssewamono jruri; nor was it newly invented by
Chikamatsu out of whole cloth, but rather a frodttgrew from the conventions and traditions of
contemporary plays. The genresefivamonanainly developed withikkabukiand was the

subject of experimentation jnruri for at least three or four years bef@enezaki shinjs great

Success.

204 Shinoda actually compares the texSeimi no nukegarane of the variations @saka Sennichidera shinj
because of its closer resemblance to the wordm§emezaki shinj See the table of comparison of the two
scripts in “Kiri j ruri Sonezaki shinj no seiritsu ni tsuite,” Shinoda, 131-134. The elepment of the play as a
three-partgankan play, starting from the womanreichiyukiand ending with the lovergiichiyuki is very
similar between these plays. Moreover, the us@ecific words in similar scenes is too frequengtwore.
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Chikamatsu’'s Three SonezakiRelated Love Suicide Plays

After the commercial success ®bnezaki shinj(1703), Chikamatsu Monzaemon wrote
two love suicide plays as memorial performancesSfarezaki shinj Shinj nimai ezshi(1706)
for the third year memorial anludama shinj (1715) for the thirteenth year memorial. (For
readers unfamiliar with these plays, plot summaairesprovided in the appendix.) By
advertising the latter two love suicide plays asnoeals (suizen of the deaths dbonezaki
shinj 's protagonists, Chikamatsu managed to simultarp@avertise the new love suicide
plays and supplement the original love suicide pdagievelop it more fully. Chikamatsu created
an idealized romantic heroine out of a scandaloastipute who ruined a commoner man’s life,
their families’ honor, and the reputation of thethel by committing love suicide. Beginning
with Chikamatsu, idealization of prostitutes becargenre convention fgrruri. Later in his
career, Chikamatsu continued to depict idealizedtgutes, but also incorporated the realities of
being a prostitute and the social antagonism tosvdrem. Examining the representations of
idealized prostitute heroines in Chikamatsu’s thetated love-suicide plays reveals how love
suicide plays began under the strong influench@ftlue system of the medieval theater — as
seen im plays, in which salvation in afterlife is a legitate resolution of the play — and
gradually developed into a more early-modern valstem that places emphasis on the living
world.

Sonezaki shinjlimits its time frame to the final two days of tbeuple’s lives, and
mostly depicts scenes where Ohatsu could directigtrand speak with Tokubei. Although, at

the beginning of the play, she complains that Tekilas not come to see her for a long while,

205 Chikamatsu Monzaemoonezaki shinj in Torigoe Bunz, et. al. eds.Chikamatsu Monzaemon sH (Tokyo:
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the play itself focuses on times when they coul@tn@nd Chikamatsu focuses on depicting
Ohatsu as an individual woman, rather than a wgrknostitute. Even though she was
technically “with” a customer when she meets Tokdibethe first time in the play, in the scene
at Ikudama Shrine, as a practical matter, her metavas away to “see impersonataf$ which
gave her full opportunity to talk privately with Riabei. Perhaps in order to keep the script short
and to limit the number of main characters, thg pd&uses on times when Tokubei and Ohatsu
can be together, and how they decide to die togeflumsequently, Ohatsu appears throughout
the play, and talks about her own thoughts andnigeldirectly, which has the effect of
presenting Ohatsu as if she were no different faomon-prostitute woman.

In contrast, Oshima, the heroineStiinj nimai ez shi, Chikamatsu’s secorghinj play,
which was performed as a three-year memori&afezaki shinj**’ was depicted more as a
prostitute deprived of her freedom. In fact, althoshe is the “successor of Ohat&tfier
private and intimate meetings with her lover, Iceinon, are never depicted throughout the play.
Even the finamichiyukiscene was done separately from her lover, sireeahld not
successfully escape from the teahouse that sheedi@tk Themichiyukiscene is depicted in a
dream-like manner in which the two lovers exchaogeversation with the imagined other. By

constantly depicting Oshima within the confinebeing a prostitute, Chikamatsu reinforces the

Sh gakukan, 1998), 19-20.

2% |bid., 20

27 The title strip (laisen8Y (W says ‘Sonezaki shinjsannen ki,” or three-year memorial®dnezaki shinj

208 Shinj nimai ezshi, in Torigoe Bunz, et. al. eds Chikamatsu Monzaemon sH (Tokyo: Sh gakukan, 1998),
48.
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difficulties that were understated with Ohatsu, armleases the pathos of the audience. While
Ohatsu is given more voice to state her sincerdaitidul love to Tokubei, Oshima is given
more voice to talk about the difficulties of beiagrostitute. Ohatsu and Oshima collectively
represent one type of prostitute, who takes heafplmeans to support her family, but who
wishes she could be involved with, and be faithdulone man.

The thirteen-year memorial of tl&nezakincident,lkudama shinj, presents a stronger
parallel toSonezaki shinj But it also depicts another aspect of the pnatgtiheroine that was
left unexplored irSonezaki shinj The potential for a triangular relationship theats briefly
introduced inSonezaki shinjis expanded upon ilkkudama shinj. In Sonezaki shinj Tokubei’s
uncle asks Tokubei to marry his niece, knowing las already seeing Ohatsu, and the niece,
whose name is never mentioned, does not appelae jpldy. In contrast, the male protagonist of
Ikudama shinj, Kaheiji, was already engaged to the woman hisefabad chosen when he met
the prostitute, Osaga. This puts Osaga in a weadsation as a lover, and makes her more of an
intruder into Kaheiji’'s prearranged marriage. Imi#on, his fiancée, Okiwa, appears as an
important character in the play, speaks of her mwa for Kaheiji, and shows a strong sense of
morality through her words and actions. By juxtapg$Dsaga with Okiwa, Osaga is presented
as a character who has an equally strong senserafity as Okiwa. This manner of highlighting
Osaga’s morality brings her closer to a realistenan than Ohatsu or Oshima, and more
relatable and sympathetic to audiences.

Beginning with an idealized prostitute almost coetgly devoid of prostitute-like

aspects, Chikamatsu gradually developed the clearetd a more nuanced and real-life
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character, and, by doing so, presented love suigidemore nuanced way than simple
beatification and elevation of the tragic couplé&hAugh thebakufus ban on love suicide plays
in 1723 prevented them from developing furthersptotes continued to play an important role
in jidaimonohistory plays as paragons of women who sacrifieeniselves in order to preserve
the social order in the male world, in contravemtad early modern society’s negative view of

prostitutes.

Ohatsu as an Ideal Woman Who Pursued Love iBonezaki shinj

As Chikamatsu'’s firssewamong ruri play, Sonezaki shinjis rather short,
experimental, and simple compared to his later sidrdowever, despite this, or perhaps because
of it, Ohatsu ifSonezaki shinjis the purest and most idealized heroine amongaditsu’s
love suicide plays that feature prostitutes ag theioines. Ohatsu became something of a
prototype of prostitute characters in love suiqtieys. Chikamatsu eliminates most of the
realistic elements that would remind audiences@tetsu is a prostitute, so as to create an
imaginative, idealized world. Although Chikamatspu’auri are typically characterized as the
“tragic conflict between [(feeling or passion)] angiri (duty, obligation, rational behavior,
principle), which is best regarded as a tensiowéen desire and reason... with its rules, morals,
and responsibilities inculcated by society),Ohatsu does not suffer much such conflict, since
her familial and professional obligations are notyfdeveloped in the play. By emphasizing

Ohatsu’s pure, passionate, and single-minded lmwards Tokubei, Chikamatsu elevates Ohatsu

209 C. Andrew Gerstle, “Introduction to Chikamatsu, Hiaruo Shirane, edEarly Modern Japanese Literature: An
Anthology 1600-190(New York: Columbia University Press, 2002), 241.
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into a heroine who achieves salvation in the enth@flay: “the lovers will surely be saved in
the future. They became the model of lo%8.”

Although Sonezaki shinjemerged under the strong influence of love suikatmiki
plays, Ohatsu’s role in leading the plot is mucbrsger compared to the preceding heroines. The
following section analyzes Ohatsu’s central roléan respects: staging effects and text. First, |
examine the central role the puppet of Ohatsu playestage, in relation to the renowned master
puppeteer, Tatsumatsu Hachirobei. Next, | exantinredle Ohatsu played in pivotal moments of

the play and how she is depicted as an idealizgeertable woman despite her low status.

Ohatsu as the Central Female Puppet — The Role di¢ Puppeteer and Puppetry
Technology in the Development of Ohatsu

While Sonezaki shinjhas been read in many Japan-related classes bnitexrl States
because of its reasonable length and the widelifadola translation by Donald Keene, it is often
discussed as a text, in a similar manner as comeamnpwritten fiction such as Saikaku’s
ukiyoz shi, or as a performance that we can see in the madeater, which is significantly
different from what it would have been at Chikarn&sime?** | would first like to focus on the
performance aspect 8onezaki shinj especially the puppeteer, Tatsumatsu Hachiraipei his

puppetry technology. This section will introduce tiighlights of the play in terms of its staging

210 Sonezaki43.

211 Sonezaki shinjas we know it today was revivedkabukiin 1953 by Uno Nobuo, and was revived iruri in
1955. Uno's version has significant differencesrfrGhikamatsu’s, most importantly the addition aicane in
which the evil plot of the villain, Kuheiji, is realed in front of other people, including Tokubeifscle, who
only appears in a story told by Tokubei in Chikasuét original text. On learning of this plot, Tolails uncle
tries to save Tokubei and Ohatsu, but fails.
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effects to show how they are linked to and inter@rowith the textual highlights.

Tatsumatsu Hachirobei, the leading female-role ptg®r of the time, manipulated
Ohatsu for the first performance $bnezaki shinj In order to make use of Hachirobei’s skills
and fame, Chikamatsu created many scenes in I gaat highlight the manipulation of

Ohats?? Thej ruri puppets are manipulated by three puppeteers imaaerformances, as
described in Chapter One. This style was first usédghiya D man uchi kagamil $4( 6 +

AE6- (Mirror of the Imperial Court During the Time of Agh D man 1734) for a limited
number of puppets. Around the time wtgemnezaki shinjwas performed, each puppet was

commonly performed by a single puppeteer (Figure 2)

212 sat Akira claims that Tatsumatsu Hachirobei’s role wasig that Sonezaki shinjcan be considered to be a
product of the equal contributions of Chikamatsd Blachirobei.” Sat Akira, “Sonezaki shinjni okeru hy gen
no sekai — ‘kannon meguri’ kara mitaz,” in Nihon bungaku80-7 (July, 1981): 47-54.
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Figure 2: Woodblock print of a performanceSwnezaki shinj The puppeteer behind the screen
Is Tatsumatsu Hachirobei, manipulating the pupp@lwatsu by himself.

The openingnichiyukiscene oSonezaki shinj where Ohatsu makes a round to thirty-
three temples and shrineskainnonin Osaka, has Ohatsu as its only character, aschdded in
part to highlight Hachirobei’s skills. This scemseusually not performed in today’s
performances'® since it is independent from the main plot, anthimy actually happens in

terms of the relationship between Ohatsu and Taklbeontrast, this scene was considered one

213 In August 2011 at KAAT (Kanagawa Arts Theatre) thetas a performance that claimed to have revivedirtst
michiyukiscene for the first time since 1723 wtsdinj plays were banned, in which the puppet of Ohatss w
manipulated by one puppeteer in a style that isicened to be more faithful to the original perfamae. In this
performance, however, the puppeteer wore a blackitia dangling cloth in front of his face to hideunlike
Hachirobei who completely exposed his face whilaimalating the puppet.
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of the highlights oSonezaki shinjat the time when it was first performed. It immeeia
follows Hachirobei’s introductory speech,loj , in which he proudly tells audiences to enjoy
his skills. An existing image that depicts Hach&operforming the firsmichiyukiscene shows

that Hachirobei was wearingkamishimqgformal kimono), and was completely out on stage

(de-zukai 45 8 ) when performing this scene (see Figure 2). Algtoit is inadvisable to
believe that this is an accurate record of Hacleirsloriginal performance, for these images are
not necessarily intended as such, we can safelthsayhis style of manipulating puppets out on
stage, wearing kamishim@when the manipulation itself is highlighted, as ©e seen in several
other contemporary imagesjofuri plays.

What exactly was so attractive about this fimsthiyuk In hisk j , after saying that it is
not rare to dramatize a storygifinj , Hachirobei introduces the firstichiyukias the highlight
of the play: “There is aichiyukiof visiting thirty-threekannonat the beginning. The puppets
are not that special, but | will show you a perfanoe this time?* Here, the highlight of the

first michiyukiis the puppeteer, rather than the puppets, moistbe text. Hachirobei was
famous for his tazumam " style of puppet manipulation. According to Shiaagun’ichi,

tazumais a kind of trick manipulatiork@rakuri ? } C ~ ), almost like stage magic. For
instance, the first scene concludes in the follgwimanner:

The thirtieth temple is the Mitsu Temple. Here de@sk forkannors great mercy,
and threads hang from the statue’s h&a{lBhen she came to the Daifuku-ji Temple

214 Sonezaki shinjk |

215 Touching the threads hanging from the statute’slbavas reputed to connect one wiinnonand assist with
salvation.
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in] Shiraga-macht®. “My dark hair is disheveled by love.” She come®8akur

town. “Oh bakd", please get me out of this delusory dream.” Thilso an Inari

shrine withkannors temple next to it, showing that gods and buddirasone and

the same. And finally her journey ends at the yHinird Shin-gory Shrine.Kannon

came down to the floating world to save people mudtiplied herself thirty-three

fold. She leads people by her love, and teachegsl@éy her compassion. Making

love the bridge to heavekannonsaves people. Her gracious d&tls glorious

beyond words.
Shinoda Jun’ichi points out that Hachirobei was dasfor quickly transforming the puppets he
manipulated. A record of kabukiperformance performed in 1706, two years db@nezaki
shinj , shows that Hachirobei demonstrated his techniguguickly transforming a male puppet
into a demon god, then inkannondeity, then back into the original male puppetjnme with
the lyrics of the chanting. Based on this recotdn&da speculates that it was a practice of
tazumapuppetry technique to enact the lyrics of the thgnand the puppet of Ohatsu actually
turns intokannonat the end of the chant quoted above when thesplfkannoncame down to
the floating world is chanted*® The description o8onezaki shinjin Shinj nimai ez shi
provides another piece of evidence for Shinodafothesis. At the beginning of the play, the
heroine, Oshima, a prostitute of Tenma-ya, like @inagoes out to see the performance of

Sonezaki shinj “being attracted by the subtitle that says ‘Hdisatomes a golden Buddha and

attains salvation.?® This may have been a reference to Hachirobegsrfiichiyukiscene where

218 The town of white hair.

7 A legendary animal that eats people’s bad dreams.
?1% To save the people of the world.

2% Shinoda, 314-315.

220 Shinj nimai ezshi, 48.
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he performed prestidigitation to change the pupp&hatsu into a puppet of goldeannon
Ohatsu is also interesting as a female puppetnegpect to the use of her foot. There is a

famous scene in which Ohatsu hides Tokubei una@epéinch when Kuheiji, the antagonist,
intrudes into the pleasure quarter. Although thes adapted from an earlicbukiplay, it
became an emblematic scene of this play, praiseetbyperiod literati like Nanp®: In this
scene, Ohatsu converses with Kuheiji on surfacesécretly asks Tokubei who is hiding
directly beneath her if he is determined to diehvinér:

[As Kuheiji slanders Tokubel, Tokubei] becomes Bgra he grinds his teeth and his

body shakes. Ohatsu touches him with her feetlto ban down. How admirable

when she soothes him secretly... Ohatsu cries yleepl tells Kuheiji not to say such

bad things about Tokubei. “Poor Tokubei was deaklwecause of his good-nature,

but since there’s no evidence, he cannot providhire’s nothing else for Tokubei but

to die. | wish that he would tell me about his deti@ation to die,” Ohatsu says to

herself outwardly, but actually addressing Tokubederneath the porch. Tokubei

nods, takes Ohatsu’s ankle, and draws her foosadmns throat to let her know that

he is determined to commit suiciéfé.
Even today, most female puppets do not have fegheR feet are expressed by the movement of
the hem of kimono. In the eatjyruri performances, male puppets did not have feetreginee
it was impossible in the one-perssashikomstyle, in which the puppeteer inserted his arm from
underneath the kimono of the puppet to manipulaehtad and arms (Figure 2). Therefore,
Hachirobei must have employed a rather new styleccssukkomistyle, in which the puppeteer

inserts his arm from the top of puppet’s kimonopiider to manipulate Ohatsu’s foot in this

scene.

22l ta NanpoZokuiji kosuiin Nihon zuihitsu taisei henshu, ed. Nihon zuihitsu taisei daisankiZokuji kosui /
Sh kan zakkiTokyo: Yoshikawa kbunkan, 1995), 146.

222 Sonezaki32.
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In this scene, Ohatsu exists in two realms fromatidience’s point of view, both
textually and visually. Outwardly and publicly, Qta works as a prostitute and a hostess who is
conversing with an unwanted customer, Kuheiji. Hegvewhile doing so, the audience can see
that Ohatsu is actually taking the role of Tokub&\ver, making serious conversation with
Tokubei underneath the porch. This multipliciteraphasized by the vertically-divided use of

the theatrical space. Chikamatsu makes similaptigertical space in another love suicide play,

Shinj kasane izutsif p5 -'A  (Love Suicide at Kasane Izufsiv07), and this technique
(shuk) later became more popular, as can be found inlpop ruri scenes such as the seventh
act ofKanadehon Chshingura(1748). At the same time, the text gncuri chanting also
underscore this duality by starting from describliogubei underneath the porch, moving to
Ohatsu and Kuheiji's outward conversation, andlfyndirecting audiences’ attention back to the

secret communication between Ohatsu and Tokubeiraedth the porch.

Ohatsu’s Role in Leading the Love Suicide

This scene is also a pivotal scene in the storymee this is when Ohatsu and Tokubei
clearly agree that they will commit suicide togetheterestingly, it is Ohatsu who takes the
initiative in their promise to die; Ohatsu is theeavho declares that Tokubei must die, and
Tokubei agrees with her, “nods, takes Ohatsu’segraddid draws her foot across his throat to let
her know that he is determined to commit suiciaesilence.

However, although this scene is the most memor#iikejs not the first time when

Ohatsu and Tokubei each contemplate suicide. In @tatsu and Tokubei each mention the
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possibility of committing suicide twice earlier, ttfor different reasons. Althougthinj is
supposedly for love, there are multi-layered reasonthe couple’s desire and decision to die in
addition to love. Moreover, there seems to befemihce between the Ohatsu’s motivation for
death and Tokubei’s, and the gender difference $egens to reflect the general differences in
representations of heroine and hero in Chikamasdurg plays. In general, it seems that the
motivations for the heroines are rather romantisesf-sacrificial, while motivations for the
heroes are for their own honor.

It is Ohatsu who mentioned the possibility of deathich is consistent with her overall
active and central role iBonezaki shinj When Tokubei told her that he made his uncleofigi
and that he has to leave Osaka for good, Ohatdulsati she might be able to hide Tokubei in
Osaka in some way, but, if that fails, Ohatsu aokLibei's relationship “does not end in this life.
There have been previous exampRsiinplying that Ohatsu and Tokubei can give up lifés
and continue their relationship in the next lifestllike the “foot” scene, she suggests death, not
only her own, but also Tokubei’'s. However, unlike tfoot” scene, she does not suggest
Tokubei’s death in order to recover his honor. Rgther motive for dying here seems to be
purely for love; if Tokubei has to leave Osaka aadnot be with Ohatsu, she would rather die
with him to be together in the afterlife. Deatm@ a goal, but an expedient means for her to be
with Tokubei.

Ohatsu hints at suicide for the second time wheridllew prostitutes visit her and tell
her of the rumors about Tokubei after he was hateitl by Kuheiji and she says, “Please, don't

speak anymore. When | hear about Tokubei's newd@ayt aches so, that | might die before he

228 Sonezaki24.
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does. I'd rather die?® Even though she says she would rather die, itlig loecause she knows
that Tokubei would rather die than live to recesueh humiliation. She would rather die first,
before Tokubei does, hoping to be with Tokubehia &fterlife. Her logic is consistent in both
cases when she suggests suicide. For Ohatsu, tayteo&’ho cannot choose whom to be with
during her life, the only “choice” she has to béhathe one she loves is to die with him.

This makes a clear contrast with Tokubei's motwativhen he hints at his intention to
die. Tokubei neither agrees nor disagrees with €dhahen she first mentions the possibility of
dying together to be together. It is not until afte is deceived by Kuheiji and is falsely accused
of committing forgery that Tokubei hints at commmgf suicide. After he was severely attacked
both verbally and physically by Kuheiji and hisefnids, Tokubei says to the gallery that he will
“prove his innocence to all of Osaka within threg/sl®*> meaning that he will commit suicide
to prove his innocence. He subsequently tells @hathis determination, saying “the more |
talk, the less trustworthy | look... | cannot lisgmight, | have made up my min&®The death
Tokubei mentions is not necessarily a death togetita Ohatsu, but a death of his own that
serves to redeem his honor — he should die fordifmsgardless of Ohatsu’s choice to die with
him.

This difference in motivation for choosing deatltvieen a man and a woman seems to
be inherited from earlier love suicide plays. Ineamlierkiri-j ruri based on the love-suicide of

Sukeroku and Agemak§emi no nukegaré&ukeroku decided to die because he was finapciall
224 |pid., 30.

225 |bid., 28-29.

2% |bid., 31.
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ruined, and Agemaki decided to die with him, sayingw can | live without you, even for a
moment? | will die no matter what. Please let meg 8ukeroku, with you, pleas&”Earlier

shinj ky gen(love-suicide kabuki), such &hinj chaya banashandKawara no shinj, also
present the man as having a strong reason for dysully because of his financial problems,
while the prostitute begs him to take her with lmmthe journey to death so that she can be
together with him after their deaths.

Despite this gender difference, and Ohatsu’s lddeli-oriented motivation to die,
Ohatsu’s motive for suicide predominates itiehiyukiscene. The scene is filled with a dream-
like atmosphere. The first part emphasizes how mehal this world is, listing ephemeral things
like frost, dreams, and the sound of bells to repméthis world. This imagery is inherited from
earlier literature and theater, suchHeske monogatari® The eternal stars in this scene
represent the afterlife in which they can becomsbhnd and wifé* Most of the following parts
represent what is in Ohatsu’s heart. When Ohatdurekubei overhegr ruri chanting from a
teahouse, it is sung from the point of view of awam who commitshinj , which is juxtaposed
with Ohatsu’s own thoughts, merging her into thesgitutes who committeshinj and were
sung of in popular songs:

Song: You can never make me your wife anyway. Ekengh | don’t need you

227 Semi no nukegaran Mizutani Fut, ed,Sewa jruri taizen (Tokyo: Seika shoin, 1907), 27.

228 For example, th&ales of the Heikéamously begins by expressing the ephemeralith@fvorld, using
ephemeral imagery: “The bells of the Gion monasteiyndia echo with the warning that all things are
impermanent. The blossoms of the sala trees teattraugh their hues that what flourishes must fatie
proud do not prevail for long, but vanish like aisg night's dream. The mighty too in time succuraltb:are
dust before the wind.” 710. Burton Watson, tr.

22 Sonezaki36-37.
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anymore...

Narrator {i): True, even though [Ohatsu] thought that way, eweh though she

cried, she could not do anything with her life mnstworld, and until today, this very

day, there was no night that she was happy. luhexpected love, in her suffering...

Song: | don't know why, but I’'m never able to fotg®u, but you try to go without

me? No, | won't let you go. Please kill me firsfdoe you go. | will never let go of

you.
The song is about a man leaving a woman in thisgdybut combined with Ohatsu’s situation,
“to go (iku)” here becomes “to die.” The use of the populagsio this scene effectively
emphasizes Ohatsu’s motive for suicide to be witkuibei, while simultaneously downplaying
Tokubei’s individual motive for suicide to redeeis reputation. By dying together, Tokubei’s
death is reinterpreted as a lovers suicide.

Ohatsu further reiterates this reinterpretatiorstaying that “we should pray that our
wish to become husband and wife in this world waine true in the other world, and let’s be
born on the same lotus together in afterl#@ Tokubei actually remains silent in th@chiyuki
section up until this scene is over, and it is Ghatogether with the narratiyieno-bunand the
song, who reemphasize that they are dying togéthiee together in the afterlife. Tokubei finally
vocally confirms this idea in the final scene, ‘the Woods of Sonezaki Shrine,” saying “now
that we hurry to death, let our spirits be togeth@Also, here in this scene, Tokubei is referred

to simply as ttoko(a man),” wiping away his personality and mergnim with the preceding

men who committed love suicide with their prosstidvers. Thus, the narrator concludes in the

2% |bid., 38.

2% |bid., 39.
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ending that their death became “a model of Ida) (' and does not mention anything about
Tokubei’s name being cleared or not. Despite hek td clear motivation for death, Ohatsu did
not die passively. On the contrary, she initiabesduicide plan, and leads Tokubei to engage in a
love suicide, in order to fulfill her wish to bé&d a normal woman who is married to one man.
By concentrating on the last two days of OhatsuBkdibei’s life,Sonezaki shinjconstantly
depicts the two lovers from the point of view oé tbrostitute who wished to be like a wife, and
who fulfilled her wish through the love suicide.

While prostitutes are often thought to be untrueabse it is their job to provide one-
night pleasure to male customers, the prostituteihes of Chikamatsu'shinj plays are
represented as true to one lover. Their lack déarcself-oriented motive for death seems to
reflect their desire to break away from the idegpobstitute,” and become an ordinary woman,

just like the women outside the pleasure quarters.

Oshima as Ohatsu’s Other Side

Shinj nimai ez shi, written to commemorate the three-year memori&aiezaki shinj
retains the theme of love and a prostitute’s ddsitee free from her obligations as a prostitute in
order to be true to one man, but it approachedhbine from a different angle. While Ohatsu’s
aspect as a faithful lover was the main focuSonezaki shinj and thus she was mainly
depicted as off-work, the prostitute heroine Oshisnaainly depicted as a prostitute on duty in
Shinj nimai ez shi. The ‘nimai (two sheets)” in the title signifies the two diéat rumors about

the fate of the male protagonist in the end, bexaisdead body was hidden and buried by his
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younger brother before anyone else foundnirfai’ also seems to signify that it is a story that
depicts the two sides of a prostitute heroinstofj plays, a faithful lover and a professional
prostitute.

The structure of this play is quite similar to tbhSonezaki shinj The prostitute
heroine, Oshima, works at Tenma-ya, where Ohatsd teswork, and is famously called the
“successor of Ohatsu” for her beaté®ichir emon'’s status is similar to that of Tokubei, since
they are each an heir to a relatively wealthy comendamily?** each has financial issues for
spending too much money at the pleasure guattiend each is semi-disowned by his family.
The time frame of the play also parall&lsnezakshinj : the play depicts the final two days of
the couple’s lives. However, in contrast3onezakshinj , which mostly focuses on Ohatsu and
Tokubei’'s meetingsShinj nimai ez shinever depicts Oshima and Iclemon meeting privately
during the entire play. Instead, it focuses on @gts suffering and dilemmas on account of
being a prostitute.

The play begins right after she comes out fromeatér where she accompanied her
customer to watch ruri performances, includin§onezaki shinj and she is with her customer
on a boat. Ichiremon finds her with the customer, and, being jeglbe antagonizes them, only

to start a fight with the customer. This argumerd bne-sided one, since the customer has a

232 Shinj nimai ezshi, 48.

233 |chir emon is a son of a rich farmer who owns laldifimochiu ... &Ff) and hires employees to run the
farming business.

234 |chir emon is “crazy about the pleasure quarter and spkemis money, borrowed money from here and there,
mortgaged some land near Nagara bank for severrédim# promising to repay foltanmefor it.” Shinj
nimai ez shi, 61.
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right to Oshima by paying for her time, regardles®shima’s will. Knowing that Oshima and
Ichir emon are lovers, the customer provokes l&rron by “holding Oshima tightly and
taunting [Ichir emon], ‘here, does this make you angr§?’All Oshima can do is to gently
remind Ichir emon that it is her job to entertain her custor8ae asks Ichiemon, “Is it so
strange that a woman from the pleasure quartertgabe theater with her frequent
customer?® Oshima represses her desire to be true to heriloweder to act properly as a
professional prostitute and soothes her custonYeu Seem to think that guy [Ichiemon] has
something to do with me, but there’s not even egtiaf such a thing... He’s just jealous of &%$.”
Although bothSonezakshinj andShinj nimai ez shiopen with a scene where the prostitute
heroine is away from the pleasure quarter withdostomer, the scenes function in opposite
ways. While the outing with the customer providembavenient setting and liberty for Ohatsu to
act freely away from the pleasure quarter settimjraeet with Tokubei, Oshima is restrained by
her outing. Oshima’s helplessness is emphasizedeogtaging, where she is physically enclosed
in a boat with the customer and her male colleggares unreachable by Ichemon, who is on
the shore. Her status as a commodity that canldessemphasized in the scene, when

Ichir emon mentions Oshima’s concrete price (“thremmé®). This opening scene
emphasizes prostitutes’ professional duty andsygipological conflict with their human desires.

By emphasizing Oshima’s inability to act on her caatord, the first scene makes the prostitute
2% 1bid., 56.

2% |bid., 55.
237 |bid.

23 According to the headnote on Ibid., 57, thneenmewas a price for spending a night withashi-jor .
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heroine less idealized and closer to real-life.
The focus on depicting Oshima in her professioatilrg) persists throughout the play.

Ichir emon pays a visit to her right after he is disowbgdhis father, who accused him of

stealing money in the beginning of Act Thrge fio makiwW b s ). However, this scene is not
depicted in the play, but rather is introduced tigitothe conversation of the people at Tenma-ya,
who gossip that Oshima was dispatched to the teghetiere Ichiremon is visiting, and that

she should be recalled immediately, since Iahimon was just disowned by his father for
stealing mone¥ It is notable that Chikamatsu eschewed this oppést to depict a meeting
between the two characters in order to maintairidbes on Oshima’s professional life and
obligations.

Oshima’s intention to die is first mentioned by ti@rator right after this unshown
lovers’ meeting. The narrator says that Oshima‘ivagoe and determined to cross the Sanzu
River (the river of death) together tonight”’meaning that she was determined to die with
Ichir emon. The next scene depicts Oshima in Tenma-ybyimgpher intention to die in an
apologetic way in front of her master and mistiassr they give her tea:

I’'m very thankful to you, master and mistress,taking care of me so well. Come to
think of it, it is such a rude thing to one’s mast® commitshinj and die, when one
is working like this. It is a crime and sin to cauwsloss to one’s masters. However,
dead people won't come back to life to make excuBksre’s nothing more precious
than life. There must be some inexplicably stragegson to throw away such a
precious thing and finish one’s life. Such prosétushouldn’t be hated. It's not that |

intend to commishinj ... How can we continue this job of ours for a dayewen
for a minute, if it’s just for appearances, fortfes, or for ourselves? It's only for the

2% |bid., 70.

240 |bid., 71.
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love of our families. We never complain so thatwan't bring suffering on our

families. Since you saved my precious family frooverty, masters, | will never

forget your kindness... If | happen to die suddethlig tea that you gave me would

be a mark of our farewelt!
It is notable that she first mentions social cistic for prostitutes who commit suicide. Oshima is
always depicted as a professional prostitute aptkegpresses her keen awareness that she is a
commodity. Her body does not belong to her, buhéomasters who bought her. Yet, being a
woman who wishes to remain faithful to one man, shmpathizes with the prostitutes who end
up committing love suicide. Oshima is given a vdizéalk about the suffering of working as a
prostitute who has no choice but to bear the hgvdshsupport her family that she loves, and
emphasizes the self-sacrificial nature of the pigss. In order to be filial to her parents and he
masters, a prostitute cannot be faithful to the stanloves, and death is the only thing that can
release a prostitute from this dilemma. Here, Oshimt only tries to proactively justify her
futureshinj , but also retroactively defends all the prostgutdo committed love suicide,
including Ohatsu, and enhances the feeling of aithizerited fronSonezaki shinjby giving
voice to this aspect of prostitutes.

The conflict between Oshima’s sense of duty torhasters and parents and her desire to

die with her lover is expressed even during thalfimchiyukiscene: “Although | know | will
cause trouble for my master and my parents afted@ayh, how can | just watch my lover die

alone?®? SinceSonezaki shinjconcentrates on the prostitute’s desires and dseanad makes

Ohatsu lead the love suicide plan and even supeiBadibei’s reason for “his” suicide to make

4% |bid., 73.

22 |bid., 77.
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it into “their” suicide, Ohatsu’s action may hawsemed selfish by comparison, especially from
points of view of non-prostitutes. In fact, Ohateas later criticized by the employees of Tenma-
ya inShinj nimai ez shifor bringing trouble to the teahouse. Howeverspgcifically depicting
the prostitute heroine within her professionalisgitand making her state her awareness of the
selfish nature o$hinj and explain why she still does 8hinj nimai ez shi makes prostitute
heroines more pitiable and sympathetic.

The depiction of Oshima in a professional setteyresents the type of prostitutes who
sacrifice themselves to support their families liseaof their financial situations, and who are
essentially no different from non-prostitute wonvemo work to support their families. When
taken out of the context of the pleasure quarfestitute heroines are filial to their parents,
have a sense of responsibility to their masterd veant to be faithful to one mabeveloping
this idea furtherlkudama shinj (1715), which was written as a thirteenth memdoaSonezaki
shinj , juxtaposes a prostitute and a non-prostituteletion to the male protagonist and wipes
out the differences between the prostitute andprostitute heroines, emphasizing the overall

self-sacrificial nature of female characters gelhena j ruri.

Akoya — A Prostitute in Chikamatsu’s Earlier Jidaimono Play

A forerunner of Chikamatsu’s idealization of prage heroines as respectable characters
who are equal to ordinary faithful women can benfibin his earliefidaimonoplays, most
notably, inShusse Kagekiydirst performed in 1685. This is an adaptatiomatory that was

popular in earlier theatrical and performative gasnsuch ak waka-maiandkoj ruri. The most
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notable change Chikamatsu made from the earliatrikal versions of the Kagekiyo story is the
representation of the prostitute character, Aké\eo( in the earlier adaptations). Akoya is
Kagekiyo’s wifé** who has two sons with him. In thkewaka-maiandkoj ruri versions, Ako
is depicted as a simple villain who betrays KageKor money and security for herself and for
her children, and is punished fof4tbut Chikamatsu added more complexity to this attarsby
expanding on the triangular relationship betweegdkayo, Akoya, and Kagekiyo’s proper wife
named Princess Ono, and adding a new characteya®kbrother, as a villain.

In Shusse Kagekiyalespite being a prostitute, Akoya is depicted psoper woman with
a strong sense of morality and self-respect, anthéteayal is more justified by the surrounding
circumstances. In addition, on regretting her lyairaAkoya acts in an extreme way in trying to
redeem herself. When Akoya’s brother urges Akoytuto in Kagekiyo for money, Akoya firmly
rejects him. It is only when Akoya sees Princese’'®letter for Kagekiyo and learns that
Kagekiyo has lied to her and has been having daekhip with Princess Ono behind her back

that she decides to betray him:

243 Kagekiyo has two wives, a daughter of a shrinewafd province and Ako (Akoya).

24 1n thekoj ruri Kagekiyg Ako , who was together with Kagekiyo for nine yearssides rather easily to betray
him in the following manner: “There is only Kage&ileft in the Heike clan. Even if | try to hide hiimis
whereabouts will surely become known to the Gemjg he is sure to be caught. Rather than havirsgdatime
after Kagekiyo is caught, | could enjoy prospefity my immoral action [of turning him in]. Thinkintpat way,
Ako immediately left for Rokuhara [to turn Kagekiya]inKagekiyq in Yokoyama Shigeru, edoj ruri
sh hon sh, 4 (Tokyo: Kadokawa shoten, 1964), 249-250. liffernt version, Ako adds that she turns in
Kagekiyo and befriends the Geniji so that their tiddren will be promoted in the futur&dégekiyoin Araki
Shigeru, et. al. ed¥ waka-mai2 (Tokyo: Heibonsha, 1983), 113), which makesréageamount of sense as a
warrior’s wife to make an effort to continue th&imily line, but is criticized as “heartlessasake-nashi in the
narrative. Kagekiyo pardons Akoya for her betrapalt kills their two sons in the attack caused bylhetrayal,
thinking that they will not survive long withoutrhi However, Kagekiyo himself survived this battfeldled to
his other wife in Owari Province. Akoya then turrt@dh in again, claiming that “Kagekiyo is a licesis man,
and has relationship with the third daughter ofttead of a shrine in Owari Province, despite hawiag.. he
must have fled to her and her father’s pla€agekiyq in Koj ruri, 255).” Yoritomo found her too evil for
repeatedly turning in a man whom she was intimatie for nine years, and punished her by execution.
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A letter arrived from the master priest of the Ags8hrine... It was a letter from
Princess Ono. It said with utmost care that: “Yewgone to Kyoto for awhile and
don’t write to me. Is it because you're being irdb@with the prostitute named
Akoya that you've told me about? How can you for@ebut our promise of
spending rest of our lives together?” In anger, ygkoould not finish reading,

saying, “How resentful, upset, regretful, and ensithis makes me! Ranks shouldn’t
matter in the way of love. How can you call me asgitute? A woman with children
is indeed a true wife. Oh ignorant fool! How coticherish him, love him, and care
for him without knowing this. How | regret lovingu! | won't bear a grudge against
anyone but that beast, that fickle jerk! How | résgou! How mortifying!” In

remorse and anger, Akoya tore the letter in piaoescried. How understandable this
iS.245

It is notable that Akoya’s status as a prostitute ker self-consciousness as to her occupation are
both emphasized in this quote, as compared tkdheuri version where Akois only referred

to as a prostitute once in the narration, and nogvbkse. Since Akoya is well aware of her low
status compared to Kagekiyo and Princess Ono,alid only rely on the idea that “ranks
shouldn’t matter in the way of love.” She can baado Kagekiyo as long as he regards her as
his true wife, and respects her as a woman, regggdif her former occupation. Her anger was
triggered not only by Kagekiyo’s affair with PrirezeOno, but also, and more strongly, by the
fact that she was slighted by Kagekiyo becausepfdrmer occupation. This dual attitude
towards her occupation, acute awareness thatdteisss low, and a constant desire to deny it by
becoming a “wife,” which would supposedly wipe bt status as a prostitute, is common for
prostitute heroines in Chikamatsu’s love suicideyp! Although Akoya ends up betraying
Kagekiyo, her betrayal is grounded in her despatasire to be regarded as a respectable
woman, rather than a prostitute. Chikamatsu transfd the character of a purely villainous

woman, Ako, into a sympathetic prostitute, Akoya.

245 Chikamatsu MonzaemoBhusse Kagekiyin Torigoe Bunz, et. al. eds.Chikamatsu Monzaemon sHi
(Tokyo: Sh gakukan, 2000), 29.
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The difference between Akoya and the prostituteines of Chikamatsu’s love suicide
plays is their treatment by the male protagonisisiite Akoya’s desire to be treated as equal to
an ordinary woman, and the idealized representatidrer sense of morality and loyalty in
general, Kagekiyo still treats her as a secondanyan, compared to his proper wife, Princess
Ono, the respectable daughter of the chief prieatatirine. Kagekiyo lies to Akoya when she
asks him if he has another woman, when he is dgtorried to Princess Ono, saying he has
“never even talked with Princess Orif.’ Kagekiyo treats Akoya as a temporary wife, simitar
the low-ranked prostitutes who offered one-nigheléor their customers. Kagekiyo does not
seem to feel any guilt for lying to Akoya; he isfacting in accordance to the code of pleasure

guarters, engaged in the game of temporary love.

Osaga as a Sacrificial Woman inkudama shinj

A similar triangular relationship between an ordin&goman, a prostitute, and a male
protagonist is depicted ikudama shinj, but the prostitute, Osaga, is represented as aegual
to the ordinary woman in this play, and acts imnalar manner as her juxtaposed rival heroine,
Okiwa. lkudama shinj (1715) was written as a thirteenth year memoadattie Sonezaki shin;j
incident, four years after Chikamatsu wrote his/pmesshinj play in 1711, and five years

before his nexshinj play?’ The basic structure and the characters intentpnatror those of

2% bid., 26.

247 Imamiya no shinj (1711), andshinj Ten no Amijimg1720). Prior to this, Chikamatsu consistently tereight
shinj plays in eight years ending wilmnamiya no shinj, but only two moreshinj plays years apart after
Ikudama shinj. 1715 was also a year when Chikamatsu wrote alaojaimonoplay, Kokusen'ya kassen
which was a great success, and continued perforfoingeventeen months straight.
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Sonezaki shinj but the details that were left out®bnezaki shinjare expanded. The prostitute
heroine, Osaga, is not depicted as a pure andemhbderoine of a romantic story like Ohatsu,
but rather is depicted as a character with greater conflict that is induced by more
complicated human relations and surrounding enviemt. While Ohatsu was associated with
thekannondeity, Osaga is depicted as a mere human, whotie nelatable from the audiences’
point of view.
Like the earlier prostitute heroines, Osaga newfes unequal treatment from her lover.

Even when Kaheiji’s father chooses a perfectly imedicfiancée for him (Okiwa), Kaheiji vows
that “there is no other woman than [Osaga] in wusld.”**® However, at the same time, Osaga is
self-conscious about the poor impression that argipeople hold respecting prostitutes, and is
fully aware that Okiwa is the better match for Kighe terms of her social status. Osaga tries to
make Kaheiji behave proprietously so that she natl be criticized:

[Osaga:] “It's lamentable and sad that you willdogicized by people. Ten out of ten

townspeople would think that the women who workhatteahouses [prostitutes]

seduce young men to follow an evil path and makentinfilial. Thinking about it

makes me shed tears. If you really love me, plbadand to your father and your

younger brother.” [Narrator:] Such sincere wordtghwtears — it's hard to believe they

come from a professional wom##f.
The gap between the social image of prostitutevisnd Osaga’s sincere attitude is

emphasized here. Similarly, when the antagonists&ku, tries to hold Osaga’s hand in public,

she rejects him and says that she “feels embadaisaethe townspeople think the morals of a

248 |kudama Shinj, in Torigoe Bunz, et. al. eds.Chikamatsu Monzaemon sH (Tokyo: Sh gakukan, 1998), 340.

249 |bid.
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prostitute are so low and will look down on ni&.Because she is aware that prostitutes lack
social trust, Osaga is extra careful about herwiehand reputation.

Although the final result is still a love suicidetiveen a prostitute heroine and a
merchantJkudama shinj repeatedly offers alternative solutions for thetggonists other than
love suicide, each of which fails in one way or thieo. One of the alternatives is the sacrifice of
one of the female characters, Osaga or Okiwa.drs#itond act when Kaheiji’s father presses
Kaheiji to marry Okiwa and run the family busine@saga and Okiwa successively contemplate
their own deaths in order to restore what they icemghe “proper” life for Kaheiji and the
people surrounding him.

When overhearing Okiwa suffer over Kaheiji's unimiginess to accept her as his wife,
Osaga says to herself, “poor girl, she must b@jesabf me... Oh, | missed the right time to die. |
hope the ocean will come and swallow me here amd’fdHere, on one hand, Osaga’s
desperate feelingkokoro midarg”>?> might have caused her desire to die, and dyingisée be a
means to be released from the suffering of thiddvarwhich she cannot be with Kaheiji. At the
same time, she also seems to have felt somethingakelf-sacrifice, since Osaga does not
initially think of the same option as Ohatsu, wiesided to die with Tokubei since she could not
be with him. Osaga realizes that her death coutdiine a solution to bring Kaheiji back to a
“normal” life, enabling him to follow his fatheriwishes and marry Okiwa, an ordinary

townswoman.

2% |bid., 351.
2%t |bid., 364.

2%2 |bid., 365.
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The women'’s inclinations towards self-sacrifice depicted more explicitly in a later
scene where both Osaga and Okiwa insist that theyld be the one to die. When Kaheiji's
father threatened to commit suicide to apologiz®kava and her parents’ spirits if Kaheiji
refuses to marry her, “Okiwa grabbed the knifejragyout loud ‘I cannot let you die! Everything
will go well if | die.” Osaga felt desperately sahd thought ‘I'm the only one who has to die.

I'll die in front of Kaheiji's father,”®*® Osaga and Okiwa'’s feelings of obligation, theili¢fehat
their death can solve the problem, their desirdmburden their loved ones, their sincere love
for Kaheiji, and their desire for him to live a nwal and happy life are expressed explicitly in
this scene.

Also importantly, the women'’s inclination towarddfssacrifice seems to be an
inclination towards fulfilling one’s social obligahs, not merely individually, but also upholding
the overall social order. In love suicigeuri plays, were she an individual woman free from
social obligations, a prostitute heroine’s happsnasen would lie in being together with the man
she loves by dying with him. However, as a womaw ¥dels responsible in keeping her social
obligations, she tries to be a filial daughter &l employee, and not to upset the class
hierarchy on her part. More than that, she fealpampsible for making the man a filial son, a
loyal employee, and a responsible person who fulils social obligations, and realizes that her
presence is preventing that. Here, the male sowil@r seems to be more important, and it is a
respectable woman’s job to make the man fulfillreie in the social order. By doing so, the
woman can also earn social value and honor foeHers

This representation of self-sacrificial women viiasher developed in several of
253 |bid., 366.
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Chikamatsu’gidaimonoperiod plays, most strikingl{{okusen’ya kassehd” ce S (The
Battles of Coxingal715), which was first performed half a year afkedama shinj in the 11th
month of 1715. While the main plot is about a lipanese and half-Chinese hero named
Wat nai, modeled after Zheng Chenggong (1624-1662) hamduest to restore the Ming
Dynasty, women play important roles in pivotal past the play. In the highlight of the play
during the third act, Wahai's Chinese half sister, Kinsjo, and Watnai’s Japanese mother,
Nagisa, commit suicide so that Kanki, who is anantgnt general and Kinsjo’s husband, will
cooperate with Wahai®*As a result of the two women’s deaths, Kanki dadsed ally with
Wat nai, which leads to their victory in battle.

It is notable that it is a woman'’s role to sacefiter life to restore order, while men’s
expected role is to restore order by surviving. idea that women'’s sacrifice becomes the key
to solving the problems for the male world, suchcasestore order to male lives, or to bring
victory in battle, became popular in lajglaimonoplays. Ironically, such sacrificial actions do
not necessarily succeed in solving problems, antetimes only lead to more tragedy, as | will

discuss in Chapter Three. The prostitute heroinéise two previouSonezakrelatedshinj

254 Kanki used to be an important general for the Miymasty, but now works for the nation of Dattan,owh
destroyed the Ming. Believing that Kanki is loyalthe Ming at heart, and also counting on KijshWat nai
and his parents visit Kanki's castle to persuade toi cooperate with Wanai. Kanki says that he wants to
cooperate with Wahai, but since his wife is Watai's sister, if he betrays the nation of Dattawnpeople
would think that he betrayed them because of hiie,wthich would be a disgrace. Kanki insists thashould
kill Kinsh jo in order to cooperate with Watai without losing face, but it is too hard for hiakill her.
Observing this situation, Kinsfo commits suicide to be out of the way, and Wai’'s mother commits suicide
partly to apologize to Kinsljo that she could not prevent her death, and parytBncourage Wanai to fulfill
his goal of defeating the nation of Dattan to ressthe Ming. Before she dies, Nagisa (Weti's mother) says,
“Kanki and Kokusen'ya [another name for Wadi], don’t you ever grieve over our deaths. Yowstifael
stronger motivation to defeat the king of Dattapdti think that he is the enemy of your mother aafd
(Kokusen'ya kassein Torigoe Bunz, et. al. eds.Chikamatsu Monzaemon sHI (Tokyo: Sh gakukan, 2000),
318).” The sacrifice of the two women causes Kamd Watnai to bond immediately and strongly, with the
thought that they “should not betray a mother’s Vesrds, or break a wife's heart (lbid., 319).”
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plays who ultimately desired to die together witieanan to be with him in the afterlife, and
who brought death to the men, are transformedaritimd Sonezaki-related play into a heroine
who tries to repress her desire in an attemptue gz man'’s life.

This idea of self-sacrifice to save another’s ifght have come from an early-modern
value system that places more emphasis on thiglwaoke than the next, which seems to reflect
a shift away from the medieval Buddhist ideal #extks salvation in the world after death. In
Sonezaki shinj death was considered a blessing for Ohatsu, simeeould be with Tokubei,
and Oshima’s standpoint seems to be the same. Howehkile Osaga does mention death many
times, she puts her focus on this world, hopingéary Kaheiji in this world rather than the
next. In the precedinghinj plays, the lovers are already determined to dienithey leave
together, and actually die before the dawn. HoweVsaga and Kaheiji left on the spur of the
moment, and “wandered about without no clear puefitsfor several days in the beginning of
the second act of the three-act play. It was oftgr ®saga accepted that they had no hope of
solving Kaheiji’'s monetary problems that she sutgpbslying together so that they would not
“disgrace [Kaheiji's] relatives?® The reason for death is not a positive one, teebaited in the
afterlife, but a negative one, to prevent causurther embarrassment. If not for the social
pressure, Osaga and Kaheiji would rather live togyein this world.

Osaga’s attachment to her love in this world is lkeagized right before her death. Being
appalled by the darkness of the night, Osaga sagw¥é never had a day that we didn’t see each

other, but it's a dark, rainy night on which we thgether, and we can’t see each other’s faces. It
2% |kudama 359.

2% |bid.
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evokes the darkness of the future, and makes rhedde®’ Although the narrator says that the
“bonding of the two will continue to the afterlif&? neither Osaga nor Kaheiji mentions
anything about being reborn together in the afterli

This tendency to value the living world is showrOsaga and Kaheiji's dreams. Osaga
says that the couple has “a big dream of becomirstpdind and wife in the ené’and Kaheiji
also claims a similar dream by telling Osaga tleatvianted to “take [Osaga] home publicly,
introduce her to [his] family and to the entire tgyput [her] in charge of the home, expand his
business, and make people say that ‘Kaheiji's @des not look like a prostitute. She really
seems like a wife who can take care of a housetfaday size.”?® Such dreams to make a
prostitute heroine into a legitimate wife in thisnd, while ignoring the dream of reincarnation,
were never described in the previalmin) plays. These new desires and dreams seem to presen
a value system in which death is likely the endhappiness in this world is more meaningful
than pursuing happiness in the afterlife. Selfi§aa@l acts by the women are more
understandable in such a context; dying togethes ot have as strong a meaning as before
when the protagonists strongly believed in therbiiége so she would sacrifice her life in order to

ensure her lover’s survival.

7 |bid., 380.
2% |bid.
2% |bid., 339.

2% |bid., 362.
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Conclusion

Chikamatsu’s representation of prostitute heroineshinj plays is neither a repetition of
one stereotype, nor a random selection of diffetygrgs of women. The depictions of women in
Chikamatsu’'shinj plays are overlapping and juxtaposed, and toloh fdifferent angles to
supplement the origin&@onezaki shinj and, over the course of the three plays, to dgval
representation of prostitutes that is fuller andenmaulti-dimensional. At the early stages of
J ruri (following thekoj ruri period) Chikamatsu’s experiments wihinj and prostitute
characters were influential in establishing a ngpetof play that describes contemporary
townspeople’s lives, and its genre conventiongHerrepresentation of women.

Chikamatsu’s threSonezakrelated plays collectively establish one wholdyme of the
prostitute heroine in ruri puppet plays. Chikamatsu subverted the existingesgmtations of
prostitute as a woman who is a rightful objectaftempt, is greedy for money, is untrue, and
ruins men. Chikamatsu began with the most simplified idealized representation of a
prostitute heroine. Thus, Ohatsu was depicted mostiside of the pleasure quarter setting, and
provided the impression that she was no differearhfan ordinary woman. The entire structure
of the play is modeled after the ceremonial prayegs to placate the soul of the d&adnd
Ohatsu is elevated to the level of a deity and dehewvoman in the end. Chikamatsu then
heavily refocuses on the pleasure quarter settigdninj nimai ez shi, reminding readers of the
hardships of a prostitute, despite her sense oélmtpand faithfulness equal to those of an

ordinary woman. Her strong sense of obligationdorhasters and parents makes her choice to

261 Wada Osamu, “Chikamatsu — hito to sakuhin,” in Saichi Hiroyuki, edKinsei engaki o manabu hito no
tameni(Tokyo: Sekai shissha, 1997), 72.
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commit suicide a difficult one. Osagalkudama shinj has an even stronger sense of social
obligation, which is channeled, at least tempoyamito determination to sacrifice herself to
restore order to her lover’s life. This progressiefiects a growing focus on life in the here and
now, and a fading interest in religious salvatifteradeath. The self-sacrificial behavior
exhibited by Osaga and Okiwa is more fully devetbppethe female characters in later

jidaimonoplays by Chikamatsu and the succeeding generatiplapwrights.
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CHAPTER THREE
Real Voices of Stepmother Heroines: Namiki Sukeand Toyotake-za Theater

By the time Chikamatsu Monzaemon digduri had become an established popular
theatrical genre that was not only performed, ut@d and published regularly. In order to
ward off governmental censorship and defend ifseth public criticism that it was full of
frivolous lies that enticed people away from cormoral thinking, ruri started to focus
mainly on productions gidaimonohistorical play$* that reflected the early modern social

hierarchy and Confucian ideals of the family aratestwith plots that reinforced the fundamental

Confucian-based didactic principle kiinzen chaku E+, O , the promotion of good and

punishment of evil. The defining trait of charasten theachiyakuside (the “good side”) was

“giri *O#.,” a sense of societal or feudal obligation and/dnt this contextj ruri puppet plays
often depicted stepmothers in one of two ways: ‘@®ad” stepmother, an exemplary, virtuous
character who upholds Confucian norms by cherishergstepchildren and by placing their
welfare ahead of that of her own natural childiemas a “wicked” stepmother, who undermines

her stepchildren and is simply evil by nature, tbosforming to a negative social stereotype.

Thej ruri master playwright Namiki Suke jE 3\ (1695-1751) was ground-
breaking in that he departed from the stylized emtional representations of stepmothers (both
good and bad) and gave a more realistic portraydleopsychological conflict between the
stepmother’s “real” desire to favor her naturalafand the strong social pressure to put her

stepchild first. This chapter focuses ors@ke’s unique representations of stepmothers iaraév

262 As explained in Chapter Ongewamonalomestic plays that dramatize scandalous incidestame rare after
love suicide plays were banned by Hakufugovernment in 1723lidaimonoperiod plays that focus on
depicting moral heroes who restore order to théetaichierarchy became mainstream from the 1720s.
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plays written at different points in his cardér Jirai ki i218—0° (Chronicle of H]j
Tokiyori, 1726),Nanto j san ganel4” U6e (Thirteen Bells at the Southern Capjtalr28),
Hibariyama hime no sutematstt£ 2 C (Abandoned Princess at the Pine Tree on Mt.

Hibari, 1740), andrutatsu chch kuruwa nikkin/ F» d3o0 ¥0° (A Diary of Two Butterflies in
the Pleasure Quarteyd 749). | argue that, while these plays adheggiteiple ofkanzen

ch akuwith an overall plot structure of good conquerawy, at the level of individual
characters, $uke’s depictions of stepmothers subvert traditi@unfucian ideals. His “good”
stepmothers are not inherently exemplary; instéay, favor their stepchildren because they (as
stepmothers) want to conform to social pressurevask to be seen as exemplary. Likewise, his
“wicked” stepmothers are not simply abusive steprart; they have their own motives and
circumstances. Through these less conventionairaord realistic, conflicted characters,s8ke
speaks to the anxieties of his audience and cdatisguestion the rigid value system that strictly
subordinated individual desire to social obligatimstead, he explores the psychology of

stepmothers who place — or wish to place — thélividual desires first.

Stepmothers in Early Modern Japanese Life and Fiion

Because of their focus on the conflict between kaiamd the duty of loyalty, exemplary
mothers and stepmothers often appegdaimonoj ruri as main characters, as the hero’s wife,
sister, daughter, or mother. In the early modeud#¢ society, the most important job for a

woman was to bear and raise children, especialg,do continue the family line. Samurai
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families with no heir were subject to discontinuafié Infertility was one of the legitimate
reasons for a man to divorce his wife: “The redsortiaking a wife is for the reproduction of the
offspring, so it is natural to divorce a wife whannot bear childrer’® When a wife was unable
to produce an heir to the family, her husband Wlasvad and expected to either divorce her and
marry another woman, have a mistress (or severaljdaduce an heir, or adopt a child, often
from his relatives:

If [the infertile wife] is kind, well-behaved, nggalous, follows the way of the

woman, and satisfies the hearts of her husbandhanthther-in-law, it is permissible

to adopt one of the husband’s relatives with theesaurname and raise him to

succeed the family, without divorcing the wife. Jsf the husband’s mistress has a

child, his wife doesn’t have to be divorced eveshié doesn’'t have any childrén.
In other words, fertile women were expected toobee mothers, and infertile women who were
good wives were expected to become stepmotffers.

Similarly, if a man was widowed with children, hewd usually remarry to have a new

wife and a mother who could manage the househdld.ldst two volumes of the twelve-volume
kanaz shi collection of historical short stories of exempgldapanese womeHonch jokan
... €6- (Mirror of Women in Our Country1661), are entitled “Instructions for Womeindghiki

€' ) and indicate how women should behave on varicaagsions. The fact that this volume

263 |n Buke shohattosamurai families were required to register arr@ypate adopted child and heir if they had no
children by blood, before the death of the heathetousehold. (Kanbun 3 (1663), 18; Ky 2 (1717), 12)

264 \Wazoku doji kumd “z EO«  Vol. 5. H ei 7 (1710). In Ekiken kai, edEkiken zenshvol. 3 (Tokyo: Ekiken
zensh kank bu, 1911), 219.

26% |bid.

266 This distinction between “fertile” and “infertileomen ignores the possibility that the husbandfisrtile.
During the Edo period, infertility was always blaginen women, and male infertility was simply unheafd at
least judging from the contents of the textbooksifomen.

146



includes a section entitled “How to Raise Your $tejglren” is an interesting indicator as to how
common it was for women to raise stepchildren, lama inherently difficult this experience
could be:

If a woman becomes a wife of a family that alreldg children, she should pay

extra attention. If she tries to firmly instructrlgepchildren the right way, people

will condemn her. If she is lax with the stepchédrand lets them do as they please,

people will condemn her for deserting the stepclitidand not guiding them. In any

case, it’s often quite frustrating since peopld witicize her on all occasions.

Relating to that point, there have been many exasngi stepmothers and their

stepchildren not getting along and causing trouldfea stepchild thinks of his

stepmother as if she were his real mother, arfteistepmother thinks of her

stepchild as if he were her real son, they willthatk of each other without

tenderness, but a woman tends to have a jealousraokied heart, and has an evil

plan in her mind in the hope of making her ownaksiicceed her husband’s line.

And so she starts hating her stepcHild.
This represents common early-modern beliefs abonten and stepmothers that are
presented in differentruri plays, especially the belief that the stepmotheesperceived
to be cruel (because women are by nature jealaisraoked), so they become easy
targets of social condemnation no matter how tlotyadly treat their stepchildren.
Because becoming a stepmother was not uncommohatdship of being a good
stepmother seems to have been widely recognized.

Turning to the world of fiction, stepmothers wemmon as a topic of Japanese

literature. There are traditionally two generaldgmf representations of stepmothers in Japanese
literature: a young and beautiful stepmother inaatit tension with her stepson, and a parental

stepmother who acts as a mother. The former cduartieer divided into two subcategories: a

stepmother who is pursued by her stepson, angmsetber who pursues her stepson. The latter

267 Asai Ry i, Honch jokan in D bunkan henstkyoku, ed.Nihon ky iku bunko kgi henge (Tokyo: D bunkan,
1910), 271-272.

147



can also be further divided into two subcategodesevil stepmother who bullies her
stepchildren and prioritizes her own natural cl@fdon all occasions, and an exemplary
stepmother who treats her stepchildren lovinglif #sey were her own.

The first subcategory of the former category —oang and beautiful stepmother pursued
by her stepson — is famously s€&enji monogatari Geniji pursues his stepmother, Lady
Fujitsubo, who is young, and said to bear a stresgmblance to his biological mother.
Similarly, Utsusemi is pursued by her son-in-laaows almost her agé® This type in which
the stepson pursues his young stepmother seenesuiaidjue tdGenji monogatariThe second,
more common representation of the stepmother-asunbopossibility type overlaps with the
first subcategory of the latter category, the sigpbmother type. The usual pattern is: a young
stepmother falls in love with her beautiful stepsgets rejected, and, once spurned, turns into a

typical wicked stepmother who bullies her stepchdgamples of this can be found in some

setsuwastories, such as the story frafonjaku monogatariO C"@1 (The Collection of Tales
of Times Now Pasta. 1120) about the Indian prince Kunara andgteigmother, and the stories

of Aigo-no-waka and Shintoku-maru frasekky -bushi The story of Prince Kunara also appears

in the medieval educational text for women entitlelunsh €0« ’ (Teachings for Womén
specifically, in the section on “The Necessity akihg Care of One’s Stepchild)’ ruri adapts

the Aigo-no-waka and Shintoku-maru stories, in \Whire lustful young stepmother attempts to

28 Utsusemi's stepson shows interest to her in theakighchapter, and, in the Sekiya chapter, Utsussxpiains
to Geniji that her stepson’s clear advances towaedsfter her husband’s death were what drovechearounce
the world: “[T]he Governor of Kawachi [Utsusemitpson], who had always had an eye for [Utsusemi],
showed her any consideration...’l understand hagdéguate | am, but please do not hesitate to létnoe if |
can do anything for you.’ His flattering advancéstdntly revealed what he had in mind, and... witreoword to
anyone she became a nun.” Murasaki Shikibu, RAyddl, tr., The Tale of GenjiNew York: Penguin Books,
2002), 317.
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seduce her beautiful stepson, gets rejected, and sormenting him, sometimes with an early-
modernj ruri narrative twist added.
The first subcategory of the latter category — witkarental stepmothers — is a common

image in fairytales worldwide, such as Cinderdialapanese literatur8umiyoshi monogatari

+"@1 (The Tale of Sumiyostend of the tenth century) atthikubo monogatar 'Q"@1
(The Tale of Ochikuhend of the tenth century) are probably the oldeskked stepmother
stories.Ochikubo monogatattiells the story of Ochikubo, who is bullied by tstepmother for
the sake of her two real daughteée&nji monogataralso had several episodes where heroines
are bullied by their stepmothers, although thestantes were not central to the story or
particularly harsh. For instance, there was atlegtrLady Murasaki would be slighted by her
stepmother, which is why she was raised on a mouhtaher grandmother, away from her
father’s mansion in the capital: “at [Murasaki'sylavard age, among all her father’s other
children, she might well be treated more as a meisdhan anything elsé®® When Genji and
Lady Murasaki pick appropriate tales to give hiaglaer, Akashi Princess, he pays extra

attention to eliminate stories about evil stepmihsince the old tales are full of [ideas about
evil stepmothers)E sFp+aFPFIFUFY C'@1 G "FU&’ There are alseetsuwaales, such as

HachikazukbSFUF8KYhe Bowl Bearer that depict a typical wicked stepmother as a

charactef’* The depiction of evil stepmothers often servespiimpose of highlighting the virtue

269 Geniji, 101.

270 bid., 463.

2"t Other examples include stories from titegiz shigenre, such assagao no tsuyu..8|Fp7&Dew of Morning
Glories), Akitzuki monogata®A v'@1 (Tale of the Autumn ModnCh j hime no honjip W 2Fp e ... (The
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of the stepchild, who remains religious and fillalspite the hardship he or she has to go through
because of the stepmother.

An early example of the second type of parentgrstgher, the exemplary one, is found
in Genji monogatariLady Murasaki not only agrees to raise Lady AKastaughter with Geniji,
but does so perfectly, as if she were her own daugtiMurasaki] had looked after her with
selfless devotion, really loved her?’?The typical place to find the good and exemplary
stepmother in the medieval period is in educatioets for women. In the aforementioned
Jokunsh, there are three episodes about stepmothers favi@ah is an exemplary stepmother
who prioritized her stepson over her own son. Wthenstepmother had to choose which one of
the two sons should be executed, she chose hesanyrsince her late husband told her to regard

the stepson as himself, and to consider her reshsdersef’?

Stepmothers in Jidaimono J ruri Plays

J ruri plays featuring stepmothers mostly follow exemplaomen’s stories. Uchiyama
Mikiko points out:
The theme of stepmother and stepchildren is najuentoj ruri, but a universal

theme to any country and any time. However, wihemri deals with this theme,
there is a certain rule, a rule that the stepmathehe hero’s sidé always adheres

Origin of Ch j hime, andBijin kurabe*> C §G (A Comparison of Beautigs
212 Geniji, 569.

213 Jokunsh, “Keishi o kairimiru beki koto.” Manji 1 (1658)nIMinobe Shigekatsu and Sakakibara Chizuru, eds.,
Jokunsh (Tokyo: Miyai shoten, 2003), 114-121.

274 While wicked stepmothers could work as a centridaivi in stories, and thus, theoreticallyjimuri as well, in
earlyj ruri, there were no female villains, since the typjcaliri villains in history plays are ambitious men
who want to overturn the existing political powedaake over the rulership. Even the medieval wdcke
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to her duty and treats her stepchild better thamewd child no matter what®

This tendency is especially strong for Takemot@agwrights, starting from Chikamatsu
Monzaemon. They conventionally depicted the lovaben parents and children, which
includes stepparents and stepchildren, as a mamehThere always exists a sense of
“obligation (giri)” in such relationships, so it is not rare for tepmother (or stepfather) to
sacrifice herself (or himself) or her (or his) rehlld to save the stepchild. The most famous
example is the mother of the hero Wadi in Kokusen’ya kasseftven though she had only just
met her stepdaughter, Kingb, when Kinshjo’s husband tried to kill his wife, the old mother
protected her stepdaughter, stepping in front ofane saying, “This is my precious daughter.
Don't be afraid my dear girl. Hide behind ntéAs an exemplary samurai woman, Wai's
mother does not hesitate to protect her stepdaygvien if it could cost her life.

Another typical representation of the good stepmotype inj ruri is the stepmother

who tries to protect her stepchild even more stiyotigan the stepchild’s biological mother does.

In Sansh day gonin musumeJ,® + u-C?* (Five Daughters of Sansiday , 1727,
Takemoto-za, Takeda Izumo 1), for example, the w&depts and loves the son that her husband’s
mistress bore as if he were her real son. Whehukband ordered them to kill the son as a
substitute for his master’s son, it is the wife vetimngly objects, while the biological mother is

resigned to killing her son. While the biologicabtiner cries and says that “Tamichiyo [her

stepmother story is merged into the frame of tbeysdf an ambitious male character, so the wickegraother,
Iwane inHibariyama hime no sutematstooperates with the male villain, Nagaya-navho wishes to rule
Japan.

25 Uchiyama, 1989, 295.

276 Kokusen’ya312.
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child] is fortunate. To be born as a son of a neRidying to save the master’s life is just as
valuable as being a lord himself. How fortunateHion,”?’’ the stepmother secretly helped him
to escape: “Tamichiyo and | became a parent and glst now. | will not let him be killed, even
if I must sacrifice myself... this stepmother witht desert you, even if | have to desert this life
(291).”

Acts of sacrifice, even sacrificing one’s own chalsla substitute, are not as purely tragic
and heartless as they may first appear to modehemces. Although it is still tragic when the
stepparents sacrifice themselves or their reatidml, the action is always well-praised and well-
rewarded in the end, often in Act Five. The saoeifi child is often recognized and praised by the
lord whose child was saved, and, not only thatsdwifice often plays a pivotal role in
defeating villains who plotted to kill the lord$itd and overturn the social structure. The
sacrifice is always successful, at least in théy/gi@aimonoplays up to the 1720s. In addition,
the parents are not depicted as cruel people wity ekesert their children for the sake of their
social and feudal obligations. Rather, by portrgytimeir suffering caught between parental love
and feudal obligation, both their parental love &yalty are emphasized. In suchuri plays,
Confucian values are depicted as the ultimate gawd death or sacrifice for the sake of these
values is depicted as a positive and particuladanmgful death.

In contrast to this straightforward Confucian modédmiki S suke, originally a
Toyotake-za playwright, took a different approaglhnis frequent theme of stepmother-stepchild
relationships by adding another layer to the tyjpgs@mplary stepmother type. The stepmother

tries to act in the typical exemplary way, priaiiig her stepchild over her real child, but fails

2" Takeda IzumoSansh day gonin musuman Hirata Sumiko, edTakemoto za juri sh | (Tokyo: Kokusho
kank kai, 1988), 290.
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and breaks down in the end, confessing her trdmésethat she favors her real child over her
stepchild. Unlike Takemoto-za’s playwrights who épéy believed that, among all human
relationships, parents and children are tied withgurest affection such that they would never
betray each othef and “if the characters are good, the relation&leigveen stepchildren and
stepmothers is bound with even deeper love tharelagonship between the mother and her
real children,?® S suke seems to have had a more realistic approable twatural, sinfai°
human feelings that sometimes stand in oppositdaeudal and societal duty. This chapter
begins by focusing on Suke’s earlier works that he wrote for Toyotaketesater, analyzing the
way in which Ssuke depicted a more realistic “good” stepmothpe tyho, just before her
death, reveals her dark but true feelings thal®res her real child better than her stepchild,
contrary to the Confucian moral code. Subsequethiity,chapter turns to addresss8ke’s
depiction of an “evil” stepmother, who unabashdulijlies her stepchild. This depiction departs
from typical depictions of evil stepmothersjimuri plays in that the stepmother explains how
her blind love for her own child motivated her aos. Finally, this chapter returns to a “good”
stepmother in one of Suke’s later works in which he finally strikes ddrece between depicting

stepmothers’ feelings realistically apduri’s black-and-white moral conventions.

28 Uchiyama, 1989, 186.
279 |bid., 188.

280 This was sinful from the contemporary Confucianspective because it entailed placing one’s fantigaal of
society, and from the contemporary Buddhist pertsgebecause it was born of attachment that womuldeide
enlightenment.
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Namiki S suke

Namiki S suke was born in Osaka. He originally studiedkai linked verse, but then
became @ ruri writer under Nishizawa Ipp S suke’s first play co-written with Yasuda Abun in
1726,H j Jirai ki, was a smash hit; starting in the fourth montkefit on running “stretching
across three yearg® After this success, Suke became the main playwright for the Toyotake-za
theater for about fifteen years, mostly with Abgrtlae supplemental writer. During these fifteen
years of working as Toyotake-za’s main playwrightidg its early development, Suke played
a major role in establishing the uniqueness of Tak@-za’s style and breaking away from the
conventions established by the older Takemoto-atén. In Genbun 5 (1740), Tamenaga
Tarobee started taking oversbike’s job as the main playwright, ands8ke began new
endeavors, going to Edo in 1741 to wiksbukiscripts, and changing his name to Seri#yIn
Enky 2 (1745), Ssuke resumed his career gsmri playwright, but this time, for the
Takemoto-za theater. Under the name of SerBysuke co-wrote manjy ruri plays with Takeda
Izumo Il and Miyoshi Shraku, including popular plays that are performedretoday, such as
Natsu matsuri Naniwa kagar(i745),Sugawara denju tenarai kagaifii746),Yoshitsune
senbon zakur§l747),Kanadehon chshingura(1748), and~utatsu chch kuruwa nikki

(1749)?% Because of ruri's extreme popularity, the period from 1745 to 1¥6known as the

281 |mamukashi ayatsuri nendai,Ki2. The play was first performed in the eleventinth in 1715, and continued to
be performed for 17 months until the third montHi@17.

28223 suke changed his name to Senry>l when he became a kabuki playwright in 1741, andicoed to use
this name even after becoming a Takemoto-za thp&tewright in Enky 2 (1745). However, his name is

credited as Ssuke 3\ for his final work at the Toyotake-za theatehinotani futaba gunk{1751). For the
sake of consistency and clarity,ssike/Senryu will be referred to as ‘&ike” throughout.

28 Selected scenes from these plays are includechiesI® Brandon and Samuel L. Leiter, etsyuki Plays on
Stage: Brilliance and Bravado, 1697-176®6onolulu; University of Hawai'i Press, 2002.
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“Golden Age;a5 12 " by modern scholar€! This is the time when a contemporary text
remarked that “it is as Kabukidoesn't exist. Outside of the theaters there arelieds of
banners, and countless gifts. The two theater$ iexiee east and the west, just like sumo, as
east-Toyotake and west-Takemoto. All the townspeapld people from nearby have become
fans, and the popularity of theruri puppet plays goes without sayin§:3 suke’s final work
was at his old theater, Toyotake-za: He wrote itis¢ three acts dichinotani futaba gunki
(1751) but died before the first performance in the ehlthranonth of Hreki 1 (1751).
Scholars have divided Suke’s life as a playwright into several pha8&since the
themes of his plays change drastically dependintperime of his life. Uchiyama Mikiko, the
pioneer of Ssuke studies, presents the most detailed divisitlsix periods: the Toyotake-za
co-writer period with Yasuda Abun (1726-1732; 15rk#)?®” the Toyotake-za co-writer period
with his disciple, Namiki Juke (1733-1735; 5 work$¥ the Toyotake-za solo-writer period
(1736-1740; 8 works), the Ed@bukiperiod (1741-1742; 8 works), and the Takemotoeaza c
writer period primarily with Takeda Izumo Il and Wishi Shraku (1745-1750; 12 works).
Ichinotani futaba gunkifor which S suke returned to Toyotake-za theater, stands @witsas

the last period.

284 Uchiyama Mikiko, “Namiki Ssuke,” Torigoe Bunzet. al. eds., gon jidai no j ruri to sono go(Tokyo:
Iwanami shoten, 1998), 86.

25 3 ruri fu, 120.

28 As Uchiyama Mikiko points out, Sonoda Tamio dividesuke’s career into three periods, Tsunoda Icimito
five periods, and Uchiyama Mikiko into six perio@ee Uchiyama, 1989, 61.

27 S suke's name was written ag$  in this period.

28 5 suke changed his kanji t@\ in Ky h 20 (1735).
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This division is important not only to keep tradk suke’s physical relocations and the
different co-writers he worked with, but also tdldav the transformations in Suke’s writing
style. The plays Suke co-wrote with Abun at the earliest stage sfdaireer, are “pessimistic
fate plays and serious destiny-driven tragedi&she overall atmosphere is dark, and runs
contrary to the optimistic ideals that the Takeramaqplaywrights consistently represented in the
tachiyakucharacters, whose sacrifices and suffering wexanaged in the end. After Suke
became &abukiplaywright and came back to write for the Takerrrdaheater with other
established playwrights, Takeda Izumo Il and Miyd&im raku, S suke accommodated the
traditional characteristics of Takemoto-za to depiore optimistic, Confucian ideals, while

maintaining his unique interest in the conflictmiman desire and Confucian societal ideals.

The StepmotherinH | Jirai ki

S suke’s exploration of the darker aspects of a segiyrexemplary stepmother figure
began in his first plays j Jirai ki, written for the Toyotake-za theater. A mother vidhiocaught
between her real daughter and stepdaughter forendrédmatic heart of the play in Act Three. As
one of the “good” characters, the stepmother sitbersame qualities as a conventional
exemplary stepmother in the beginning of the actweéler, when circumstances grow desperate
for her real (natural) daughter, the stepmothetscasde exemplary stepmotherly behavior and
tries to help her real daughter at the cost ofolmer honor. By both employing and subverting
thej ruri conventions for “good” characters,stike draws attention to those individual desires

that are normally suppressed under social presRateer than presenting an exemplary

289 Kawaguchi, 37.
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stepmother who reinforces the Confucian social pi8lesuke attempted to depict a darker but
more complex stepmother who breaks social tabocsuse of a natural love for her own
daughter, subtly casting doubt on the moralityrefspribed Confucian behavior.

In the third act oH j Jirai ki, two young women and their motfcome to a castle to
identify a headless body that might be one of gnegtiters’ husbands. Judging from the clothes,
they identify the body as the younger daughtersbland. Other evidence shows that it was the
older daughter’s husband who killed his brothelam: The younger daughter resolves to avenge
her husband by killing her older sister’s husbamaije the older daughter begs for mercy for her
husband. Lord Tokiyori, the master of the castheoairages the younger sister, laying out the
case for why vengeance would be appropriate. Thendhowever, sides with the older
daughter, explaining that the older daughter igptetband so should take priority over her
natural daughter.

Lord Tokiyori’s argument in support of the youngester, who intends to avenge her
husband, reflects the traditional samurai viewustige and vengeance, with a Confucian
emphasis on social order. He says:

Although | can understand both sisters’ pointsiefw the older sister, Ikuyo, should
understand this: Regardless of one’s class orsstéitone commits murder, that
person should be caught and punished. This isathef our society. Even if your
younger sister does not seek out her husbandés kil vengeance, he will not be
allowed to escape punishment. As for your sisteusband, any man who is killed in
vain, even if he is the lord of a feudal domainl héve his lands confiscated and his

family banished. This is well-known... Thereforee tyounger sister should kill her
husband’s enemy to redeem her family’s honorabfea?&

2% This mother is never referred to by name. It isgatommon for mothers jnruri to be referred to simply as
“mother.” While often referred to as “elder/youngirughter/sister,” the daughters do have nameseltiee
daughter is named Ikuyo and the younger Matsuyo.

291 Nishizawa Ipp and Namiki Ssuke,H j Jirai ki, in Hara Michio, ed.Toyotakeza jruri sh , vol. 1 (Tokyo:
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Such vengeance would not be merely based on pémsoger, but for the greater purpose of
redeeming the honor of the younger daughter’s mehad his family. Without identifying the
killer and taking revenge on him, her husband, landxtension the whole family, would forever
be slighted as a “coward” who died an ingloriouatdeoutside of battle and went unavenged,
and his death would be classified a “death in yigu-jini),” which would result in the
confiscation of his lands and the banishment ofdnsly. It was the proper “waynfichi)” of a
samurai wife to take a revenge for her wrongfulliell husband.

At the beginning of the third act, the stepmotisedepicted as a typical exemplary
stepmother, who prioritizes her stepdaughter oeerdal daughter. Despite Lord Tokiyori’s
judgment that “the younger sister should kill haslband’s enemy to redeem her family’s
honorable name*®the stepmother defends the older sister, confornuirige expectations of an
exemplary stepmother. Lord Tokiyori’s judgment, afhis based on the way of the samurai, is
less important for her than her social obligatiowards her stepdaughter. After revealing that the
older sister was adopted, the mother continues:

If people somehow learned that my older daughter aclopted, and if my older
daughter were to learn about it, people woulddrplame me as a stepmother,
finding fault and speaking ill of our relationshipwould be regrettable and
shameful. Even though | didn’t treat my daughteffebntly, if other people speak

ill of us, that is the way people would view ufiave been taking extra care of her
for twenty-three years, and it has burdened mythesond measure... although |
know it would be the right thing to support my ygen daughter in her desire to kill
her husband’s murderer, | can’t, because | fedrithrgould ruin all of my effort until
now and people would say that my wicked-stepmatlagure appeared at this crucial

moment. This is why | have deserted my younger ks cause and support my
older daughtet®®

Kokusho kankkai, 1991), 108.

2% 1bid.
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This idea resonates perfectly with contemporargqgiples of proper behavior for stepmothers as
widely disseminated in textbooks for women inclupihe “How to Raise Your Stepchildren”
section ofHonch jokan a standard handbook for woréh.

Through the stepmother’s words,stke highlights the social pressure that impels
stepmothers to act properly and to avoid critici¥ins stepmother is self-conscious about such

social norms and considers it her obligatigimi § to treat her older daughter better so as not to
bring shameHaji ) on herself and her family. Significantly, she siiee word giri” three
times to explain her bond with her stepdaughteilenghe does not express her “loea’ai

i )” towards her stepdaughter. By concentrating arsbeial duty, the mother manages to
maintain exemplary behavior, like her predecessocenventionaljidaimonoj ruri plays. At
the same time, however, by presenting the motleerisments purely in terms of social pressure
and expectations, Suke suggests the existence of a selfish human@amtbat this seemingly
flawless stepmother might possess: a sincere, owaning love for her own daughter that she
would reveal if not for the social pressure anddwen pride and aversion to being criticized as a
bad stepmother. In this regard, she suggeststieanay be an ordinary woman, not unlike the
audience, who would try to imitate the behavioexémplary women in the textbooks without
necessarily possessing the exemplary emotional twhdr stepchild.

The point at which Ssuke’s depiction of the stepmotherHnj Jirai ki diverges from
the conventional description of exemplary stepmstie earlief ruri plays is the lack of the

emotional bonds underneath the externally impo&didations. For example, in Chikamatsu’s
2% 1bid., 109.

2% See pages 146-147.
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Kokusen’ya kassemhe mother of the hero, Watai, is clearly cognizant of social expectations:
she explains that she cannot let her stepdaugetkitled in front of her eyes, since she does not
want to sully her reputation and be called an ipmothet?®*At the same time, the mother’s

emotional bond with her stepdaughter is depicteabedifferent from a natural parent-child

relationship. Their relationship is constantly rede to as “parent and chi E,” and they
gladly die together in the end in order to clearplath for a crucial military alliance: “Mother
and daughter take each other’s hands and nes#éhtrg. then expire at the same moment, the
happy smiles on their faces a memento for thisavff The relationship between Waiai's
mother and her stepdaughter exemplifies the pri@@fj ruri convention that “if the characters
are good, the relationship between stepchildrenségimothers is bound by an even deeper love
than the relationship between the mother and e rchéldren.?” Wat nai's mother’s exemplary
behavior is not at odds with her sincere love far ¢hildren (including her stepchild), and the
non-blood family tie is celebrated as unbreakable.

On the other hand, the stepmother’s assertion afuan values itd j Jirai ki turns
out to be a superficial facade that contradictsther feelings. This presentsstike’s radical
view of a non-blood family tie that, “even on th@fagonist’s side, no matter how harmonious

the relationship between stepchildren and theprstegher appears, there exists a irreconcilable

2% This scene is not strictly analogous to the scem H j Jirai ki in that Wat nai's mother can only be said to
be choosing her stepdaughter over her naturalrsarroundabout fashion — by sparing her stepdaughte
denies her son an important ally for his army.rig ease, this scene does demonstrate the stroiygtidh to
treat one’s stepchild well, in addition to the eiooél bond between Watai’s mother and her stepdaughter.

2% Chikamatsu MonzaemoKokusen'ya kasse(The Battles of Coxingain Donald Keene, trFour Major Plays
of Chikamatspu1961 (New York: Columbia University Press, 1998)7.

297 Uchiyama, 1989, 188.
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jarring feeling at the bottom of their heart&Later in the same act, the true identities of the
dead body and the murderer are revealed. The dehdi® actually the older daughter’s
husband, who was killed by the younger daughter&hnd and dressed in his clothes. With the
murderer and the victim switched, it becomes thenger daughter’s turn to beg her older
sister’s mercy, while vengeance becomes the olaeghiter’s prerogative. If the stepmother were
truly exemplary, she would support her stepdaughteaking revenge on her natural daughter’s
husband. Instead, the stepmother stabs hersefessing that her exemplary behavior was a
sham:

How fearsome human hearts are. Evil should beaiest, but, against heaven, |

have kept darkness in my heart, and | will now makenfession. It's no secret that

my older daughter, Ikuyo, was a foundling... | a@dpher and raised her dearly, to

the age of twenty-five, without beating her, evdrew | sometimes hit her younger

sister. | went out of my way to treat her well ofithe sense of obligation to an

adopted child. But an obligation taken up for sg\appearances is easy to discard in

an emergency. | was secretly hoping that my youdgeaghter would be successful

in seeking vengeance, even though | said | woybghstt my older daughter... It was

only out of a sense of obligation that | cheristielolder daughter. Whom else can |

love from the bottom of my heart but my daughtenbyown blood#*
In this confession, the stepmother admits thatdsles not love her two daughters equally. It was
only her sense of obligatiogi(i) that made her pay extra attention to the oldegtter. Here

S suke breaks thgdaimonoj ruri rule that “the stepmother on the hero’s side atagheres to

her duty and treats her stepchild better thandwrahild no matter whaf®

The quality of Ssuke’s tragedy of obligatioryifi) and human emotion ( _) is subtly

2% |bid., 189.
2% H jo Jirai ki, 120-121.

30 Uchiyama, 1989, 295.
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different from the conventional presentation o§ttnagedy i) ruri puppet plays.
Conventionally, the tragedy lies mainly in the dmtfoetween societal obligation and personal

affection (often attachment to one’s child, repntésd by the oft-used expression, “blindness due

to one’s child” EG F@Fp7) and the suffering of the hero when he makesfdlif decision to
sacrifice someone he loves out of loyalty or satiebligation. However, this sacrifice also
highlights his nobility. The triumph that the sdice brings in the end of the play strongly
affirms the Confucian values that it embodies. Hosvein the scene iH | Jirai ki where the
mother confesses her feelings before her deathragedy arises because the stepmother cannot
make such a heroic decision. She realizes thatethgse of obligation that she was clinging to all
her life was superficial, and that her true feddiegntradict the Confucian ideal she wished to
believe in. While the stepmother’s realization ef heal desire brings her a sense of despair, it
also highlights her strong love towards her realgtiier, and calls for sympathy from the other
characters and from the audience. By foregrounttiagexemplary stepmother’s individual
desire that runs counter to societal dutysuke subtly problematizes the social structure that
causes this conflict.

This confession-before-dying scene also betraysbiiee conventional theatrical rules

regarding confession-before-dying scenggdiamonoj ruri plays. Such confessions are a

commonshuk , called a fnodori "G (return),” and are usually made by a character séroes
the main villain but is actually good at heart (@pents in the middle of the play) and seeks to
accomplish a secret good purpose by serving thearvilOften, right before the seeming villain’s

death, he confesses his true intentions (or repemthe protagonists and redeems his honor. A
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typical example is Gonta froiYoshitsune senbon zakuk@hen he was stabbed by his father,
who despaired of his son’s villainous behavior, taaonfessed that he was continuing to act
like a villain in order to secretly save the lifetbeir Heike master, Koremoti Although he
dies, his last confession restores his honor, addams him as a hero who has saved his master.

By contrast, the confession of the motheHin Jirai ki seems to be a reversedori
where a seemingly good heroine is made into a patweman, since it works to degrade a
character who has, up until that point, been acmgn ideal good stepmother. While the
conventionaimodoriscene functions to restore honor, this revemselori functions to
irreversibly destroy honor. The stepmother wik@ehave an opportunity to redeem herself.
Rather, she sacrifices her life and her honor tegeds a means to gain sympathy and make an
impossible last request. She says to her olderidaygAppease yourself by slicing me to
pieces, but please spare your younger sister’samaksb | will go to Hell for the sin of forgetting
the proper way of living, but if you pity me, pleasimply tell me that you will spare your
brother-in-law before | die**? By admitting that she has never truly lived hég by Confucian
values, she is able to make a credible plea foresioimg inconsistent with those values. Stripped
of her mantle as an exemplary stepmother, she bezamrmere woman with human emotions
and failings who is able to speak directly to oth&nd seek their emotional empathy.

In his first work as @ ruri playwright, S suke made some departures from the

conventional depictions of stepmothers and predestaconoclastic alternative to the

%1 Thekiri (final) scene of Act Three &foshitsune senbon zakufEakeda Izumo, Namiki Suke, and Miyoshi
Sh raku, Yoshitsune senbon zakuia Tsunoda Ichir and Uchiyama Mikiko, edTakeda Izumo Namiki Suke
kessaku sh Shin Nihon koten bungaku taikei 93, (Tokyo: Iwami@hoten, 1991): 472-493). This scene was
written by S suke.

%2 H jo Jirai ki, 121.
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conventional “good” stepmother type by depicting@man whose human emotions overrule her
Confucian values at a time of crisis. Through tiepmother’s confession, Suke suggests that
this kind of Confucian exemplary behavior can beerself-serving than genuine. The
stepmother’s confession represents an implicitliebeagainst these rigid social expectations,

and a reflection of audiences’ anxiety over thogeeetations.

The Stepmothers inNanto | san gane

This type of “good” stepmother who fails to adhtre¢he standards of exemplary
behavior because of her selfish human heart, r@vésled in the end, is central to several of the
j ruri plays that Ssuke wrote for Toyotake-za theatidanto j san ganefirst performed in
Ky h 13 (1728), two years aftéf j Jirai ki, depicts other variations on the “good”
stepmother type. One of the stepmothers, Osangs planajor role at the height of the play in
the third act, and the other one, Otsuiji, playsagonrole in the fourth act.

The beginning of the third act depicts Osano asxamplary stepmother who raises her
husband’s nephew. Without a child of her own, Osémgether with her husband, Kunisuke, and
her husband’s mother, raised her husband’s siensKamematsu. This accords with the image
of a woman who becomes a stepmother because dilitfeas described in female instructional
texts such a¥vazoku dji kun.*®® Osano has been raising Kamematsu for three yehesjshing
him as if he were her own chif*and is on good terms with her mother-in-law ad.wel

However, later in the third act, Kamematsu accidiénkills a man and is about to be sentenced

33 See the quote on page 146.

304 Namiki S suke and Yasuda Abun, Kawaguchi SetsukoNantoj sangane(Tokyo: Tamagawa daigaku
shuppanbu, 2011), 56.
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to death. In order to save Kamematsu, his grandenathd Osano each lie and claim that she
killed the man. The judge orders the two women dgtaimematsu’s arms, saying whichever
manages to pull him away from the other can betlistitute. However, while the stepmother
wins this tug-of-war, the judge declares the graoither the winner, explaining she wins because
she truly loves Kamematsu and therefore could anose him pain by pulling on his hand too
hard3® The judge rebukes the stepmother, saying thatvetx!d throw away her life for only
vanity and fame, so she is not worthy of beingdhiéd’s substitute **® On hearing this, Osano is
struck with shame, stabs herself with a sword,@rdesses her true heart:

My mother-in-law cherishes [Kamematsu] so deargt #he doesn’t mind sacrificing

her life for him. But since | was always praiseasg a good stepmother, |

couldn’t ignore my obligation. | thought | shouldme myself the murderer [to save

my stepson] so that | could win the honors ofialfldlnd wise woman, and be praised

as an exemplary wife. If my life were spared someHhavould be honored for the

rest of my life, | thought, in my selfish arrogandéy arrogance was seen through by

the judge whom | only just met today. My motherams and my husband Kunisuke

must have known about it all along. They must halweys praised me more than |

deserved so that | wouldn’t cause any harm, asabntrol a poisonous insect with

sweet herbs... For this shame, | cannot face anyreast I'd like to make what

little amends | can make by dyify.
This confession is similar to the confession ofrti@her who revealed true feelings of
preference for her real daughter right before leathlinH j jirai ki, since Osano also

completely undermines her reputation for treatingstepson well through this confession.

However, Osano is different from the stepmothdd i jirai ki since she does not have her own

35 This episode is taken fromoka seidanwhich is also similar to the story of the Judgin&ifSolomon. oka
seidanrefers to a group of episodes and stories relat@dhistorical magistrate of Edo,oka Tadasuke (1677-
1751). Although the stories are about a real-lgerie, they are mostly fictional, and many of theries are
adopted from other sources, such as Chinese stirirglge Bao.

306 Nantq 84.

%97 bid., 84-85.
165



child. When she admits that she observed her “abtg” only for the sake of saving face,
fulfilling her vanity, and bolstering her reputaticshe merely sullies her name, unlike the
stepmother frond j jirai ki who hoped to save her biological daughter’s hudhmgnadmitting
her selfish mind. In this sense, Osano’s confessimhdeath are less meaningful in the plot of
the play, and yield a stronger sense of “revenselor,” since all it serves to do is reveal that her
exemplary behavior as a stepmother was only supari{®

Act Four presents a different way in which a “gostEpmother admits that her sense of
“obligation” was superficial. Kamematsu'’s biolodicaother, Otsuji, became the second wife of
Hayato, and has raised his son, Takewaka, for ffears. She is ordered to kill her stepson,
Takewaka, to make him a substitute for Hayato'sterassore® but she refuses, for fear of
being accused of being an evil stepmother who lesaty kills her stepson. However, she and
her husband would be accused of disloyalty if ttaélyto provide a substitute for the master’s
child3*° She is caught between her duty of loyalty andoldigation as a stepmother. While she
Is wrestling with this order, her brother arrivehaher real son, Kamematsu, following Osano’s
death in the end of Act Three. This provides Otthgionly solution for fulfilling both her duty
of loyalty to her husband’s lord and her obligatama stepmother, but at the cost of her own
son’s life: “If I behead Kamematsu and presentigiad as Takewaka’s to be substituted for the

master’s son, | can be loyal, and fulfill my obkiga as a stepmother at the same time. If |

398 Actually, Osano’s death was not completely in vainge the judge took pity on the dying woman aedided
to make her the substitute for Kamematsu, sparmgfe. However, Act Four renders her death arel th
confession a complete waste, since Kamematsuéslldhyway as a substitute for another child.

39 Hayato’s master’s son is sentenced to death, sie@ecidentally killed a deer in Nara. Since deercansidered
to be messengers of a god, killing a deer is aecpmmishable by death.

%10 Nanto,95.
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compare my own child by blood to my stepchild, i@ hundred times more dear to me... but
this is my fateifiga).”*** At this point, Otsuiji is put into the typical sition that gachiyaku

hero faces, where he or she is caught betweerdalfduty and a personal attachment, and her
choice resonates with the conventiotaahiyakucharacters, who, despite the personal costs, act
as exemplary Confucian models. However, at the samee S suke makes Otsuji admit that her
true feeling is that she loves her son by bloodlumedred times more than her stepson, which
reflects Ssuke’s fundamental idea about the inherent impaoggibf the Confucian stepmother-
stepchild ideal.

Her bottomless love for her real son, whom sher@wdeen for three years, naturally
causes her to hesitate when she tries to kill Midthough [Otsuji] took the sword, how pitiful
was her son as he followed her around while shepnegzaring to kill him, on the very day she
was reunited with him. She hesitated, with hergéalting on her hand holding the half-drawn
sword.”®*? [t is not unusual for a typical good mother toitete when she tries to sacrifice her
child in aj ruri play. In fact, in Takemoto-za plays, such hestatypically forms the highlight
of the scene, since the focus on her suffering esiphs the tragedy of an exemplary mother
compelled to sacrifice her child by social and fumbligations. What is unusual in this scene of
Nanto j san ganas that Otsuji’s brother remains in the scene btiog her ability to kill the
child, and takes him away as soon as Otsuji hesitataking it impossible for her to complete
her duty as an exemplary samurai stepmother.

This intervention by Otsuji's brother reflects tldea that human emotion, especially a

1 bid., 101-102.

%12 bid., 103.
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mother’s attachment to her own child, is strongantthe sense of obligation to observe the
Confucian moral code. His words and actions bebeleef that Otsuji could not really place her
social and feudal obligations ahead of her owndclitting in Otsuji's place, Otsuji's brother
kills Kamematsu to make him a substitute for theterds son. When he presents Kamematsu’s
head, he says, “My sister was honorable as a sasaughter to wished to cherish her stepson
and sacrifice her real son, and | praised her atthleut she understandably became
overwhelmed with great sorrow when she actualgdtto kill him... I'm sorry it took me a while
[to kill Kamematsu], but please credit my sistartfiis.”™*® This speech seem to affirm human
attachment to some extent, expressing, throughrihteer’s words, the idea that it is rather
unnatural for a stepmother to sincerely considerstepchild above her own child. Under the
Confucian value system, Otsuiji is a failed stepragtivho was unable to kill her son for the sake
of her stepson. However, by making Otsuiji’s brotki#rOtsuji's son and give her the honor,
S suke undermines the typical representation of “g@teomothers as exemplary models by
portraying Otsuji as a character who, while stilltbetachiyakuside, failed to do her duty, and
iIs more sympathetic, approachable for audiences’faman” for it.

In addition to a “reverseiodori” Nanto j san ganelso subverts another conventional
j ruri plot device ghuk ). In the third or the fourth act ofji@aimonoj ruri, a substitution plot
is often utilized to increase the dramatic tensidnis became so conventional that, in a later
play, S suke himself made one of the characterdilvariyama hime no sutematsemark that

“there have been so many different types of suligiits done in the past. No matter how much |

2 |bid., 107.
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think about it, substitution has been done to d&&tiThe characters iHibariyama hime no
sutematsend up trying to use a substitution plot anyway,ibiails in the end. The seeds of this
distrust of substitution were already presertianto j san ganeOsano’s effort to save
Kamematsu in exchange for her life in Act Three wasted when Kamematsu was killed as a
substitute for Otsuji’s stepson, Takewaka. Likewlksamematsu’s sacrifice to save Takewaka
was made in vain because Takewaka was also kdl@dsecond substitute for the son of Otsuji’s
husband’s master in the final act. The double failf the substitution by the two major
stepmothers in the play undermines the conventiandubstitution was meaningful and critical
to opening a path to victory for thachiyakuside, and always praised and rewarded in the end.
The substitutions’ failure is in accord withstike’s general divergence frgmruri’s

conventions and experimentation with greater realispuppet plays.

The Wicked Stepmother inHibariyama hime no sutematsu

S suke’s representation of the evil stepmother Iwartdibariyama hime no sutematsu
departs from conventional representations of @gpmothers in a way that mirrors his departure
from conventional representations of good stepmistt&suke makes his exemplary
stepmothers more sympathetic by depicting individiegires that run contrary to Confucian
ideals. Similarly, he makes lwane more sympatleeiit relatable, rather than inherently
malicious, through her expression of similar hurearotions. While adhering to the frame of
jidaimonoperiodplaysin which the bad characters (those who do not rspenfucian values)

are punished in the end, sike’s representation of lwane is surprisingly Emio that of his

314 Hibariyama 226.
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exemplary characters. Through Iwanes&ke explores the extreme case of a transgressiite (
stepmother who completely prioritizes her individdesires over her social obligations.
Hibariyama hime no sutematswhich was first performed in 1740, was the fifudll
play Namiki S suke wrote for Toyotake-za theater before he tearpprchanged careers to
become &abukiwriter3'* This play is based on a medieval €time-related legendsétsuwa
about the origin of Taema Temple, which was eaddapted into numerous other forms of
religious and popular literature and &ftThe original themes of Ch hime-related stories are
largely religious (Buddhist), focusing on how theshtiful and devout princess, Ghhime,
renounced the world, wove a mandala, and becangheatied. The evil stepmother element
was added later, but it had already become an iapiopart of the Ch hime story as early as
the thirteenth century. Through her persistentyndi of her exemplary stepdaughter, the
stepmother in these stories functioned to highlightvirtue of Chj hime, who shows unfailing
filial respect to her evil stepmother. In some i@rs, the stepmother repents and is saved by the
mandala that Ch hime weaves, and in others, the stepmother is gipyolished by death.
However, the focus of these stories is onjChime’s virtue, and there is never adequate
explanation as to why the stepmother acts the Wwayses.

S suke’sHibariyama hime no sutematsliminates many of the religious aspects of the

315 After returning tg ruri, and later to the Toyotake-za theatersike began writingchinotani futaba gunki
(1751), but he passed away before the play was lededy scHibariyamais the last complete play thatSike
wrote for the Toyotake-za theater.

316 Adaptions of the CHj hime story include different versions sétsuwastories, mandala, picture scrolts,
plays, sermon ballads callsdkkybushi andkoj ruri. For an account of the religious adaptations ef th
Ch j hime story, especially in the visual arts, see Hkikuko, “Ch j hime setsuwa no tenkdiaimadera
Nakanob-z Ch j hime edero tansho to shite” in Keller Kimbrough and Sat@umazaki edsRublishing
the Stage: Print and Performance in Early Moderpada(Colorado: Center for Asian Studies, University of
Colorado Boulder, 2011), 37-54.
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story and instead focuses on the more worldly amdanistic theme of family relationships.
Acts Three and Four focus on the relationship betwbe evil stepmother, Iwane, and her
virtuous stepdaughter, Ch hime. Compared to the earlier Ghhime works, the role of the
stepmother (Iwane) is significantly more importaarigd she is given a strong voice to explain her
motives. Earlier in the play, Ch hime was entrusted with a statue of kd@nondeity by the
Emperor, but Iwane stole it from Ghhime?3!’ Knowing that it was her stepmother who stole
the statue, Ch hime, as a filial daughter, remains silent, eveshasis tortured by Iwane.

Ch j ime is rescued by her faithful maids and secretiisieed away to Mt. Hibari, but she is
found, and ordered beheaded for the crime of logiagstatue. The faithful retainers and their
wives twice attempt to prepare a substitute forjGime, only to be discovered by Iwane.
Iwane is finally killed by one of Ch hime’s father’s maid&®in Act Four, and Chj hime
renounces the world to pray for her.

Today, this play is known solely for its third aespecially the scene entitled “Torturing

Ch j hime in the Snowp W 27-2 ” (Figure 1) in which lwane accuses Ghhime of losing

the statue okannonand tortures her to make her confess who tookttdteie. This scene is
frequently performed both inruri andkabuki The visual impact of an older woman violently
beating the young beautiful woman is striking, &mdne is made into a more central character

of similar importance as Ch hime.

817 Earlier in Act One, Iwane caught Rinpei, a low-radlserving samurai, having a serious affair withaad who
serves the princess. It was a crime punishableshyhdor a samurai to have a relationship with arbehind
their master’s back, but lwane promised Rinpeitageport it to the lord if he did her bidding.

%8 This maid was actually the lover of Rinpei, who veéeckmailed into stealing the statue from Chime in the
first place. After being used by lwane, Rinpei coittea suicide, since he could not stand betrayihgj Ghime
and serving th&atakiyaku(evil) side. His lover considered Iwane as hisneyiesince she was the one who
corrupted him, and stabbed Iwane to take revengRifgei.
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Figure 1: The “torturing in the snow” scene frétibariyama hime no sutematsoriginal
banzukeplaybill, cover (left) and internal page (right);40.

Iwane’s direct physical involvement in torturing Ghhime is unprecedented. Conventionally,
this sort of action scene was reserved for maleachers. In earlier Ch hime adaptations, the
stepmother bullies Cly hime in a less direct manner, such as spreadingmuta drive

Ch j hime away from home, or ordering men to kill hey.d@ntrast, in this version, unsatisfied
by the way her retainers beat ¢rhime, lwane takes a bamboo whip to beatjChime herself,
“grabbing [Chj hime’s] hair and dragging her around, making hép gnow and slusi®
(Figure 1, right) in front of the ladies-in-waitiragnd retainers, while ignoring Chhime’s pleas

to torture her privately so as to avoid being s&®a bullying stepmother.

%19 Hibariyama 218.
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S suke seems to have been inspiredkdlyukiin depicting lwane as an actively violent
female villain. Takei Kyz points out that Ssuke most likely adopted the torturing-in-the-snow
scene directly fronkabukiwhere torturing a young woman in the snow was dlyeapopular
plot device(Figure 2). Ssuke’s innovation was to make the torturer theratdper, rather than a
man. In addition, Takei points out that male-rateoes had started taking over the euvil
stepmother roles ikabukiaround this time, which “all the more emphasizezlgtiilness and the
strength of the stepmotherg”lwane can similarly be viewed as a more “manlgpshother
character. Ssuke, who changed careers to becorkabakiplaywright two years after writing
this work, seems to have been eager to adopt ¢éwischaracter type frokabuki perhaps

because he felt confined by the conventions iefri stepmother types.

Figure 2: The torturing-in-the-snow scene fri@seisakuramond (Cherry Blossom
Correspondence of a Courtegah740. From Yakusha hitoe zakura, 1740.

Because of lwane’s role as a main villain, sheommletely unbound by Confucian

morality. This gives her greater liberty to speakl act on her attachments and desires, and to

320 Takei Ky z , “Hibariyama hime no sutematsw kan sei,” in Kabuki kenky to hihy 5 (1990): 33.
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say things that Suke could not express through a “good” stepmdtgare. Unlike the “good”
stepmother characters, Iwane affirmatively embracesfully voices the view that stepmothers
hate their stepchildren. When ordered by a malaiwrito steal the statue khnnonfrom her
stepchild Chj hime, Iwane gladly accepts, saying, “It's the wayhe world to hate one’s
stepchildren. | will gladly steal the statuekafnonfor you.®*

What makes Ilwane truly stand out from earlier wetkéepmother characters is the fuller
account of her motivation for bullying her stepdhiLike the stepmothers K | Jirai ki and
Nanto j san ganglwane makes a significant speech in which shéesses her true feelings just
before her death in the end of the fourth act. $hene can be regarded as a variationadori
— or rather an antinodori®**? Undercutting the conventional expectations for‘tmedori’ scene,
Iwane refuses the chance to repent and redeenoher,reinforcing her idea that loving her
own child over her stepchild is quite natural, anes without regret for bullying her innocent
stepdaughter. After Iwane is stabbed in Act Foamutbki, a faithful retainer of Cl hime’s
father, urges lwane to renounce the world befoeedsés so that her soul can be saved, but she
refuses:

[Harutoki says,] “Madame, you're badly wounded, avah'’t survive. Please
renounce the world and repent all of your evil desal that you may erase your sins
and be saved in the afterlife.” Harutoki helpednedo get up. Breathing hard and
with tear-filled eyes, Iwane said, “How stupid yare. My evil heart comes from a

blindness caused by my child. Now that my precithikl is dead? why should |
renounce the world? My wrath has only increasé .always the case that human

%21 Hibariyama 168.

32 Theater critic Kamimura lwao calls this scenavmtiori” while acknowledging that term’s problematic
application at the same time. He points out thanevneverrhodoru(returns)” to become a good person during
this confession, unlike the conventionalddori’ scenes where the confession right before deatisléo the
realignment of the character from the villain'sestd the good side. See Kamimura Iwao, “lwane Gagen
sh ne — fukkatsu jen no tameni,” ilKabuki kenky to hihy 5 (1990): 39.
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desires are limitless. Day and night, | hoped ke t8h ] hime’s life, bring out my
real daughter whom 1 left in my hometown, and mha&ethe heir to the Yokohagi
household... Although people say that they chahsir stepchildren, where in the
world is there a single person who can truly thofkheir stepchildren as their own?
... l will follow my daughter even to the deepesti@rof Hell. Kill me if you want...
My spirit will stay in this world and prevent Ch hime from succeeding the
Yokohagi household... Let me be a snake; let me $&rpent. | will haunt you
and....” Before she could finish, her tongue shridedad her spirit left this worl#?
Here, lwane is not presented as inherently evilrétiner as an ordinary person who has become

morally blind due to her intense love for her chlldfact, the expression “blindness due to one’s

child E >FpG G ” is used only twice in the entire play. In the etlusage of the phrase, lwane’s
ex-husband, Isotay who is on the good side, says before his dedthg ‘Only thing | care about
is my child. Among all the living things in this wd, there is nothing that does not become blind
for its child.”®* By making both a hero and a villain speak aboetindness caused by one’s
child — the same child — Suke suggests that the motive for Iwane’s “wickadhés not a trait
of inherently bad people, or an unrealistic tragarved for fictional villains, but an ordinary
human trait that can exist in anyone, even in gr@ds, or in the audience.

The point in lwane’s monologue when she asks, ‘@th people say that they cherish
their stepchildren, where in the world is therengle person who can truly think of their
stepchildren as their own®®is S suke’s most pointed criticism gfruri’s tendency to create an

idealized world of theater in perfect accord witbn@ician and feudal values, but not so much

33 |wane’s natural daughter committed suicide eaitighe same act.
%24 Hibariyama 238-239.
25 |bid., 195.

%2 1bid., 239.
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with reality. The traditional portrayal of exemptastepmothers ignores the very real conflict
between human desire and Confucian and feudal s:aByecontrast, Ssuke blurred the
boundary between good and bad stepmothers by intiogl the concept of universal human
desire. By portraying stepmothers who openly ackadge that they love their natural children
more than their stepchildren, and then dealing thiéhconsequences of that in various ways —
Osano’s suicide, Otsuji’'s hesitant resolve, lwanélainy — S suke explores the space between

traditionaljidaimonoand real life.

The Stepmother inFutatsu ch ch kuruwa nikki

S suke continued to wrestle with the conflict betweeman desire and societal duty in
his representations of stepmothers after he resinsezhreer asjaruri playwright at the
Takemoto-za theater. The representation of thergider in the eighth act éutatsu chch
kuruwa nikkiforms a stark contrast to the dark endings thattheestepmothers who expressed
their desire to favor their biological children$nsuke’s earliefidaimonoplays. Ssuke
explores the balance between personal desire @l sbligations by taking advantage of the
genre ofsewamonaomestic drama and the more flexible status afhitgacters. Rather than
going to the extreme to pursue individual desir@ @iscard social duty altogether, the
stepmother ifFutatsu chch kuruwa nikkishows one way of balancing the two.

Futatsu chch kuruwa nikkiwas one of the plays written by the team ofuke, Takeda
Izumo I, and Miyoshi Shraku for Takemoto-za theater during the so-callédltien Age” when
J ruri enjoyed its peak of popularity. It is a nine-setvamonglay; and, while there is a
controversy in terms of which playwright was in eof writing which act, scholars agree that
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Act Eight, which deals with the theme of a stepreothiho is caught between her stepson and
real son, was written by Namiki Suke®*’

Thesewamonaenre in puppet plays was established and popataby Chikamatsu
Monzaemon, and remained popular during the earlyhKyeriod (1716-1735) before
Chikamatsu’s death in 1725. Howevaewamondell out of favor after love suicide, the single
most popular topic adewamonglays, was banned from stage performances in 1723.
Sewamoneoecovered popularity during the “Golden Agé& Thesewamonglays created during
this period included fewer love suiciglays??° and more longer plays that reflected wider
aspects of townspeople’s lives, and were set ngtinrihe pleasure quarters, but also throughout
the city of Osaka, as well as country villaggewamonglays depict the lives of contemporary
commoners more realistically, focusing on the psimtical dilemmas of characters who face
familiar problems caused by issues of money, hurakationships, love, and Confucian familial
or societal duties. In this regard, the plight o6&ke’s stepmother characters is better suited to
sewamondhanjidaimonowith its focus on issues of political conflictsta@onfucian samurai

ideals enacted by idealized characters.

The eighth act ofFutatsu chch kuruwa nikkiis entitled “Hikimado,'F ,” and is one of

827 The issue of the main playwrighafe-sakushpof Takemoto-za theater during the “Golden Age” is
controversial. See footnote 97. Although MattheWwnkmn writes that “the original script of Skylight was the
responsibility of playwright Takeda Izumo Il (Inttaction to his translation in James Brandon andugireiter
eds.,Kabuki Plays on Stage (Hawaii: University of Hawaii Press, 2002), 23%) seems more likely that Act
Eight was not written by Izumo Il but by Suke.

38 Uchiyama, 1989, 237.

329 Although not repealed, the ban on love suicide plags not strictly enforced at this time.
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the most often performed parts from the entire,dayh inj ruri andkabuki®** In the beginning
of the act, Nuregami Clgor , one of the heroes of the play, who has killed fawil samurai,
flees to visit his mothét and to bid her farewell. Cgor and his mother were reunited a year
ago after their separation when @or was a child. Chgor ’s mother lives with her stepson
(her late second husband’s son), Nan Yohei, andifégs Ohaya. Ohaya is an ex-courtesan who
knows Chgor from her time working in the pleasure quarter. Klmdbwing that Chgor is
wanted for murder, his mother and Ohaya welcome aid let him wait on the second floor
while they prepare a meal. Meanwhile, the stepsdrel a merchant, returns with news that he
has been promoted to a samiffaind a local magistrate. His first job is to sedorhand arrest
Ch gor during the night. (Others are responsible forsarch during the day.) Although his
stepmother pleads with Yohei to spare @br , Ch gor eventually convinces his mother to
follow her duty as a samurai’'s stepmother, andosiheés Chgor with the rope of théikimado

window?3** Knowing his stepmother’s love for Chor , Yohei intentionally fails to arrest

30 Thej ruri version ofFutatsu chch kuruwa nikkiwas first performed on the 24th of the seventhtimoifi 1749,
and thekabukiadaptation debuted in Kyoto Hoteiya Umenojo zalen3rd of the eighth month, only ten days
after the origina] ruri. The second act entitled “Sumo-ba” and the eigletrentitled “Hikimado” have been
frequently performed, and thk@bukiscript for “Hikimado” is translated into Englisks arhe Skylight” in the
Kabuki Plays on Staggeries Kabuki Plays on Stage 234-258). The translation is not based on thgirma
j ruri script, but rather “on the unpublished scrigaiion) produced at the Kabuki-za, Tokyo, September 1994,
and on a videotape of a November 1984 performantteaame theatre (Ibid., 238).” Because the maigi
j ruri script is more narrative-based compared to thegliee-basedabukiscript, and thé&abukiversion has
gone through many changes and digressions frasuk®'’s original script over time, | will not useetpublished
English translation for quotations. Nonetheless,abmmon theme of a stepmother caught betweertdpeson
and her real son definitely occupies the bulk efkdibukiscript as well.

81 | ike the stepmother ikl j Jirai ki, Ch gor ’s mother is never referred to by name. In l&bukiadaptations,
she is given the name of Qk

332 As discussed below, his new rank is actually onglaf, but not quite equivalent, to a samurai.

333 A hikimadowas a high-set window common in Yahata area hoBes.to its height, a rope was required to open
and close it.
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Ch gor , claiming that he is “off-duty” during the day. Ate end of the act, Yohei cuts the pull-
rope as if to take Clgor away, but when the window opens, he intentionalistakes the
moonlight for sunlight, and mishears the bell'dstals signs of dawn, and releases @&ir .3

The act starts with a scene demonstrating thatiéostepmother sincerely cares for

Yohei and Ohaya, her family by marriage and obiaga{*O#.Fp 8). Having decided to tell
Yohei about her long-lost son when Yohei returhe,mother even announces that she will be
“the happiest person in the world, with three afgifd including my daughter-in-lavf?® Yohei's
stepmother appears to possess the same emotiotd boexisting with her obligations to her
stepson and her stepdaughter-in-law as conventexaahplary stepmothersijinruri.

However, at the same time, Yohei’s stepmother shilwe same quality as the
stepmothers in Suke’s earlier works: a blind love for her biolagichild that exceeds her sense

of duty towards her stepchild. She clearly distisgas Yohei and Clgor in terms of her

relationship to them, referring to her relationshith Yohei as “unrelated by blodeiFAFu '8

three times, while she repeatedly expresses henditonal love for Chgor . For example,

when Yohei showed her Chor ’s wanted-for-murder posters, the mother does retepd to

hide her love towards her real son. She immediashkg Yohei if she can buy all of Gjor ’s
wanted posters before he distributes them to theyers, implicitly asking if he would let

Ch gor escape. When Yohei asks if it is really all rigght her to spend the money she has saved

up to buy Buddhist offerings, she answers, “Evdniére to be damned to Hell, | can’t ignore

3 |t is also notable that the next day wak | -e :#O ,” a Buddhist ceremony for releasing living creasyr
such as sparrows, to gain religious merit. Yoheig¢ases” Chgor for this reason as well.

335 Takeda Izumo II, Miyoshi Shraku, Namiki Senry (S suke),Futatsu chch kuruwa nikkj in Torigoe Bunz et.
al., eds.)J ruri sh , Shinpen nihon koten bungaku zensf7 (Tokyo: Shgakukan, 2002), 274.

179



my feelings at this moment®*® Yohei’s stepmother shares the same level of “Hiivé” towards
her own child as the wicked stepmother, Iwane.®lthh Yohei’'s stepmother also shows her
concern for Yohei when he agreed to sell her ttetgue and spare Cgor by asking him about
his duty®*’ saving Chgor remains her first priority.

This appears to contradict both the conventidmaine that stepmothers on the hero’s
side always act according to Confucian social \@kred the pattern in Suke’s earlier
stepmother plays that this sort of blind love letdgagedy (or villainy). Both apparent
contradictions are at least partially explainedhsydifferent social classes of these stepmothers.
The requirement of being Confucian exemplars séerapply much more strictly to samurai
characters, angbdaimonoplays. Looking back, all the stepmothers thatuke depicted in his
earlier plays are women of the samurai class agsepted ifidaimonoplays. On the other
hand, this mother is a townswomah (nin), whose status has only just changed to the samura
class when Yohei was promoted. She shares the garsenality type with Gonta’s mother from
the third act olroshitsune Senbonzakusamerchant’s wife who dotes on her scoundrel son
(“Parents are always sweet, but mothers are evertsw(to their child’®®. Both characters are
creations of Ssuke, and reflect Suke’s idea of a mother’s unshakable attachmengaodwill
towards her children. As commoners, these motlhrera@ subject to the rigid samurai value
system that asks women to control their emotipisand to act according to social expectations,

and so they act relatively true to their emotions.

%% |bid., 282.
%7 bid., 283.

338 Yoshitsune senbon zaky#y6.
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S suke focuses on depicting Yohei’s stepmother’s emstf ), especially her blind love
for Ch gor , throughout most of Act Eight, rather than herseeof obligation. While Crgor
feels obligated to Yohei and decides to surrendaséif, the mother continues to resist, even
threatening Chgor that she will commit suicide if he surrenders reth* If she were an
exemplary Confucian mother inidaimonoplay, she would be expected to immediately agree
with Ch gor , and even encourage him to surrender himself teelyao fulfill her parental
obligation to her stepson, and to help her sondjpvé¢o the standard of a moral and honorable
samurai. Instead, as a townswoman who is truerteretions, the mother desperately tries to
stop her son from acting in accordance with sokestpectations.

S suke makes use of transitional class status irr dodereate flexibility for the
characters when faced with the conflict betweeividdal desire and societal duty. Act Eight

happens on the day when Yohei's class changed; dygpiointed a local magistrate,gordaikan

(4“2 ). He “is given samurai attire, long and short sdgp and his father’s samurai name,
Nanp J jibei. He is appointed village headman and madistigoverning seven village¥?
Sword-wearing and the use of a surname were samuvdeges; so when Yohei was allowed to
wear swords and the family name of Nanyas restored, he was considered a samurai.

However, local magistratg ( daikar) was a more ambiguous status in actuality. It @raes of

the “in-between class status8s ($x p6é ™ ),” between samurai and commoner, that were

% Futatsu chch , 285.

%0 bid., 276. For generations, the head of Yoheitsifa served as a local magistrate, taking the nafiiéanp
J jibei, but Yohei was fired for his wanton behaviand was living as a merchant. However, when thdde
domain got a new lord, Yohei was summoned and negdiis status as a local magistrate.
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newly created during the mid-eighteenth centtiri{anda Yuzuki classifies Yohei's status as “a
mere sword-wearer, allowed to wear swords whenuip-br a task given by the lord? Under
these circumstances, “samurai” is merely an addatitemporary identity for Yohei when he is
on-duty; his identity as a merchant continues istadeep at heart.

When Yohei decided to spare @or for his stepmother’s sake, Yohei takes advantage
of his in-flux status to justify not fulfilling higob duties as a magistrate: “When | wear two
swords, | am Jibei. Now that I'm not wearing swords, I'm Yohgust as before. I'm the same
Yahata townsman. These [wanted posters] are jostrahant’s merchandise. If you want them,
you can have them... it is not my duty [to catch @ir ] during the day** Today the change of
behavior between a “samurai” and a “townsman” isstered the heart of the performance.
Nakamura Ganjir | (1860-1935), &abukiactor who revived “Hikimado” and is famous for his
performance of Yohei, emphasized the importanchifing the style of acting between a stiff
samurai and a soft merchdfftAs a samurai, Yohei is strict, dignified, and digi obeys societal
rules. However, as a merchant, Yohei is accommoglatliexible, and a person who can follow
his human emotions outside of the framework of &udles. Ssuke gave Yohei an in-between
status in order to enable him to handle more tazdiby and with more complexity the conflict

between feudal duty and human emotions.

341 Kanda Yuzuki, “Kenkyu Nto: Kinsei no mibun kankaku to geino sakuhiRutatsu chch kuruwa nikkini
miru,” Ochanomizu shigakb3 (March 2010): 125-126.

342 Kanda, 2010, 126.
343 Futatsu chch , 282-283.

344 Matsuda Toshiaki, “Hikimado Futatsu chch kuruwa nikki in Kokuritsu Gekij ch sa shiryka ed. Futatsu
ch ch kuruwa nikki — Hikimad#&okuritsu Gekij j en shiry sh vol. 433 (Tokyo: Nihon geijutsu bunka
shink kai, 2001), 12.
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Yohei strays from the duty given by his lord, a&dein spirit, because he honors his
obligation towards his stepmother, and pities lesperate love for Clgor . This goes against
the idea that feudal relationships and duty aresicemed more important than familial
relationships and obligations. Howevers8ke minimized the seriousness of this transgressio
by minimizing Yohei’s status and his duty, as lgem those of a full samurai. First, Yohei lacks
the generations-old bond with his lord, since tire Is new to this domain and is not related to
Yohei's father’s lord. Second, Yohei's task is tigg official business of the feudal domain. The

lord asked Yohei to assist the siblings of thenséiil samurai, who are visitors to his domain, in

a private, secret act of vengeang@|Fn »>F.7f & ) more as a favor than as an act on behalf of
the domain. Yohei's task therefore falls somewhmteveen official and private. Finally, the task
is depicted more as an opportunity for Yohei toxgaanor and a reward if he can accomplish it
than something the lord expects to be accomplisfmkei says that catching Cyor would

“bring lifelong honor... and my mother would be egdingly happy** As Uchiyama Mikiko

points out, while catching Clyor is depicted as Yohei’'s potential “achievement ¢),” there
is no mention of Yohei's sense of obligation tovgis new lord?° Yohei is more driven by the
possibility of reward than by duty. Accordingly, ai’s feeling of duty towards his mother is the
only full obligation he has throughout the playhsois able to act on that without paying a
higher price than foregoing his potential reward.

Interestingly, the other characters in “Hikimad¢éSahave in-flux identities. As Yohei’s

status changes from a merchant to a samurai,dpsnstther and wife’s status also change,

%5 Futatsu chch , 280.

36 Uchiyama Mikiko, ‘Futatsu chch kuruwa nikkik ,” in Gein shi kenky 5 (1969): 9.
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because a woman'’s status depends on the familyedbegs to”’ Just like Yohei, who changes
his attitude from a samurai (at night) to that eherchant (during the day) in order to
accommodate his stepmother’s attachment to hertiserstepmother also changes her attitude at
the end of the play to that of an exemplary sanwnaother. Realizing that she was wrong in
only thinking about her real son and in forgettiteg duty to her stepson, the mother tells
Ch gor :

When | think about it, | wrongly ignored my duty Tace the truth, it is the right

way of human beings to desert one’s child to aefosatepchild in gaining renown.
Why did | try to hide you as if | were an animahatart, like a cat carries her kitten

in her mouth?... It is an expression of my devotiod bove ( | ) that | tried to
save you once; it is for my sense of du@#.) toward the child who is not mine by

blood that I bind you now. | protected you durihg day and | bind you at night, and

so | divide my hours for my stepchild and my rdaldatinto day and night. In this

way, | can be affectionate and fulfill my duty hetsame timé®
Here, the mother realizes the importance of hdagatibn to Yohei, and changes her attitude to
that of an exemplary stepmother, who prioritizesdtepson over her natural son. However, she
does so in a way that she does not discard heli@msas a mother. By dividing her day in two,

assuming the roles of a commoner mother who piresther emotions during the day, and a

samurai mother who prioritizes her sense of dutynduhe night, Yohei’'s stepmother, like

%7 Ohaya, the mother, and Gjor also have dual identities of their own, aside fithe samurai-merchant duality.
Ohaya has a dual identity as a former courtesaraamife. When she accidentally uses a pleasuretejudialect
term @h shi'— F, or funny) in her conversation with her mothetdam+ at the beginning of “Hikimado,” the
mother-in-law lightly admonishes Ohaya for usinglsa word when she is not a professional woman angm
(Futatsu chch , 272). The mother has a dual identity as the “midtbf a magistrate and as the mother of a
criminal. While she prioritizes her identity as tlmether of a criminal at first, she decided toifulfer duty in
the end, acting as a proper stepmother of a matgstiChgor ’s status is also in flux. He is a sumo wrestler
who maintains his bangs (a signifier of both yowthd sumo wrestlers) at the beginning of the adthb shaves
them off to disguise himself before he tries toagec Through this action, his status is shiftedhfiachild to

adult. This is made clear when he uses the worthileg of age ¢y )” to refer to his shaving off his bangs.
(Futatsu chch , 287)

% |bid., 288.
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Yohei, maintains a balance between the two poleasbyming an ambiguous dual identity.

Conclusion

A contemporary text gf ruri history explains the difference betweesesvamonaetting
and that of gidaimonoplay as follows: “thesewaplays love love, and th&lai plays are pure in
honoring obligations*° Sewamons purpose as a genre was not to present exemplary
characters who honored obligations at great petsmsé but to emphasize the emotional
aspects of human relations. In his representabbhgood” stepmothers in the earligdaimono
plays, Ssuke established his unique type of a “good” staperonvho falls apart when she must
face her selfish inner desires which give priotityner child over her stepchild. He also depicted
a “bad” stepmother who outright rejects the Cordnailuty to prioritize her stepchild. Through
these unusual depictions of stepmothersu&e highlights the unrealistic nature of convamio
exemplary mothers ip ruri plays who conform to samurai and Confucian idesaisl, implicitly
casts doubt on the validity of a value system pitetes such expectations on stepmothers.
S suke ultimately resolves the conflict between ahags feelings of blind love for her natural
child and her obligations towards her stepchildtbgosing the genre sewamonavhere he
could depict characters who were on the periphétigeorigid feudal class system, bound by
Confucian norms, but not rigidly so. By attributitige flexible social status of “local magistrate”
to the main character, Suke suggests the importance of a more flexiblenamck humanly

sensible attitude towards Confucian social rules.

9 Chikuh koji, 31.
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CHAPTER FOUR
Mythical Heroines and Provincial Daughters: Chikamasu Hanji and Hamemono

This chapter examines Chikamatsu Hargis C 8§ (1725-1783) recreation of
provincial daughters from mythical heroines intdigozal victims and discusses how Hanji’s
multi-layered depiction of the heroines reflects thles of ruri in the late eighteenth century
as entertainment, didacticism, and social criticigviile these three aspects were always present
inj ruri from the time of Chikamatsu, Hanji is more pohbfithan his predecessors. Hanji’s
representations of provincial daughters as victaaireroines hint that sacrifices by those at the
bottom of the social hierarchy, always exalted lbyri convention, may go unrecognized and
unrewarded, while the elites who benefit may notrmgally deserving. These characters, and
their popularity with audiences, reflect the tindesing which Hanji wrote. The dissonance
between the ostensible official power structurénwlite samurai class on top and the actual
power structure in which wealthy urban commonetd beeater economic power had grown so
strong that the commoner audiences started quasjitime existing social structure more
intently. This coincides with the beginning of i@ft of Japan’s cultural center from the
Kamigata area to Edo, and the emergence of a nese genre callegesakuand poetic genre
calledsenry, both of which were critical of contemporary sdgie@conomy, and politics?
Hanji's] ruri plays tap into this broader trend towards poligngering into literature through

the chinks and cracks bakufucensorship.

%0 Tanahashi Masahiro explains this phenomenon d@s@fi®mm population growth and economic developnient
Edo. Tanahashi MasahirSant Ky den no kibyshi o yomu: Edo no keizai to shakazdku(Tokyo: Perikan
sha, 2012), 161-164 and 198-261. Especially dftekly h Reforms (1716-1745), Edo’s economy flourished,
in contrast to the bad economy in Osaka. Ibid., s coincides with the so-called “Tanuma periade time
when Tanuma Okitsugu (1719-1788), who was knowrefophasis on promoting economic growth and laxity
with respect to censorship and regulation of pulnarals, served as the senior councitoy () of thebakufu
(1767-1779). The “Tanuma period” falls betweenklyeh and Kansei Reforms (1787-1793), during which
literature and theater were more strictly monitased controlled (especially the Kansei Reforms).
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Chikamatsu Haniji is a representative playwrightrfrime third generation ¢fruri
playwrights, and the last prominent playwright wikgularly wrote new plays. The playwrights
of this time are sometimes criticized for a peredilack of originality, heavy influence from
kabuki and formulaic and conventional story patternsweler, writing after the peak of
j ruri’s popularity, Hanji had to work within the estadbled playwriting tradition that came
before him, rather than establishing new convesti@ontemporary audiences had grown
accustomed tp ruri’s conventions and expected playwrights to adhetbdse conventions and
to present plays based on familiar materials. Pleghis were judged according to how skilled
they were at weaving together multiple sourceg¢ate a cohesive and creative play. This skill,
which first became popular kabuki is calledhamemondadaptation or retelling). The first part
of this chapter provides the historical contexivimch Hanji wrote, a time of crisis forruri
theater, especially after losing their permaneeatérs. The first part of this chapter also
discusses the state of playwriting at the time, thiedskill ofhamemonpwhich is critical to
understanding Hanji's plays.

The second part of this chapter focuses on examihi@ representations of Kiyohime
and Omiwa, the respective heroines in Hanji’'s papplaysHidakagawa iriai zakura¥9x | °
%&,<"&(Cherry Trees Along the Hidaka Riy&i759) andmoseyama onna teikinfi £1é& b

O« (Mt. Imo and Mt. Se: An Exemplary Taler71). Kiyohime and Omiwa are provincial
daughtersifiaka musume a new type of heroine jnruri plays that became popular in the late
eighteenth century, and remains popular in todagiéormances. Provincial daughters are

depicted in classical literature and theater -uidicig Kojiki, Heianmonogataritales,n plays,
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andsetsuwaanecdotes — and there are certain images and sheaneentionally associated with
these characters. Kiyohime and Omiwa strongly cetleese conventional images at the
beginning of the plays, but later are subvertedays that bring in more early modern aspects.
AlthoughHidakagawaandimoseyamdake place in different settings, based on diffefegends
and myths, and use different characters, Kiyohsree prototype for Omiwa. While Hanji
remade Kiyohime, a mythical provincial heroinepiat political victim in a subtle way, Omiwa
is remade as such in a more pronounced way, alti@gosictim who is ill used by scheming

heroes (high ranked elites) in the end.

Age of Crisis and Adaptation from Kabuki

The extreme popularity ¢f ruri puppet theater in the mid eighteenth century canaa
end in the Hreki period (1751-1763). A number of misfortunegalving interpersonal conflicts,
deaths of central figures, fires, a bad economy,tha resurgent popularity kébukitogether
caused ruri to lose its momentum. The biggest change wasodeedf permanent theaters for
both the Toyotake-za theater (Meiwa 2; 1765) aedldkemoto-za theater (Meiwa 5; 1768). To
be clear, this does not mean thatri was banned from these theaters, nor does it nha&thte
theatrical troupes ceased to exist. Ratherj thei theatrical troupes’ exclusive rights to these
two theaters were lost, and they had to competekaibukitroupes to secure performance
space. With the loss of the permanent theatelbgciame more urgent for both troupes to create
plays that would attract large audiences so thet tould secure a location for the next
production. In additiorkabukiin Osaka caught up wighruri in recognizing the importance of

playwrights; the first prominemabukiplaywright, Namiki Shza jE G U (1730-1773), wrote
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many popular original plays. Finally, the late eéaggnth century saw the cultural center shift
from the Kamigata area to Edo, with more Edo-bageidrs engaged in literary activities,
particularly satire. In this context, Chikamatsuniigtrove to compete with the reenergized
kabukiin part by borrowing from it, and by pushing theuhdaries of ruri’s genre conventions
to subtly work in political comments that reflecté® commoner audiences’ anxieties about the
contemporary authorities.

The seeds df ruri’s decline can be found during the “Golden Age.”jAsiri became
more popular, individual performers attracted deddans, and the power balance between the
chanter, theshamiserplayer, and the puppeteer started breaking davaalimg to “rebellions”
and power struggles within the troupes. The firshpnent incident happened in Kan’en 1
(1748) in Takemoto-za theater when a public feud/éen a popular puppeteer and a senior
chanter, which would have been inconceivable iretidier days of ruri,** forced the manager
to pick sides. This ultimately led to a chain reatf resignations, replacements, and bruised
egos that resulted in the main chanters of themake-za and Toyotake-za theaters switching
places, resulting the theaters’ distinctive stydegg mixed together, and making audiences

confused®?

%1 Mori Sh observes that, judging from the order of appeaamthej ruri scripts andanzukea poster-like
print work that contains a list of performers amayprights) from the 1700s to 1740s, the rankingheftroupe
members was “chanters, playwrights, puppeteersshanhiserplayers, in that order.”J( ruri, Heibonsha, 1970,
52-53) Notably, both Takemoto-za theater and theTake-za theater were established by chantere(fato
Giday and Toyotake Wakatay.

%2 About two months afte€h shingurawas first performed in the tenth month, the puppetvho played
Yuranosuke, Yoshida Bunzabur, complained vocally about the way the chantakémoto Konotay, chanted
in Act 9. Such a dispute would have been incond®é/m the earlier days ¢fruri when the chanters held
greater prestige and power, especially because tdpnaas an established chanter armhgashira or troupe
leader, who was “the representative and the sugmref the troupe alongside thamoto(the manager).”
(Kawatake, 480.) Since Bunzaburwas exceedingly popular, the manager, Izumddtided to side with
Bunzabur [, and hired Kzukenosuke from Toyotake-za as a temporary replanefar Konotay. Upset by
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Beginning in the Hreki period (1751-1763), an extended series ofortishes

contributed to the declines of both Takemoto-zatdweand Toyotake-za theat&fTakemoto-za

theater continued to suffer from internal confligiarticularly with the puppeteer from the

previous incident>* The subsequent manager eventually expelled thegeer, but felt it

necessary to publish a pamphlet justifying his sieaito quell the controversy.Additionally,

the theater caught fire twice and the manager mashied in several scandafSjncluding a

353

354

355
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this, Konotay left Takemoto-za with the other chanters to jonlyGtake-za theater. Displaced by these new
chanters, the remaining chanters at the Toyotakbezgter followed Kzukenosuke to Takemoto-za theater. For
an English language account of this incident, sersi®, 1990, 3.

Takemoto-za theater suffered from interpersonaflicts) the loss of key artists central to the “Geh Age,”
scandals, and repeated financial difficulties. Nar8i suke died in Hreki 1 (1751), and Takeda lzumo II, who
also served as the manageairfiotd of Takemoto-za, and mentor to the new-generailapwrights, especially
Chikamatsu Haniji, died in Heki 6 (1756).

Bunzabur | seems to have been involved in incidents of loctnfithin the troupe on several occasions. For
instance,) ruri fu explains that “there was a bit of conflict at ttime, and Yamatonoj[a chanter] and
Bunzabur left in the middle of the performance season”78@ J ruri fu, 126.)

The new manager Takedani IV expelled Bunzaburl from Takemoto-za theater after he was caught
moonlighting. Omi felt it necessary to post hiss@as in writing backstage and to publish a pampbsgifying
his decision. mi’s list of Bunzabur’s misbehavior show how deeply-rooted the confle&se, and, at the same
time, the fact that he felt a public explanatiorswagquired shows how significant the firing of sachopular
puppeteer wad. kan zasshithe pamphlet Omi published justifying his deaisio expel Bunzaburo, introduces
the account that was put up backstage as followsiile we assumed that [Bunzabliwould have his son take
over his roles and concentrate on writing, he hddferent idea. In addition to being an honoratlaster of the
art of puppetry, he also served as a playwrightng@bur] conspired with other performers with Yoshida stag
names, and planned to perform at the Onishi theataneone within the Yoshida group informed on, this

mi was greatly surprised. Thoughmi tried to discuss the matter and find a resofytgince [Bunzabuis]
ambition over the years was uncontrollable, thesis mothing else he could do. The four performeusizZBbur,
Bungo, his younger brother Daizabuand his family member Hikosabumere expelled at the same time, and
so they left this theater for the moment. The felltg account will be posted backstage at the tihe¢atexplain
these facts and inform the other performers thatrthshida performers will change their stage namesder to
rejoin our troupe."T kan zasshi38-39.

Takemoto-za's misfortunes did not stop there. 189 the same year thami expelled Bunzaburl, Takemoto-
za theater caught fire, along with another kabukitheaters (Naka no shibai andishi shibai), as a blaze
swept through the neighborhood. The theater wasltels a temporary theater half a month later, at
considerable expense. Two years lateni was arrested on suspicion of bribery when h@edvocal officials

to an extravagant feast and a shdiv.réki zatsurokun Iguchi Hiroshi, et. al. edskamigata K danshu Tokyo:
Yagi shoten, 1982.) Also around this time, from éimel of 1761 to the beginning of 1762, the govemtrievied

a huge tax on the townspeople of Osaka for “goveraaerviceqoy kin).” This caused the whole city of Osaka
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major incident’ in Meiwa 4 to 5 (1768-1769) that ruined his refiotaand, by extension,
seriously hurt Takemoto-za’s popularity. In theke@f the resulting public antagonism and its
financial difficulties, Takemoto-za’s theater waken over by &abukitroupe in Meiwa 5
(1768)3%#

Toyotake-za theater suffered a similar fate, al¢fioonore through bad luck than human
conflict. Toyotake-za theater burned down on twoastons, in Hreki 11 (1761) and again in
H reki 13 (1763), second fire being the same onelthatt down Takemoto-za theater.
Misfortune continued when the founder of the Toletaa theater, Toyotake Echizenri®jdied
in Meiwa 1 (1764), which resulted in the closureld theater in Meiwa 2 (1765), three years
before Takemoto-za theater was closed.

Despite losing their regular theaters, both theehadto-za and Toyotake-za troupes

to cut their spending on luxuries such as theBierause of mi’'s arrest and the reduced budgets of the
townspeople, Takemoto-za theater suspended penficaador a yeaiGiday nenpy). In 1763 the theater
caught fire again and needed to be rebuilt.

%7 This scandal was referred to as “kajichils 2A9« - .” Although he denied it, mi was widely believed to
have been part of a cabal that procured an edfms$ing a stamp tax on secured loans through mdadngery
and corruption, and he and appears in contempdédign and diaries as a member of the meetinghachvthis
edict was discussed. Public anger over the edicsozhigh that mobs vandalized the homes of tHuomeght to
have been behind it, includingmi. The edict was published in the twelfth monthl@67. It announced the

establishment of an office in Osaka that provideals(2A R 3 j4Ad ), and required that secured borrowers
(1) obtain a seal from the office when borrowingnap from lending houses, (2) pay a fee for the seabs of
the amount borrowed, and (3) renew the seal oneg/esix months (and pay the fee again). Sincevtbislid
increase their financial burdens, the people ok@gaotested. Tajihi Ikuo, “Hekiki no Osaka to Takemoto-za,
Takeda Ichizoku,” in Torigoe Bunzet. al. eds., gon jidai no j ruri to sono go(Tokyo: lwanami shoten, 1998),
124-126.

%8 There has been confusion over the year of Takematheater's closing, especially becausé afiri fu's

account that says Takemoto-za was closed in Mejwastead of Meiwa 5. However, Uchiyama’s detailed
analysis (Uchiyama, 1989, 18-21) based on severdgkmporary accounts of records of performancesalsv
thatJ ruri fu's account was mistaken. It was in Meiwa 5 that Takerza theater lost their permanent theater to
akabukitroupe. The performance records show that Takeiretheater only stopped being active in Meiwa 5.

%9 f/k/a Takemoto Uneme, Toyotake Wakatagind Toyotake Kzuke no shj .
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continued to create new plays and made an effgrétfiorm regularly. However, rather than
performing as one theatrical group, each troupefreggnented into smaller groups, led by
senior chanters who served as managers. The “Tdkerab members performed under chanters
Takeda Shinmatsu, Takemoto Tsunatand Takemoto Masakichi, who acted as managers.
Similarly, “Toyotake-za” members performed undex thanters Toyotake Konokichi

(Konotay )**° and Toyotake Wakaza, who acted as mana€fdrsaddition, a year after the loss
of the permanent Takemoto-za theater kalaukitroupe, several of the Takemoto-za groups
reclaimed the theater and performed a total ofdéir productions between them from the end of
Meiwa 6 to Anei 1 (1769-1772). Takemoto-za’'s mdaypright, Chikamatsu Haniji, continued

to write plays for the “Takemoto-za” performancé3akemoto-za theater during this period. In
Anei 2 (1773), ownership of the Takemoto-za theat&s sold to a publisher pfruri texts, and
performances became irregular. Takemoto Sometan broke away from the “Takemoto-za”
theater to start performing in Kita-Shinchi (aroyprdsent-day Umeda, north of @nbori

where the original Takemoto-za theater was locatet) Hanji began primarily writing for
Sometay. Meanwhile, “Takemoto-za” troupe members resunefiopmances in the original
Takemoto-za theater in Bbnbori again from the end of Anei 7 (1778) to Tenm (1781) with
Masatay as the manager, and things looked as if they fiadllyy rebuilt the dying Takemoto

performance tradition®*® Unfortunately, there was another fire in Tenm¢éL781) that stalled

%0 Suga Sensuke, who exclusively wrote for Toyotakéaeater, continued to write for Konotay

%1 These groups were somewhat like latter-day itematif rock-and-roll bands from the 1960s and 70s(@s
the Beach Boys, the Platters, and the Driftersh wiro or more competing lineups, each led by adeiginal
band members, touring under the original band name.

%2 7 ruri fu, 122.
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their progress. Hanji's last worlgagoe dch sugorokuRevenge at Ilga Passvas performed
in Takemoto-za theater in Bbnbori in Tenmei 3 (1783). After that, the Takeoyat troupe

stopped producing new plays, and stopped performagglarly.

Chikamatsu Hanji and the Art of Hamemono

Since the beginning of newruri (Chikamatsu Monzaemon%husse Kagekiyd 685)
until the mid eighteenth century, popular playsevasually created Qyruri puppet theaters,
with kabukilater adapting popularruri plays. Thekabukiwriters were often themselves actors,
and the primary modifications to the scripts wera¢ccommodate the main actors’ individual
styles and quirks. In addition to producing origiseripts,kabukireused ruri scripts that had
proved popular. Beginning in the keki period, howevekabukiregained popularity, and began
taking the lead in writing new plays and inventimgyv stage technologies, whjleuri started to
draw more heavily frorkabukifor ideas, plot twists, new character types, aad stage
technologies. This state of affairs led to an egéng interrelationship betweerruri and
kabukiin the H reki-Tenmei periods (1751-1783), with each drawdegs, plot devices,
character types, and stage innovations from therotiften in a cyclical fashion whereuri
would re-borrowkabukis innovations upon something thatbukihad originally borrowed from
J ruri. With hiskabuktlike signature style, Chikamatsu Haniji activelytgapated in this
cyclical borrowing and reborrowing from and kgbukiplays.

Kabuki’'s renewed popularity during this time wasted in the emergence of talented

playwrights®® who dedicated themselveskabuki Inspired byj ruri plays from the “Golden

%3 In contrast tg ruri that had had a strong sense of “the playwrigsdk(shafrom the time of Chikamatsu
Monzaemon, it took longer fdwabukito develop a sense of “the playwright,” whose esisle job was to create
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Age” and earlierkabukiplaywrights, most prominently Namiki Ska | (1730-1773), developed
new stage technologies and better, more cohesnig, gis a result of the art didmemong a
method of adaptation. Although his name is not e-known today, Shza | was highly
venerated and his name became one that was suddeddghe same manner as other
prominent performers’ names. Becakabukiessentially lacked a playwriting tradition, Sa’s
“art of playwriting” was inevitably taken from theruri tradition. In 1750, a year after debuting
as akabukiplaywright under the name of Izumiya h, Shza became pruri playwright in
order to study the art of writing plays as an appce to Namiki Ssuke, changing his surname
to Namiki. Shza returned to beingkabukiplaywright in 1751 after Suke’s death. Although

Sh za’s apprenticeship under §ike was less than two years, &nacquired the “rules [of
playwriting] passed down from master to stud€@Fp MG G 0d%™* and the “models that the

apprentices should learh EFp*fG =)— "3*for| ruri writing. Sh za wrote about ninety plays
over the course of twenty years until his death74@3, and restorddabukito popularity in
Kyoto and Osak&?®

Sh za was later recognized for his writing technigaled “hamemond Hamemonas

an interesting story to be perform&enki sakushaomments on how the playwriting art was nonexistent

kabuki “Unlike the writers of novels and historical fimh (sh setsu haishi'l &6+ ) and thg ruri

playwrights, there were no rules of playwriting g&& down from master to student, and no models that
apprentices should learn. There were no playwrifgirtsld kabuki instead, a group of actors gathered together,
picked asekaj decided on which actor would play which role, éimel actors spoke lines to each other [to form a
script]...” Denki sakushol5.

364 See footnote 363.
%5 See footnote 363.

36 Although active for only seven years, Takeda Jactive 1755-1762), originally an apprentice okdda Izumo
and later an apprentice of $fa I, also played an important role.
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described in Stea’s biography included iBenki sakusho E8i  (On Playwriting 1851) by

Nishizawa Ipp 0Y M; (1801-1853), &abukiplaywright and scholar:

There is a method of playwriting calleddmemon®®’ that makes use of pre-
existing plays. | heard that Lord Teika taught thhakashould use old words and
express a new heart. Faabuki it is the opposite. It is calledhamemonbto express
an old heart with new words. | heard that Namiki &hexplained that Shint
Genpachi and Sekiguchi Heita in [banjikkokd® are indeed Nuregami and
Hanaregoma frorfrutatsu chch wearing samurai attiré&® This kind of application
cannot be done without splendid writing skills. ta&ent is extraordinary indeed. In
contrast, recentfamemonbworks just change the names of the roles withetkeect
sameshuk , shigumj andkotobatsuki They should be called “cut-and-paste copies”
instead. It should be considered most embarras§ing.

As Ipp ’s description indicates, Sha’shamemondechnique was not simply a patchwork of
source materials in which the playwright changedrithmes of the characters. Rather it is a
technique of “using the olklbukiplays while devising thehuk and wordings to make a
completely new play — making the audience think thia a completely new play, or impressing
the audience with its extraordinary transformatigrintentionally leaving some remnants of the

original plays.®™

%7 The originalkanji used for this part i$zZ e (with thefuriganaphonetic guideFyG G Fjp which literally means
“translated, interpreted, or adapted, sentencéteaature.”

38 A kabukiplay called Sanjikkoku yofune no hajimatl %%,  (The Origin of the Thirty-Koku Shif758).

%9 In Futatsu chch kuruwa nikki(1749), Nuregami Clyor , a superior sumo wrestler, deliberately loses to

Hanaregoma Clkichi in a sum match so that Clkichi might do Chgor a favor for his master. Chor
continues to serve his master, Yogaacrificing himself. Skza uses this plot element$anjikkoku yofune no
hajimari (1758), depicting the swordfight by two samurdiirfo Genpachi and Sekiguchi Heita in which
Genpachi deliberately loses to Heita so that héntdg his master a favor. There are many paratetise two
works, and, at the same time, 8a makes it very much an original play by remakheytownspeople’s world in
Futatsu chochdnto the samurai’s world i8anjikkoku

870 Denki sakusho37.

31 Mizuta Kayano, “H reki kabuki— Kamigata,” in Torigoe Bunzet. al. eds.Kabuki no rekishi (Tokyo: lwanami

shoten, 1997), 155. On a side note, a good pamdtehple of a play using thihdmemonbtechnique in the
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Concordant with Ipp's view, Sh za was widely regarded as a mastenarhemonoHe

created particularly novel and unexpected juxtammys. For instancdenjiku Tokubei kikigaki
rai (Rumors of Tenjiku Tokuheli757) follows the conventionabie s d ” or “household

disturbance” plot, but Slza adds thehuk of using a villain (a person who tries to takerove
Japan), Tenjiku Tokubei, as the main character,jrecaporates many supernatural elements (the
protagonist, Tokubei, practices magic). This incogbion of spectacular supernatural elements
as well as using a villain as a central charaatewlty influenced contemporayyruri
playwrights, particularly Chikamatsu Haniji. Hanjifaining was similar to Slza’s, as was his
playwriting style that created innovative playsotigh surprising juxtapositions and retellings of
well-known popular materials.

Chikamatsu Monzaemon and Namikistke were both key playwrights who contributed
toj ruri’s rise during the period from late seventeenthwgn(from Shusse Kagekiyia 1685)
until 1753 (Ssuke’s death) by establishing its genre conventaamisthe two distinctive styles of
the Takemoto-za and Toyotake-za theaters. In csinttee representative playwrights during
j ruri’s “decline,” Chikamatsu Hanji (1725-1783) and S@&gmnsuke (active 1767-?) had to work
within genre conventions that were firmly estaldidltand ossified, rather than making new

stylistic innovations. Fierce commercial competitigith kabukiperformances also compelled

modern American context is the 1957 musidédst Side Storynspired by Shakespear&emeo and Juliet
Using the terms of early-modern Japanese thé&fst Side Storghanges the “sekai” from aristocratic families
in sixteenth century Italy to street gangs of défe racial origins in twentieth century New Yowkhile
preserving manyshuk ” from Romeo and Juliesuch as how the boy and the girl meet at dandg, reow they
secretly meet at the balcony after falling in lolrew the boy accidentally kills one of the girlanfily members
after losing his close friend and is banished, lao the lovers died tragically amid the feud betwte two
groups. While using the samshuk ” and making strong parallels Romeo and Julieaddressing similar
themes of tragic young lovers and the vanity ohsieuids West Side Storglso addresses very contemporary
social issues, particularly the plight of raciahaiities and issues of class. It is not a simpheaiee of a well-
known play, but rather, a clevend&memonbthat adds twists, reinterpretations, and reiniar to the original
play and presents it afresh to contemporary aud®rspeaking to contemporary issues.
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J ruri to absorb the styles, stories, and characterdb#wme popular ikabuki As a result, the
“new” plays created during this period relied héawen reusing preexisting and conventional
themes, settings, and stories. In fact, most ob@e#is plays that are still performed today are
direct rewrites of Chikamatsu Monzaemon'’s wotk&Vhile most of Hanji's works are not direct
rewrites of earlier plays, his “new” plays rely the conventions, popular legends, staging,
characters, and story types that were already if@ntd contemporary audiences.

Some modern scholars criticize this as a lack igfimality indicating the inferior quality
of the playwrights: “The playwrights were not stetded. They were either so-called
‘technically-oriented’ playwrights who engaged wedy complicated plots, or the ones who
tried to get by day-to-day by rewriting preexistiplgys.’®”*An alternative view is that Hanji, at
least, was participating in the contemporary trewdards the use dfamemonpand that he was
guite good at it in that he infused recycled eletmavith added weight, such as contemporary
themes and novel juxtapositions. Although plotataed byhamemonare complex because they
are woven together from multiple source materihlsy were not as overly complicated to
contemporary audiences as it may appear to modeliereces because contemporary audiences
were quite familiar with the source materidléWriting in a time of ossified genre expectations,
Hanji’'s skill athamemonavas invaluable in creating new plays that satiséiadiences’

expectations of seeing familiar material, yethat $ame time, subverted their expectations about

372 Sessh Gapp ga tsuji @ * ce4e3- (Gapp at the Crossroad<l773) is the only play by Sensuke in the current
repertoire that is not substantially a rewrite.

373 Kuroki Kanz , J rurishi (Tokyo: Seijisha, 1943), 529.

374 As Moriyama Shigeo points out in his discussioseakaj a skilled playwright would “effectively marshal
materials commonly well-known both to the writerglahe audiences to create a new play.” Moriyanigesh
“Sekai to iukoto — mi Genji senjin yakata megutte’Kikan zasshi kabuki vol. 1@ct 1972): 85.
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the familiar material and surprised them with sdrimg new.

Hanji’s skill of hamemonas distinct from earlier rewriting of existing mats in three
ways. First, Hanji took popular plot devicefigk ) from his source materials and transplanted
them into new worldssgka). Since the roster ghuk was mostly fixed by Hanji’s time, space
for creativity existed in usinghuk imaginatively rather than inventing new oniészairoky a
contemporary text for playwrights, advises thateiethe oldshuk need to be pruned so as not
to bore the audience — dress them in new costumdemnake them into a new pladf”Second,
Hanji weaved together materials from multiple sesrmto a single new play. While this may
seem overly complicated to modern audiences, theeeonaterials were all drawn from familiar
materials for contemporary audiences. Importatitky,various sources were integrated and
interconnected within the new play, rather thamgust a patchwork. A good example, which is
discussed later, is the use of the Tanabata legeadneans of undermining the Odamaki legend
in Imoseyama onna teikimhird, hamemon@mbodied an interactive “game” between the
playwright and the audience that had waxed sineé@olden Age.” After decades pfruri,
audiences developed familiarity with common soumegerials and conventions and came to
expect them; playwrights surprised audiences byipdainto these expectations with familiar
materials, then betraying those expectations wloatwist; and audiences, in turn, came to

expect such plot twists.

Hanji was born Hozumi Shigeaki B'v  ,*°the second son of Hozumi lkan

375 Kezairoky 428.

376 His exact name is controversial. Some say I8 . The reading of thkanji also varies: Shigeakira, Shigeaki,
Nariakira, and Nariaki.
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(Koretsura) ' e2 , a Confucian scholar andruri connoisseur, who associated with
Chikamatsu Monzaemon and wrdtaniwa Miyagewhich is famous for its inclusion of an

essay on Chikamatsy'sruri writing philosophy. Hanji took the name Chikama#suhis

penname, with the last name Hanji. The charactersl&nji are § , which literally mean
“half” and “two.” This seems to represent Hanjéspect for Chikamatsu Monzaemon, saying
that he can only be half the playwright Chikamatsis. Hanji studied to become a playwright
under Takeda Izumo Il. He was one of the youngwiaghts, along with Takeda Bunshi, who
debuted as successors to Namiksiike after he died in the ninth month of Kan’'ed451). The
first play for which Hanji was credited as a writeasEn no Gyja mine zakurdEn no Gyja
and the Cherry Trees at Mt.ming 1751), first performed a month after Suke’s death. Takeda
Izumo Il is credited as the main writer (under e name, Geki), and Hanji and Bunshi are
both credited as his “studenf€”This appellation demonstrates Izumo’s intent tpkasize the
legitimacy of the young writers as Takemoto-za thes official playwrights. Haniji is different
from earlier generations of playwrights in thatvires the first (and last) major playwright to be
extensively trained as such: he studied the antritiing j ruri plays for twelve years before he
made a debut astate-sakushdmain playwright) in 1763

Chikamatsu Haniji is often regarded as the last majari playwright who consistently
wrote new plays. Hanji himself was very consciotieis mission to restructure and revive

Takemoto-za theater, apduri theater as a whole. He even becamaraotoin Anei 3 (1774)

377 Above Hanji and Bunshi’s names is writtendnjin6U G” or “students,” on the last page of the first [isied
textinEn no Gyja mine zakura.

3 This was due to the great success sti  Adachi ga haran 1762, based on a legend about a demon woman.
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and 4 (1775), which indicates how central Hanji waaghe business management of Takemoto-
za theater performanc&$.n an Edo-period comical fiction workdkkeibone' « ) entitled

Anasaguri0O —H (1770) in which the contemporary Takemoto-za plagits including Hanji

visit Chikamatsu Monzaemon in the world of the demaee of the visiting playwrights, Miyoshi

Sh raku, says that they are living in a “deterioraage uibi no jisetsuf aFpi( )" and
laments the instability of small theatrical perf@amses, saying thatruri theaters are like small,

faint fires that sometimes spread and sometimesugi® Hanji is also depicted as a character in

Okamoto Kid'’s , ¢)ay modern playChikamatsu Hanji no st C 8Fp Z (The Death of
Chikamatsu Hanji1928), which depicts an aged Hanji lamentingdéeerioration of ruri, and
his death marking the end jofuri as a creative endeavor.

Just as Namiki Stza | adapted plots, performance styles, chara@adsplot devices
from earlier ruri plays, Hanji consciously adapted many performatgles, characters, and
plot devices from contemporary popukabuki®* Stylistically, Hanji’s scripts became closer to
kabukiscripts than earligr ruri scripts, with increased direct dialogue betweenctharacters.

Hanji’s plays are also renowned for visual entertant and the effective use of music, which

3 |t was unprecedented for a non-Takeda-family plaghirto serve as zamoto “Chikamatsu Hanji chosaku
nenpu to kenky no tebiki,” in Kokuritsu gekij gein ch sashitsu, edJ ruri sakuhin y setsu 3 Chikamatsu
Haniji hen(Tokyo: Kokuritsu gekij, 1984), 707.

380 “There used to be only two puppet theaters in tst port of Osaka, Takemoto and Toyotake in theaabthe
west. But now in this deteriorated age, theatexsaerywhere, like leaping flames or local firesne moment
they are flaming faintly, and the next moment theyextinguished. The plays aren’t so popular ardoma, but
only with the performers, and they drag on. Chamgro have only chanted trivial parts are suddenbharge
of significant parts — it's like a small kitten ing to swallow a whale, when it’s obviously not pifige. And they
only perform the third act from morning till nightthich bores the audiencéhasagurj cited in Uchiyama,
1989, 8.

%1 Many scholars have pointed out tebukilike nature of Hanji's works. See Kawatake TosH@hikamatsu

Haniji no sakuf,” Kikan zasshi kabuki vol. 1®ct 1972): 44-53.
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are again elements similarkabuki The original nature gf ruri was that okatarimono(oral
narrative performance) in which the charactersaggaved into the narrative performed by a
single chanter, and the visual components on stagh, as the puppets, were considered
secondary and supplementary to the chanting. In ¢aanting could be done without the
accompaniment of the puppets, but puppetry couldeagerformed without chanting. By
putting an emphasis on the visual aspects andighegde, Hanji’'s plays break away from oral
storytelling katarimong, and tend to be closer to the action-based, -altteen performances of
kabuki These stylistic aspects enabled Haniji’s scriptset readily translatable kabuki and
many of them were adapted irkabukiplays that are still performed today.

In addition to these stylistic resemblancekdbukiplays, Hanji’'s most representative
plot type is also shared wikabuki Uchiyama Mikiko points out that many of Hanji'ovks,
especially earlier ones, can be characterizednabnnin geki or “rebel plays,” in which the
drama centers around villains and rebels who amilsily scheme to seize pow&rFor example,
in Haniji’s first play,En no Gyja mine sakuraPrince tomo, who discovered that he was not
the son of the emperor, but the son of an evil stémj becomes determined to become emperor,
because that is something no commoner has achimfeck. This exploration of the villain’s
motivation and determination to achieve his goalnprecedented in earliprruri andkabuki
since earlier villains usually acted evilly simflgcause they were evil by nature. This emphasis
on the villain and his motive and determinationnse¢o have been influenced kgbuki
particularly contemporary plays by $ta, who wrote many plays that revolve around their

villains, such agenjiku Tokubei kikigakirai. Nikawa Kiyoshi examines Haniji’s rebel plays and

382 Uchiyama Mikiko, “Chikamatsu Hanji no doramatsurtigiikan zasshi kabuki vol. 1®ct 1972), 68.
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points out that they have three distinct featufesAn active protagonissfiutaise); (2)
scheminglf ryaku) in order to achieve power and self-actualizatenmg (3) relativization of the
concept of “rebellion.” In his rebel plays, Hanjeated characters who scheme in pursuit of
goals that contradict tHeakufus class structure, and yet these rebel heroeatteetive and
compelling characters. In doing so, Hanji questithesconventional notions of good-versus-evil
reflected injidaimonoj ruri plays, namely that “good” seeks to perpetuateeitigting order,
while “evil” seeks to overturn the state.

The antiheroes in Haniji’s rebel plays have a stisemgse of their objectives, and do not
hesitate to sacrifice anything or anyone arounchthreorder to achieve their godf8This is also
true for Hanji's conventional pro-state heroeshia later plays, such &moseyama onna teikin
While the play centers around Fujiwara no Kamatad his son Tankai, who are both
unequivocally “good” characters in service of thageror, neither hesitates to sacrifice innocent
people in order to achieve their goal of protecting restoring power to Emperor Teniji. In
Hanji’s jidaimonoplays, the distinction between the good and tltki®aot as clear as the
distinction between the strong and the weak. Thefig” characters use their power and
knowledge to achieve their goals, while taking adage of or victimizing weak people. Women
are never strong, and are always taken advantaiféhan discussing ruri’s representation of
women, Uchiyama Mikiko points out that the worldsreen and women never intersect in
j ruri. Female characters are always the ones who acewrwd with love (both romantic and
familial), while the male characters are preoccdpwth political and public relationships. One

of the big themes qgf ruri plays is to depict the tragedy that arises froendisharmony between

%% 1bid.
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these two worlds, particularly female characters ate sacrificed@*Contrary toj ruri’s

tradition of justifying sacrifices on the protagsisi side as driven by fate, the sacrifices in
Hanji's works are depicted as the results of thedé® machinations. This emphasis on human
agency and its consequences departs from theiskedl ruri theme of narrating the tragic and

inescapable fate of the world, and comes closkalaikis depictions of human drama.

Provincial Daughters as Mythical Heroines

The second part of this chapter focuses on exagthia representations of Kiyohime
and Omiwa, the respective heroinetHadakagawa iriai zakuraandlmoseyama onna teikin
Kiyohime and Omiwa are provincial daughtarsaka musumyge a new type of heroine inruri
plays that became popular in the late eighteenttucg and remains popular in today’s
performances. In classical literature and theatech{ a¥ojiki, Heianmonogataritales,n
plays, andsetsuwaanecdotes) provincial daughters are often assatiaith the supernatural
mythical world and romance with a noble in exileyéhime and Omiwa strongly reflect these
conventional images at the beginning of the plays |ater are subverted in ways that bring in
more early modern aspects. Kiyohime is a relatigélgightforward adaptation of the
protagonist of the O ji myth, which has its origins in medieval Buddhastecdotes that depict
her as an embodiment of female jealousy. Omiwdherother hand, is more uniquely Haniji’s
creation, loosely based on (or inspired by) a nirytiwhich a provincial daughter marries a god.
Omiwa is a hybrid of multiple sources and elementduding Kiyohime. This section

introduces the conventional images and associatibpsovincial daughters and jealous women

34 Uchiyama, 1965.
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in myths and tales, which Hanji both used and stbdan creating Kiyohime and Omiwa.

In myths,setsuwastories, anch plays, provincial daughters often appear as laoats
of gods, aristocrats, or high-ranked samurai wieoogran expedition or in temporary exile. The
provincial daughters provide temporary comfortite imale protagonist in a time of misfortune,
and often bear a child. Often these tales end thh#ghman’s departure and a sacrifice by the
woman (often for the benefit of her child). For ex#de, inGenji monogatari Genji meets
Akashi during his exile to Suma. Akashi is the daegof a lay priest who was formerly a
provincial governor of Harint® and a high-ranked aristocrat in Kyoto. Eventu#kashi bears
a daughter to Genji, who gives him supreme polipcaver by marrying the Emperor. However,
Akashi’s lowly upbringing is an issue throughout 8tory, and she is forced to give up raising

her own daughter so that she can have a propeingphyg in the capital. In a play entitled

MatsukazeC8% the fisherwomen sisters, Matsukaze and Murastatkeabout their romantic
relationships with Ariwara no Yukihira, an aristatm exile in Suma Bay. They were abandoned
when Yukihira returned to the capital.

In early modern theater, provincial daughters dioappear as central characters as often
as prostitutes, mothers, samurai women, towns@méchi musunjeand townswives, at least
not until later in the Edo period. This is becatieeplays are often set in an urban location,
depicting issues familiar to urban commoners, ashinancial problems, a triangular
relationship with a prostitute, a conflict with thester of one’s husband, etc. When provincial

daughters appear as heroines in ganlyri, they are often depicted as the embodiment of the

5 Present-day Hygo.
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exotic countryside, and the source of inexplicaipernatural powét® An example is Chidori,

a fisherwoman from rural Kikaigashima Island wharnes an aristocrat in exile iHeike nyogo

no shima! élaa (The Heike and the Island of Wonpenritten by Chikamatsu Monzaemon
and first performed at the Takemoto-za theatei7it@$®’ She is described in detail as almost
naked, wet, and with disheveled hair. Her localetibis emphasized to show that the setting is
in an exotic countryside far away from the capdradl the urban cities where the play was
performed. In the second act (which is the onlytlaat is performed today), Chidori is a
daughter-like figure to Shunkan, the protagonistpwacrifices himself to enable Chidori go to
the capital with her husband. Unlike the classstaties, she does not seem to possess any
mythical or supernatural power. However, latethia fourth act, she is killed by the villain
Kiyomori and becomes a ghost who haunts him andesahis death.

A new type of representation of provincial daughteecame popular in the 1760s, when
the conventional image of the provincial daughteaaoble person in exile’s local lover was
merged with a love triangle and female jealousys Type of provincial daughters shares with
provincial daughters in classical stories the graftfalling in love with a nobleman in exile (ar i
disguise) who has a formal wife back in the capaald making a sacrifice in the end. Another
shared aspect is supernatural power, which, inteation, is connected with female jealousy.
Chikamatsu Haniji’s representations of jealous prorl women, however, are less self-

sacrificial and powerful. He begins with the classimage of the provincial daughter as a

3% Following the earlier typical representations afyincial daughters.

%7 The play is based on the episode of Shunkan iffadtes of the Heikand then play ShunkanTaira no
Naritsune, an aristocrat who was in exile to Kigaigima Island in Satsuma, marries Chidori, a local
fisherwoman. In the famous scene often performemimemporarkabukiand] ruri, the protagonist, Shunkan,
who is also in exile with Naritsune, sacrifices bati to enable Chidori to go to the capital withritkine.
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temporary love to a nobleman, who is exotic, béaltnd possesses supernatural power, but
rewrites mythical heroines by minimizing their migid powers and exotic nature, and depicting

them as more commonplace, ordinary women.

Jealous Women inJ ruri Puppet Theater

Although jealousy is a universal feeling, it haaditionally been more strongly
associated with women in Japan. The associatiowoofen with sin, particularly the feelings of
jealousy and attachment, was particularly emphdsiz&uddhist literature, and permeated

classical Japanese culture. For instance, in eodarty of associated words for composiagga

poetry (linked verseRenju gappeki sh4 # ce#e7Y (1476) by Ichij KaneyoshiM 2 A,
(1402-1481), “being jealousétam)”’ and “dragon fatsy” are listed as associated words for
“woman ©Enng.”*® The theme of jealous women can be seen in Hdinatiire, such as Lady

Rokuj from Genji monogatatiand various plays depicting religious salvation of jealous

women’s spirits (such a&anawa5r3o, Aoi no ue-G V, andD | ji). Jealous women are
dangerous, and often transform into demams)( mountain witchesohibabg, or snakes and
attack their rivals or lovers. Inruri plays, however, straightforward display of femai@ousy
does not fit well with the genre conventions fgoressenting women. As discussed earlier, the
female characters inruri must be fundamentally good, so as to accord \uiir beautiful
appearance. As a result, displays of female jegl(ausegative and dangerous feeling) are often

suppressed by the woman, or only manifested unaursy. For instance, iKarukaya D shin

38 |chij KaneyoshiRenju gappeki shvol. 2. Hand copied by IchijFuyuyoshi, 1476. Available National Diet
Library online (http://dl.ndl.go.jp/info:ndljp/pi@544949?tocOpened=1), 11-12.
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Tsukushi no iezut@iKarukaya D shin and a Souvenir from Tsukushy35) the hair of a man’s
wife and his mistress transforms into snakes it fvhile the women are sleeping. In this
context, Kiyohime and Omiwa’s unequivocal displaygealousy and enmity towards their
rivals are distinct from otherruri heroines.

Takada Mamoru'’s study of the theme of snakes andeman early modern literature,

theater, and art shows how Kumano n@tski (picture-sermons) of mandafd particularly

pictures of hellj{gokue ..."). ), contributed to the popularization of the negaiimage of

jealous women as dangerous snak¥s Buddhism, there are three hells that existusigkly
for women: Blood Pool Hellchi no ike jigoku‘Fp & ..."t ), Barren Woman Hellumazume

jigoku Y#@ é ..."1), and Two-Women Hellfigtamejigoku g1 ..."* ). The Two-Women Hell in
particular is the hell that jealous women go toerE) two women are turned into snakes who

must spend eternity fighting over one ni#See Figure 1.

39 Kumano nuns were traveling nuns who engagestaki performances originally to solicit donations fonidano
shrine, and were particularly active from sixteetatlseventeenth centuries.

30 Takada Mamoru, “Jigokue no naka no ‘onna’ to ‘hebiinsei tsnen ni okeru hiteiteki naru mono” (dnna to
hebi: Hy ch no Edo bungaku shiokyo: Chikuma shoh 1999, 111-131

%1 Takada, 109-115.
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Figure 1: Images of Two-Women Hell in Takehisa-lB@mshin jikkaizuyabove) and Rikud
Chinn ji k honKanshin jikkaizubelow)

Inj ruri, depictions of jealous women were popular, butendene carefully so as not to
break the conventional depiction of exemplary fen@laracters. Because young female
characters are almost exclusively googl imuri plays®*? and jealousy is exclusively a negative
emotion that could cause disaster, jealous womenati fit well with the genre conventions of
j ruri. Generally, a young woman whose love is interesteshother woman controls her
jealousy and acts properlyjirruri plays. For instance, in a triangular relationshighikamatsu

Monzaemon’'sShinj Ten no AmijimgLove Suicides at Amijimd721), the wife, Osan,

392 See Chapter One.
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encourages her husband, Jihei, to buy the prasttaharu’s contract so that Koharu will be
saved. In the third act of Namiki Suke’sYoshitsune senbon zakuypéoshitsune and the
Thousand Cherry Tree4747) Osato, who fell in love with her servant, gives hipthe
moment she learns that he is actually Taira no iore— who is married and has a son — in
disguise. It is true that Akoya in Chikamatsu Maemon’sShusse Kagekiyacts in accordance
with the conventions of medieval jealous women Wwhng disaster to men when she turns in
Kagekiyo because she is angry that he lied to hersacretly had a proper wife. However,
Shusse Kagekiywas the very beginning of the n¢wuri genre; Akoya was more of a remnant

of the earlier representations of female jealoasy, did not persist as a conventional character

type in newj ruri plays. InD | ji genzai urokod( B N# ~.—:4 (Snakeskin at § ji Temple
in the Modern Dayl1742), playwrights Namiki Suke and Asada Icchintroduce an earlier
version of Kiyohime, whose jealousy turns her iatsnake that kills her love and his lover,
taking the story from the popular Pji legend. However, the whole scene of Kiyohime’s
transformation into a snake turns out to be ordyeam, which makes Kiyohime realize the
danger of her own jealousy, puts her to shamegdamds her to commit suicide. In other words,
in reality, Kiyohime inD j ji genzai urokaemains a properly-behaved woman, whose jealousy
can only be released unconsciously in her dreansik® did not go so far as to break jtheiri
convention to depict a completely jealous woman.

In contrast, by separating the women’s world of #amand passion from the political
world of men completely, Hanji managed to depishtjealous women i ruri plays without
making them villains. In Hanji’s plays, female jeasy does not affect male world, but rather, is

made into a device for accomplishing larger goglthie male protagonists. Kiyohime and
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Omiwa are both known for their jealousy, but indtedmaking their jealousy a character flaw
they strive to overcome as exemplarguri characters, Kiyohime and Omiwa’s jealousy is
cultivated by male heroes to be used as part af ploétical plots. By juxtaposing the jealous
woman who is potentially dangerous with the proiahdaughter who is deserted by her elite
lover and incorporating them into a heroine whsaisrificed for a male political plot,
Chikamatsu Hanji managed to incorporate the popalage of jealous women without breaking

the conventional depiction of young women as bé&adwnd exemplary.

Mythical Source Material of the Fourth Act of Hidakagawa iriai zakura(1759)

Hidakagawa iriai zakuraor Cherry Trees Along the Hidaka Riyex a play that
Chikamatsu Haniji co-wrot& that was first performed in 1759 in Takemoto-zzatier. This play
is a rewrite of Namiki Ssuke’sD | ji genzai urokd(first performed in 1742 at Toyotake-za
theater). On a larger scale, however, this plagdeslly the fourth act) is part of the Dji
genre, the group of various literary and theatnweatks that are based on the classicgl P
legend. LaterHidakagawes heroine, Kiyohime, is developed into Omiwalinoseyamathe
most representative provincial daughieaka musumfor kabukiandj ruri theatergoers today.
While the play is based on the popular i legend and its image of the heroine, Hanji bsiild
up the audience’s expectations through these coiovahimages up until the end of the act,
only to surprise viewers with a series of unexpatiasts in the end. This section will analyze
the ways in which Hanji remakes the legend, espgd@using on the representation of the

heroine, and discuss how Hanji retells the poplelgend of Dj ji to create an early modern

393 Although he is credited as the secondary autha liikely that Hanji was the primary author in liga
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puppet play that reflects the audience’s anxieguakhe contemporary social order.
D j jiis a temple in Kumano in today’s Wakayama prafee It is a Tendai-sect

Buddhist temple that reveres the Lotus Sutra aseitéral teaching. The first version of the story

is recorded iDainihonkoku Hokkegenkt ¥ ¢\ 2,u9,0° (Miraculous Tales of the Lotus
Sutrg), a collection oketsuwaanecdotes compiled in the mid eleventh centur$@0044). The
story also appears in other Buddhist collectionaracdotes, as well as different versions of
emakipicture scrolls from the medieval period. The batements are as follows: There is a
beautiful monk making a pilgrimage to Kumano shri@e the way to the shrine, he stops at a
house and asks to stay the night. The daughtein(egme versions, widow) of the house falls in
love with the young beautiful monk, and visits taem at night seeking to seduce him. The
monk rejects her, explaining that he should notvltle a woman during his pilgrimage. He
promises her that he will return on the way backrftthe shrine to marry her. However, the
monk is lying to escape from the woman and nevaresoback. Learning that she was deceived,
the woman becomes angry and chases after the mwilk, her anger transforms her into a
snake (or dragon). (In some versions, the womamatsrsuicide and her spirit transforms into a
shake.) The monk crosses the Hidaka River and iilee® j ji Temple, while the snake woman
swims across the river after him. At the temple, iitionk is hidden inside a bell, but the snake
woman wraps her body around the bell and breatresrhe monk is burned to death inside the
bell, and the snake woman drowns herself in ther.r&fter their deaths, the two appear in a
dream to the head priest of Dji temple and ask him to pray for their souls. Trsgiuls are put

to rest by the miraculous power of the Lotus Stffrahis story became tremendously popular as

394 ThelLotus Sutrabecame popular for the salvation of women in atasgapanese culture.
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source material for the theatrical and visual aftemerous picture scrolls and plays were
produced and performed from the medieval periodavdwlhe most famous theatrical
representation is a medieval play entitled “Dj ji” that tells the story of the woman (or rather
her restless spirit) after the incident. The mon# the woman were both unnamed in early

versions of the tale, but they were later knowf¥ashin” and “Kiyohime.” While the name
“Anchin” first appeared in a medieval text on Buddhnistory entitledsenk shakusho- %25

i (early fourteenth century), the name “Kiyohime'stiappeared much later instike’sj ruri
play,D j ji genzai uroka1747), and quickly became popular.
The D ji legend remained popular in the early modernqukrespecially in

performance arts and visual culture. In particldabukidancers created a number of dances,

most famouslyKy ganoko musume P ji ¢;uE14(BN (Maiden in a Kanoko-Style

Kimono at Dj ji Temple 1753) which focuses on the transformation ofythieng and beautiful
Kiyohime into a ferocious snake-demon. The scereseasational and it highlighted the actor’s
quick-change skill$®®> Around the middle of the eighteenth century, theas a boom in the

D | ji's legend’s popularity as source material for malifferent genres. By the eighteenth
century, Kiyohime became a supernatural creatuten aepicted with the temple bell, and was,

for example, enumerated as one of the one hundmdsentative ghosts and monsters in

Toriyama Sekien'sy £%%4!é (1712-1788Konjaku hyakki sh O C$O:# a4G(Collection of

One Hundred Demons, Now and Past) by Toriyama 8eki#80) (Figure 2).

% |t is a dance piecé(ly mono+U2AG Fset years after the destruction of the templelyeKiyohime. A
shirabyoshidancer named Hanako visits |Dji temple while it is holding a prayer for the negplacement bell.
While dancing, Hanako reveals her true identitiKg®hime'’s spirit, and transforms into a snake mens
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Figure 2: “D j ji no kane” fromKonjaku hyakki shi (Collection of One Hundred Demons, Now
and Past) by Toriyama Sekien, 1780.

Hidakagawes adaptation of the D} ji legend appears in the fourth act, which is ohe o

the highlights of the five-act jidaimono historigday format. As discussed in the first chapter,

the theme of this act is elegance and beautyi (f*>), and its role is to introduce visual
spectacles and reveal answers to the plot’'s mgstefhe largest frame of this play is a political
intrigue set in around the tenth century that iselated to the O ji legend. The Emperor
(Emperor Suzaku) is sick and plans to give thert@ro Prince Sakuragi, while his rival tries to

curse the Emperor to death and banishes the Psontteat he may seize the throne for himself.
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The Prince flees from the capital in disguise asoak, to Kumano. This is where the fourth act,

and the adaptation of the Dji legend, begins. The Prince visits the home laical official

(sh ji E—) who offers free lodging for the people on pilgaiges to Kumano Shrine. Kiyohime,
the daughter of the local official, falls in lovativthe “priest.” When an envoy of the enemy
suspects that the “priest” is the Prince, Kiyohisnf@ther asserts that the priest is his daughter’s
fiancé, which Kiyohime is all too happy to belieikdeanwhile, Prince Sakuragi’s lover,
Odamakihime, also visits the official’s house, aadnites with the Prince. The two leave the
house, and Kiyohime chases the couple, swims atiiegsver, and kills the couple at Dji
Temple, or so it seems. The play ends with a pl@ttoy Hanji that subverts what the audience
is expecting. Haniji’s retelling of the D ji legend inHidakagawa especially the reimagination
of the snake woman, has three aspects: first, an@voial entertainment aspect of borrowing a
popular image from the medieval legend; secondgactic aspect that reinforces the state-
promoted social norms; and, third, a social cstitithat subtly called the social hierarchy into

question.

Kiyohime as Demon Woman — Entertainment andKarakuri

Hidakagawamakes use of the popular perception of the her¢iiy@hime, as a beautiful
woman who turns into a ferocious monster, and thg geinforces this visual image. This is
because it was a sensational image that was welldkito contemporary audiences and
guaranteed to sell well. The plaggukushpicture book, which depicts the representative
images from the performance, shows how the vigmesentation of Kiyohime mostly follows

the contemporary popular image of Kiyohime as akenwoman.”
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In addition to giving audiences something that oomied to their expectations, Hanji
likely chose to reinforce the contemporary poputzaige of Kiyohime because it gave him an
opportunity to create a visual spectacle by talidgantage of Takemoto-za’s close association
with Takedakarakuri. Takedakarakuri was a theater that put on shows of “trick” puppeind
prestidigitation, and was located in thet@nbori theater district along with the otheruri and
kabukitheaters. Takedearakuriwas owned by Takeda family, and, after Takeda tziim
became theamotoof the Takemoto-za in 1705, Takddmakuris puppeteers lent their
expertise to Takemoto-za for scenes involving pufgmerdemain. Takedarakuri had long
done a signature show based on the¢ [plegend, and the play Chikamatsu Monzaemon wrote
to celebrate Takeda Izumo I's arrival as Takemate-newzamotoY mei Tenn shokunin
kagamj (The Mirror of Craftsmen of Emperor ei 1705) is an adaptation of P ji that
incorporates puppetry techniques from Taklegiakuris D | ji performance. It features a scene
where a shake woman appears from a temple beB@itgifire and water usingarakuri
techniques. (Figure 3.) The image of Takkdeakuris D | ji performance shows Kiyohime as
flying around the trees and the bell, spitting.fifbe text by the surging water and fire in the
lower central part of the left panel says “dagakuritrick of water and fire springing out of a
rock prop.” Similarly, inHidakagawa Kiyohime is depicted as climbing up and downrzepree
spitting fire and water in front of the bell: “Thood of attachment spread over the bell and
changed into flaming water, and her angry tearsrgpup. The battle of water and fire shook

and moved the heavens with thunder, and the befidsed without being rung?® It is likely that

3% Takeda Izumo Ill et. al. Kokuritsu gekigein ch say seibu gein ch sashitsu, edMihonkoku gikyokush7:
Hidakagawa iriai zakuraEdited by (Tokyo: Kokuritsu gekijgein ch sa y seibu gein ch sashitsu, 1981),
105.
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Hanji hewed to the contemporary popular image gbKime so that he could make use of

Takedakarakuri's puppetry tricks for Kiyohime.

Figure 3:EzukushiPicturebook of Takedidarakuri's D j ji in Hanamomiji suehiro gi, H reki-
Meiwa period (1751-1771) ?

The visual images of the key scenesl@fakagawaremain the same as the medieval
depictions. Thdanzukeposter that advertises the play features an imohga enraged
Kiyohime in front of the bell at § ji Temple as the play’s representative image, wisc
typical depiction of Kiyohime from the medieval yoat (Figure 4). Thezukushpicturebook
that portrays representative scenes from the prdoce also directly adopts images of
Kiyohime as a scary monster from the medieval pecterolls. For example, Figure 5 shows a
comparison of the portrayal of Kiyohime’s transfaton into a snake-demon (with her
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disheveled hair (a signifier of jealousy crossing line into the supernatural) and the demon in
the mirror) in theezukushpicturebook that adapts images from éimeakipicture scroll.
Kiyohime’s crossing-the-river scene is also a foleath in theezukushand the earlier medieval
picture scroll (Figure 6). Finally, Kiyohime is defed as breathing fire, both in teeukushand
the picture scroll (Figure 7). Among the foregomegresentative scenes, the most iconic image
that continues to performed today in the&lori (selected scenes) style performances of Bunraku
theater is the crossing-the-river scene. The vigaakformation from a beautiful woman into a
demon was realized by a special puppet head call#oly” which was discussed in Chapter
One. Although it is not clear when this special petthead was invented, judging from the fact
that the known roles the special puppet head wed iag are plays written aftétidakagawaor
adaptations okabuki**’ it is likely that the puppet head was inventeduacbthe time of

Hidakagawa

397 Gait lists seven characters that usedabupuppet head in today’s repertoire. Saé2. Among them,
Hidakagawais the oldest ruri play (1759)Ky ganoko musume I ji’s year of first performance (1753) is
earlier, as it was originally leabukidance piece, but it was not performedl iruri until 1810 Giday nenpy
vol. 2, 304-305). Another character for which gabupuppet head is used, Kasane, appears fildiiboku
Kasane monogatarivhich is a much later play, first performed irf07
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Figure 4:Tsujibanzukdposter) oHidakagawa 1759.

Figure 5: Kiyohime’s disheveled hair signifiesitséormation into a monster in teegukushi
picturebook of th¢ ruri performance (left) anB | ji engi emaki(mid Muromachi period, hand
copied during the Edo period?) (right). The refl@ctn the mirror on the left illustrates

Kiyohime as a demon.
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Figure 6: Kiyohime’s crossing-the-river scene frimaezukushpicturebook of the ruri
performance (left) anD | ji engi emaki(mid Muromachi period, hand copied during the Edo

period?) (right).

Figure 7: Kiyohime’s final fire-breathing scenerfraheezukushpicturebook of the ruri
performance (left) anD | ji engi emaki(mid Muromachi period, hand copied during the Edo

period?) (right).

It is possible that the crossing-the-river scens @xen more of a spectacle than itis in

today’s performances. According to Yamada Kazulkiop,ruri theaters in the late seventeenth
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century such as Dewa-za, Kakudasa, and Uji-z&® used actual water in trick puppetmigu
karakuri), especially in the scenes that showed miracléseofieities. One of the popular tricks
was to prepare a water tank and manipulate pupmstke or on top of the water. Yamada points
out that the water tank was used especially freyiér the scene with the fisherwoman
swimming to recover the jewel Taishoka**® As | will discuss later, the fisherwoman from
Taishokans one of the early examples of a provincial daegivho falls in love with an
aristocrat in disguise. (She is one of the souofé@sspiration for Omiwa, and a popular
“provincial daughter” type of character at the tirkanji must have had her in mind when
writing Kiyohime.) Although the scene where Kiyolgrawims across the river is more symbolic
in today’s performances, with a long light bluethloepresenting the river, it is possible that this
scene was originally performed with real water rides to enhance the visual appeal of the
puppet play. The association between Takemoto-dd akedgarakuriimplies that the
resources to do so were available.

The visual spectacle of a young woman instantlygituy into a demon is striking, and
universally entertaining. It is understandable \iling scene is the only one that is still performed
today. In fact, the scene was so popular it was fa&used inmoseyamavhere a beautiful girl
swims across a river. On the other hand, becaeseahsformation-into-a-snake scene is

performed out of context today, today’suri audiences are only given a limited impression of

3% Dewa-za was established by Dewanoj in Osaka (Dtonbori theater district) at some time in the Mdaiji
Enp periods (1658-1681). It was famous for its advdnmeppet tricks, especially the ones called “Nankin

karakuri ! ¢, FUG FRGthat they adopted from China. Yamada Kazuhitointly karakuri,” in Torigoe Bunz,
et. al. ed.Chikamatsu no jidai(Tokyo: lwanami shoten, 1998), 233-236. Kakudagwand Uji-za were rival
theaters in Kyoto in the 1670s and 1680s.

%9 1bid., 232-235.
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Kiyohime as an angry demon-snake, an aggressorcivmes the aristocratic couple —
essentially the same as the medieval image frortegend. | would like to emphasize, however,
that this is just one aspect of Kiyohime in theypEBxamination of the text reveals other aspects

of Kiyohime that depart from the image from the megél legend.

Kiyohime as a Beautiful and Exemplaryd ruri Heroine

In contrast to the visual images that depict Kiyofias a ferocious monster, fheuri
texts add different dimensions to the representaifdKiyohime. First, the text reimagines
Kiyohime as a conventional filial daughter, congaing her conventional image as lustful and
aggressive. Kiyohime is depicted as a typical attaraof thetachiyaku— the “good side” — who
adheres to the contemporary Confucian expectasibosat the social role of a commoner
woman, as a daughter and a wife. Presenting Kiyeldma model daughter is an example of
j ruri's preemptive self-censorship and didacticism anféce obakufucensorship.

In order to remake the sinful image Kiyohime intfilial daughter and fiancée, Hanji
introduces two major male characters, Kiyohimethéa and an evil priest, Gaku. The
inclusion of Kiyohime’s father serves to negatedtiyme’s lustful nature in the original legend
by legitimizing her claim to the priest Anchin. Whan envoy of the enemy sees Anchin and
suspects that he is actually Prince Sakuragi, Kigels father tries to protect the Prince by lying
to the envoy in front of Kiyohime:

[Kiyohime’s father says] “This mountain priest ismed Anchin. For reasons | won't
bore you by explaining, | betrothed him to my daegliKiyohime when they were

children, so he is my future son-in-law. Don’t given unnecessary trouble.”

His daughter came closer and asked him, “You mieainMr. Anchin is the man | am
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betrothed to?”

“I haven't told you before, but yes, this priesthe man you are going to marry, he is

to be your husband.” Her father lied to dodge ttablem at hand, but, being a

young girl, Kiyohime believed that it was tréfé.
Kiyohime, who had fallen in love with Anchin whehessaw him at the capital earlier, is
overjoyed to learn that Anchin is her fiancé. Besmait was a daughter’s filial obligation to marry
the man selected by her parents, Kiyohime’s puduinchin is justified, and even required, by
social norms. Additionally, the fact that her fathed to her absolves Kiyohime of the
transgression of chasing after a man above healsarik. This is a big departure from the
earlier representation of Kiyohime in&ke’sD j ji genzai urokg on whichHidakagawais
based. Kiyohime i | ji genzai urokchas one extra tooth, which is a sign that she is
abnormally jealous and attached to things by ndtiténlike Kiyohime inHidakagawawho is
told that Anchin is her fiancé, Kiyohime @Genzai urokads discouraged from pursuing Ancffth
at an early stage. Her mother reveals Anchin’stideto Kiyohime, saying that he is the son of
an aristocrat her brother used to serve, andtoidsssuade her from pursuing a man way above
her social rank. Kiyohime iGenzai urokaefuses to obey her mother, and pursues Anchin

despite the social taboo. Hanji departs from thisventional depiction of Kiyohime’s passionate

and aggressive nature, and tones her down intoxaeationalj ruri heroine who displays

4% Hidakagawa 91.

401 Her attachment to Anchin caused her to fall ildéntist sought to cure her by pulling out the eftigth, but
Kiyohime refused to let him. Asada Iccand Namiki Ssuke,D | ji genzaiurokg, in Yamada Kazuhito, ed.,
Toyotakezaj rurish vol. 3 (Tokyo: Kokusho kanlkai, 1995), 68.

42 Anchin inD j ji genzaiurokoalso has a double identity. He is an aristocsadis, who lost a political power
struggle, fell out of favor, and became a moungaiast.
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socially appropriate, exemplary behavir.

The inclusion of the evil priest Gaku serves to negate Kiyohime’s socially inappiater
anger and jealousy from the original legend ancetiréerj ruri play. Kiyohime shows strong
adherence to the prescribed exemplary woman’s @ha@espite her emotions and @ku’s
provocations, unlike Kiyohime i@enzai urokpwhose passion overrules good sense despite her
mother’s admonition. When Kiyohime finds out thatohin fled with another woman, Kiyohime
tries to suppress her own anger and jealousy bgmrering her father’s teachings. She says to
herself, “my father always tells me that it is aigg woman’s fault to be jealous and envious. |
must look very inappropriate right noW*Kiyohime continues to resist aku’s attempts to
provoke her anger by insisting on acting in accocgawith the social expectations of a good
daughter and fiancée:

Overhearing her, the high priestj@ku said, “Oh, Kiyohime, your dear Anchin left
with a girl. Why don’t you chase them and kill th&m

[Kiyohime said,] “such inappropriate words! Ancland | have permission from my
father to be husband and wife. | have no intentionold a grudge against him or be
jealous. Please don't tell me such a scary thingneas a joke.”

“What a baby you are! You're wrong to think thatycan be Anchin’s wife. He
rejected you as a fiancée, lied to you, and léfthlouse. He fled towards the Hidaka
River with that woman. Surely, the two of them mistsleeping together...
intimately by now.”

“You mean, the pilgrim woman was Anchin’s wife? @low angry this makes me,

4% The difference between the depictions of Kiyohimé¢hie two plays may also be able to be explainesbine
degree by the difference between Takemoto-za apdtake-za conventions. As Chapter Three (pagesl52)-
discussed, the Takemoto-za tradition lies in a nstn@ghtforward manifestation of the Confucianiaband
familial order, with characters on the good sideauivocally and unquestioningly following norms of
exemplary behavior, while Toyotake-za plays incogap® more realistic human desires mixed into thadgo
characters.

404 Hidakagawa 94.
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how resentful it makes me!” Kiyohime glared outsideh tears of anger dripping
on her fists.

Seeing that his trick was working, [the priest] eaooser and said, “Your fiancé was

stolen by that woman. Don’t you feel resentfulydti feel that way, chase them and

kill them both!”

Thus provoked, she cried and said, “If | act infsan inappropriate manner, he

might find me unattractive. It would be so sadeafdecided not to make me his wife.

Please say no more. My heart hurts the more | ymaspeak.” She tried to pull

herself together.
In the medieval legend and the earjieuri play, Kiyohime unhesitatingly chases Anchin. In
contrast, Hanji reduced Kiyohime’s aggressivengssmaking her resist the urge to chase the
couple and argue back againstj&ku’s provocations to do so. Even after becomimgtonal
and angry in response to faku’s provocations, Kiyohime manages to contrakbf and
adheres to the rules for proper women. Kiyohime&soning here echoes what could be found in
contemporary manners textbooks for women:

Never under any circumstances should a woman hlmugdf her husband engages

in licentious behavior, she should admonish hint, g should not be angry or hold

a grudge against him. If a woman is too jealousplebavior and words become

scary and extreme. Her husband will treat her rooldly and his love will decline

because of it... An aggressive and angry womanbsilllisliked by her father-in-law

and her husband, criticized by her servants, aimg) lsisorder to the family. This

strongly goes against the proper way of a wofffan.
In fact, being jealous is listed as one of the sdggitimate reasons for men to divorce their
wives. When comparing this with the more typicahge of Kiyohime as an aggressive pursuer,
Kiyohime inHidakagawais less aggressive and selfish; she is more cons@bout her own

role in the family. Even after Gaku presents her with a mirror and she acknowletge

transformation into a snake, Kiyohime still retagmne vestiges of exemplary women’s

405 \Wazoku dji kun, 223.
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behavior. Despite Gaku’s repeated urgings to “kill the couple,” Kiyiake is only determined to
kill the woman, who she believes is acting aga@mtfucian norms regarding the sanctity of the
family structure by trying to steal her fiancé. Késh is to restore order to her own family,
which is justified by the contemporary societalmer

Kiyohime’s adherence to Confucian norms also exd@¢ndespecting class differences.
When Anchin’s true identity as a prince and hiseldwv true identity as a minister’s daughter are
revealed, Kiyohime says, “I became jealous andarsvbecause | believed what my father said
was true. If | had known that he was a prince, uldo’'t have pursued him, even if I'd have died
of yearning for him.*® This is again a significant departure from Kiyokiin Genzai uroke
who defiantly declares that “there’s no differehetween high and low in the way of lov&?”
Respecting the class order, she accepts that shetaaarry the Prince, and dies without
resistance. While her passion towards the Prinddlanfurious chase of the couple is the sole
focus in today’s performances, the text carefutigwes attention to her moral behavior and

represents her as a morally exemplary woman.

Kiyohime as Political Victim: Anxiety Towards Authority and the Social Order

A surprising plot twist at the end of the act sudgend unexpectedly reveals the third
aspect of Kiyohime — a victim of a political cowtli Hanji completely remade the popular
religious legend not only into a didactic play, bigo into a tale that highlights the political

victimization of a commoner.

4% Hidakagawa 107.

407 Genzaiuroko, 73.
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Following the conventions for the end of the fouath of gidaimonohistorical play,
Hidakagawashows how power will be restored to the “good slwerevealing truths theretofore
unknown to the audience (and most of the chargct#lthough Kiyohime catches the couple
and Kills them, it is revealed that she actualliellidecoys. At the end of the fourth act,
Kiyohime’s father stops her rampage at the templstabbing her. Then the evil priestjéku
gives an explanation that subverts all of the anmbé&s expectations that had been aroused by the
use of the Dj ji legend. First, Gjaku reveals that he is the head priest of ) Temple, and a
double-agent who secretly works for the Prince tiedEmperor. Although he pretended to be on
the “bad side,” his true identity was a characfahe “good side**® Second, Gjaku explains
that Kiyohime did not turn into a snake becauskeasfjealousy, but rather because she was near
a missing magical sword. Third, {aku explains that he orchestrated these events the
beginning to bring victory to the “good side.” aku made people (and, more importantly, the
enemy) believe that Kiyohime killed the prince ala$troyed the bell. Also, by melting the
golden bell, they can fund the prince’s militaryeds. Kiyohime’s death was essential in order
for this plan to work.

This plot twist functions in three ways to reimagitiyohime: First, it completely
removes blame from Kiyohime for her transformatioio a snake, thus portraying her as a
perfectly exemplary woman. Second, it remakes Kiiy@hfrom an aggressor with mythical
power to a powerless victim of a political plot.d\third, it portrays Gjaku, who turned out to
have been orchestrating the victory of the “goal@ Sias an unusually unsympathetic hero — or

even an antihero. The juxtaposition ofjgku’s unconventionally unheroic and callous meafns

4% This is a commoshuk inj ruri, modori See Chapter Three for more discussion.
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bringing victory to the “good side” and the portahgf Kiyohime as an exemplary woman and a
pawn sacrificed for a political plot reflects thex&ties of the commoner audience about the
social hierarchy.

On the one hand, the fact that Kiyohime’s transtition was caused by the magical
sword rather than her own jealousy removes blapnra iyohime and perfects her depiction as
an exemplary woman. However, at the same timésatr@moves power and agency from
Kiyohime. In the original legend, the woman'’s inévetr passion and anger turns her into a snake,
which enables her to chase her faithless man dnlirki. G jaku’s explanation outright denies
this power, and leaves her as nothing more thaweepess victim who was constantly
manipulated. Previously, Gaku had told Kiyohime that her transformation iatsnake was
caused by her jealousy in order to trick her irdond what he wanted her to do. Kiyohime was
led to believe that she had the power and agenclgase the couple, when her transformation
and assault were orchestrated byaku for political ends.

In fact, it is not even clear whether Kiyohime adty transformed into a snake at all. In
retrospect, Gjaku’s explanation leaves some room for doubt,cathd play’s visual materials.
His precise words were that “her reflection in thieror appeared to be a snake” because of the
sword’s magic. The only places in the text thaadiemention Kiyohime’s physical
transformation into a snake arejéku’s provocations spoken to Kiyohime and Kiyohisne
comments on her reflection. {aku thrusts a mirror at Kiyohime, saying “can’tuysee that you
turned into a snake out of your jealousy?” and Kigwe admits that she is transformed into “the

shape of snakeé® Theezukushalso depicts her as a demon only in the mirragyfé 5). The

4% Hidakagawa 95.
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text also indicates that Kiyohime recognizes hélecgon in the water as a snake when she
swims across the river. However, a bystander sigbene described Kiyohime as “a girl of
sixteen or seventeen with a scary fat&But not a snake. Even teeukushjiillustrates her in
the same scene as a young woman, not a snakedfpu® jaku not only denies Kiyohime’s
agency for her transformation, but perhaps alseedahe transformation itself as only an
illusion. G jaku may have verbally “transformed” Kiyohime irdsnake in her mind, and used
it to manipulate her.

Note how the final scene of the play completelyagsland subverts the traditional
image of Kiyohime. In the original legend, Kiyohirgea violent aggressor with mythical power.
And that is what the audience was expecting, aodght they saw. Then suddenlyj&ku
reveals that she was really a powerless pawn olitical plot. This play overwrites the expected
story of romance and jealousy in the female realm & story of manipulation in the male realm
of politics.

The callousness with which Kiyohime is sacrificeshd®e read as a subtle indictment of
the ruling elite and the state-promoted value sydteat calls for great sacrifices, but only from
those at the bottom of the social hierarchy. Bseserifices by low-ranked people for the sake of
the social order is one of the main themeg nfri puppet plays, especialigaimonohistorical
plays. HoweverHidakagawaviolates a number gf ruri conventions that typically soften the
unfairness of the situation. By stand@dd&imonohistorical play convention, a protagonist
generally chooses to sacrifice himself or one sfdwn family members only after a

heartrending conflict between familial love and slamse of loyalty to his master. This internal

19 |bid., 100.
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conflict creates the emotional highlight of theyplalso, by standargidaimonohistorical play
convention, the play generally concludes with gstared emperor or feudal lord leading the
other surviving characters on the “good side” ipressing gratitude and sympathy for those
who were sacrificed. This conventional acknowledghserved to place the sacrifices in a more
positive, celebratory light; to demonstrate that ¢ites were not ungrateful; and to reassure
commoner audiences that sacrifices by low-rankegleedid not go unnoticed or unappreciated
by society. In contrast, despite being a “good atiar,” G jaku’'s selection of Kiyohime to
sacrifice in furtherance of his plot violates dltleese conventions for a “good” character. He has
no relationship with Kiyohime; he does not struggléh the decision to sacrifice her; and he
shows neither regret nor sympathy after her deéattact, G jaku reveals that he has a magical
mirror that could revive Kiyohime, but rejects lather’s pleas to save her, because her death is
necessary for his political plot. ¢aku’s callousness is emphasized by his attitutleviing
Kiyohime’s death. Everyone else “lamented her deatiiessly,” but Gjaku puts an end to it,
saying, “Your grieving will not bring her back tibd. Killing the enemy will be the best

mourning for her**! His cruelty towards powerless commoner characesgsecially women, is
also emphasized in tlezukushpicturebook of the performance (Figure 8). Ineélzakushi
picturebook, Gjaku is often depicted as a big, strong, and coara@e who physically abuses

female characters.

“* Ibid., 109.
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Figure 8: Gjaku’s physical abuse of female characters depictedukushpicturebook from
Act 2 (left) and Act 4 (right)

By stripping away these genre conventidiislakagawasubtly emphasizes the
unfairness of Kiyohime’s death. {aku’s rather unheroic means of accomplishing bislg
calls into question the legitimacy of the valuetsegs he represents. This is reinforced by the
contrast between Gaku’s unheroic portrayal and Kiyohime’s depictiasa morally
praiseworthy filial daughter. Singeruri audiences were themselves near the bottom of #iss cl
system, they would have identified with Kiyohimeardhthey would have identified Gaku with
the contemporary government and its social poli¢idakagawaspoke to urban commoner
audiences’ anxiety about authority and the inetyali the social hierarchy. But it had to speak

in a whisper in order to evade censorship.
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Omiwa, the Provincial Daughter in the Fourth Act ofImoseyama Onna Teikif1771)

Hanji’s creation of Omiwa reflects the same thrieenents that Hanji evoked in
remaking Kiyohime, but with less emphasis on did#nh and a stronger voice for his social
criticism. When creating the character of Omiwanjieeused varioushuk (plot devices) that
he used to create Kiyohime, but combined them shilik from multiple other source materials
and transplanted them into a new setting. This@eetxamines the layers of Omiwa’s source
materials, and discusses how Hanji reused and gevihese sources and incorporated a
stronger tone of social criticism without upsettthg entertainment and didactic elements.

Imoseyama onna teikinas first performed in the first month of Meiwg1&71) at
Takemoto-za theaté¥ The credited authors are Chikamatsu Hanji, Mat&alas C#aG FR3

Sakae Zenpe$ ¢ , Chikamatsu Than3/4& C %!, and Miyoshi Shraku U o6 C\ ,*3with
Hanji as theate-sakushdmain playwright). According to Nishizawa Ipp Denki sakushoit
“became one of the greatest hits ever and wasnpegtbat least once or twice annually both in
kabukiand inj ruri; it never bores peoplé™Just as Chikamatsu@onezaki shinjsaved
Takemoto-za theater from going bankrupt in 1703)j&almoseyama onna teikinevived
Takemoto-za theater after it lost its permanerdtérein 1768.

The play is set in the seventh century during teek@& period, when Fujiwara no

4“2 As discussed earlier, this was after the origiredeoto-za theater collapsed. The manager of énfspnance
was Takeda Shinmatsu.

43 Miyoshi Sh raku is the most senior playwright, and creditetkagen,” or supervisor.

44 Denki sakusho358.
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Kamatari defeated Soga no Iruka, who had startetellion against the imperial famflyy.

Historically, Iruka’s assassination by Fujiwarakamatari and Naka noe no ji*®in 645 is

called the Isshi Incident{ mFp $), and was significant in bringing about the Taik@form that
established a political system that concentratedepan the emperor. This incident provides the
basis for an entire family of performance workg tt@lectively came to be known as
Taishokan-monorhe first major work was the play Amg which was subsequently adapted
into three plays in three different genres, eacliled Taishokanak wakadance, &oj ruri,
and g ruri play by Chikamatsu (1711). Several ldtabukiand;j ruri plays are also based on
this event!” Haniji’s first play,En no Gyja mine zakurg1751) is based on the world of
Taishokanand Hanji reused some of its scenes to umi@seyama'® Imoseyamdeatures
Kamatari's son, Fujiwara no Tank@i,as the main character; begins when Soga no ltukas
his true intentions to overturn the imperial goveemt; and concludes with the triumph of the
imperial family, following the conventional five-astyle ofjidaimonoj ruri. Using the $ekatf

of Taishokaras its vertical line, the play incorporates manghm asshuk . The myths of

415 For more detailed English language introductiothefstory, especially a detailed translation oftthied act, see
Andrew Gerstle, et. al, ed’heater As Music: The Bunraku Play “Mt. Imo and Bé&: An Exemplary Tale of
Womanly Virtug' 13-18 and 123-230.

416 Naka no e no jilater became Emperor Tenji. He was the son op&mr Jomei and Empress ¢fyoku (who
later became Empress Saimei).

417 According to Moriyama, there were elevienuri plays and at least fokabukiplays based on thiEaishokan
story befordmoseyamavas written. Moriyama Shigeo, “Dashinwa no kinsei teki saien to ‘ikenie’ shis
Imoseyama onna teikihin J ruri no sh uch , Tokyo: San’ichi shob, 1983, 315.

418 Most notably, the basis of the “Mountain SceneAof 3 ofImoseyamaan be found in Act 3 d&n no Gyja.

419 Tankai is better known as Fujiwara no Fuhito, thender of the Fujiwara clan, who obtained the apfex
political power in the tenth century.
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J sangangThirteenBells'®) andKinukake yanag{RobeHangingWillow*?}) are incorporated as

majorshuk , and also serve as as ssgkaifor their respective acts, as demonstrated by thei

presence in the playtsunogaki... i (the supertitle that expresses the content opldng).
Additionally, the myth of Odamaki is central to tfoairth act, as will be discussed later.

The fourth act’smichiyuki(journey) scene in which the three main charaakese each
other in a choreographed action scene is one ahtis frequently performed scenes from the
play inkabukiandj ruri performances today. Just like Kiyohime’s crossimgHiver scene from
Hidakagawa the visual appeal of its choreographed beaupg@ally the juxtaposition between
a princess and a provincial girl fighting over ammniamade the scene popular. Additionally, with
its rich intertextuality as well as the conclusmfrthe hero’s main quest (in which the female
characters play important roles), Act Four as alevhas the most significant impact in the plot.
Because the fifth act was almost non-existent syghint, and was almost never performed
(except for the play’s first performance), the tbuaict provides the crucial conclusion of the
entire play.

The fourth act is based on the myth of Mt. Miwaodknown as the myth of Odamdki.

Tankai disguises himself as a maker of hab®éh) named Motome, and takes up residence in

420 The story of) sangands about a boy who killed a deer of the Kasugar@hnivhich was punishable by death
since the deer of Kasuga Shrine were considerbd tgods or messengers of gods. Thirteen bells raegat
the time of the boy’s execution. The motif was dapin early modern popular theater, includdgntoj san
gane,which is discussed in Chapter Threelrmoseyama onna teikithe motif was used in the second act when
Shibaroku’s son, Sansaku, tried to sacrifice hifrizgfalsely confessing that he killed a sacredrdeerder to
save his father who had actually killed the deertxure its blood, which was necessary to defedals evil
magic.

421 The story oKinukakeyanagiis about a maidufjemé serving the emperor, who became his mistress ritte

emperor stopped visiting her, she lamented and miedvinerself in Sarusawa Pond after hanging heraolibe
willow tree by the pond.

422 For a fuller account of the legend, see page 239.
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the town of Miwa. He has a relationship with theglater of a sake shop owner named Omiwa.
At the same time, a beautiful young woman visita hightly. This woman is lruka’s younger
sister, Tachibanahime. Motome and Tachibanahimeésitentities are unknown to the other
characters in the play until later in the act. Om&and Tachibanahime compete over Motome,
and Tachibanahime eventually runs away to retuth@acourt. Motome (Tankai) chases after
Tachibanahime, only to discover that she is hisrgresister. Tankai asks Tachibanahime to
prove her love by retrieving the imperial treassm@rd from Iruka, and she agrees. Omiwa
follows Tankai, but loses his trail when she readie court. She is cornered by
Tachibanahime’s maids, who bully her and tauntthar Motome is going to marry
Tachibanahime. Consumed by jealousy, Omiwa resgeeshing for Motome, when
Kamatari’s retainer Fukashichi arrives and stalssThee blood of a jealous woman, mixed with
that of a sacred deer, was needed to craft a mdgoathat can remove Iruka’s evil mystical
powers. As Omiwa dies, Fukashichi reveals Motortreis identity and his quest, and
congratulates Omiwa that her blood will be usedawee her “husband.” Iruka is defeated by the
horn, and Tachibanahime retrieves the treasuredswor

While it is widely recognized that Act Four lImhoseyamas based on the Odamaki

legend and tha play Miwa,*?®* Kawai Masumi suggests a more immediate source,ikiam

Sh za’s firstkabukiplay, Yamato no kuni Ide no shitahind \ - W(a (TheThread of Ide

in Yamato Provincel 749, written under his former pen name Izumilgaz8)*?* By comparing

42 Imoseyama onna teikitkaisetsu” in Torigoe Bunzet. al., eds.] ruri sh , Shinpen nihon koten bungaku
zensh 77 (Tokyo: Shgakukan, 2002), 674.

424 Kawai Masumi, “Omiwa no seiritsu: Kabuki foruri no k ry ,” Bungaku56-8 (1988), 8.
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similar expressions and passages, Kawai showathd&tour ofimoseyamas ahamemono
retelling of the Fourth Act ofamato no kuniln Yamato no kunithe heroine, Oito, falls in love
with her father’s servant, Natsuhei, who is actutile young lord Izuminosuke in disguise.
Izuminosuke declines her love, saying he has &éi@anOvertaken by jealousy, Oito follows

Izuminosuke by means of a thread sewed to the lidns &imono. Her face transformes into

that of a demon womar#(é ), but she is killed by her older brother before skaches
Izuminosuke. Althouglyamato no kuns not as explicitly based on the Odamaki legend, a
woman following her lover via a thread attachetlitokimono is a strong reference to the
legend. Anezukushpicturebook ofvyamato no kunilepicts Oito with an odamaki spindle, with
the text above noting, “Ito, full of jealousy, heldn odamaki spindle and seeks the whereabouts
of Izuminosuke.” (Figure 9) The text also makesdbenection to the Odamaki legend clear
when Oito says, “It was in this village, Miwa inMato Province, that a thread from an odamaki
spindle was attached to a man who visited onlygittn. this thread will lead me to my love,
thank goodnesst™ Sh za used the sanshuk again, with the same role namesKiisei
HanashiroyamdgThe Courtesan of Mt. Hanash)rim Meiwa 1 (1764)?° Judging from its

frequent appearances, teisuk of using an odamaki spindle in a love trianglengceras

probably a populashuk by the timemoseyamavas written.

425 Yamato no kuni Ide no shitahirmoKabuki daich kenky kai, ed.,Kabuki daich shusei7 (Tokyo: Benseisha,
1983), 149.

426 Kawai, 103.
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Figure 9: Oito with a spindle from azukushbf Yamato no kuni Ide no shitahimbr49
Anothershuk that Act Four olmoseyamanherits fromYamato no kuris the love
triangle between a nobleman, a noblewoman, andwarial daughter. Thishuk can be traced

further back to @ ruri play, Yoshitsune senbon zakurahich was introduced in Chapter
Three?’ In Act Three ofYoshitsune senbon zakufsato, the daughter of a sushi shop owner,
falls in love with her father’s servant, Yasuke,onh actually Taira no Koremori in disguise.
Koremori is married and has a son, and when hie aiiid his son appear at the end of the act,
Osato is heartbroken. Osato can do nothing butveup her love. In addition to the basic love
triangle, another aspect picked up¥amato no kuns the relationship between the lord in
disguise and the girl’s family. IMoshitsune senbon zakyfasato’s father actually served

Koremori and knowingly protected him, and her bestGonta tried to save Koremori by

427 See page 163.
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pretending to be a scoundf&The parallel between thihuk and the one iivamato no kuns
apparent: Oito, a hunter’s daughter, unwittinglisfan love with a young lord, Izuminosuke,
disguised as her father’s servant. Izuminosukedirdnas a fiancée, and so eventually leaves
Oito. Oito’s father was a former samurai and setzasinosuke, while her brother tries to help
Izuminosuke by acting like a scoundt&lin Imoseyamaonly the core interclass triangular
relationship is taken from thghuk , so its relationship t¥oshitsune senbon zakuracomes
more attenuated. In fadmoseyamaeverses the relationship between the girl’s farany the
lord in disguise in that Omiwa’s mother tries tontin Tankai upon learning his identity.
Therefore, unlike the provincial daughter membérhe love triangles in the source works,
Omiwa is otherwise unconnected to Tankai, and awesbligation to him. While the connection
betweenmoseyamand Yoshitsune senbon zakureay not be immediately compelling, Sda’s
kabukiplay forms an intermediate step that makes itrc¢leat the triangular relationshghuk

in Imoseyamas ultimately a readaptation of this triangulaateginship from the third act of
Yoshitsunsenborzakura.

Hanji also often adapted from his own plays, regisimuk from his earlier works. For
example, a®enki sakushpoints out, theshuk of the “mountain scene” in the third act of
Imoseyamas directly adapted from Act Three of the Hanfifst play,En no Gyja mine
zakura Theshuk of depicting Omiwa as a jealous woman whose faogs physical signs of

jealousy, as well as the love triangle among tHaenocouple and a provincial daughter, strongly

428 Please see Chapter Three (page 163) for moresietail

2% Qito’s brother pretends that he is in love withaQib try to entice her to give up on Izuminosukat, tis father
disapproves and calls him a beast for trying tausedhis sister. In the end, he kills his sisteoritler to make her
a substitute for Izuminosuke'’s fiancée.
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evokes Hanji's earlier worllidakagawa iriai zakuraBy pointing out similarly phrased lines,
similarities of plot, and the naming of a chara¢@damaki” inHidakagawa Kawai argues that
Kiyohime was Hanji's prototype for Omiwa. Kawai alpoints out thaHidakagawals a

hamemonof Yamato no kunif less so thatmoseyamaSimilarly, as Ogasawara Kigo argues,

theshuk of sacrificing Omiwa’s blood to save her lovedigectly adapted from the fourth act

of Haniji's earlier work, sh Adachi ga haraR * 64) N (Adachi Field in sh, 1762)%°

Despite its heavy reliance on earlk@bukiplays — and, by extension, the earjieuri
plays thos&abukiplays were based on — and Hanji’'s own previougspldne fourth act of
Imoseyamalsostands out in many ways as Hanji’'s original cregtreflecting his attitudes
towards contemporary society and human natoreseyamas a good example of how
Chikamatsu Hanji engaged in the techniqubarthemona@daptation of using older materials to
create innovative new play with new characters. fEsé of the chapter will explore the

innovative ways in which Hanji subverted, addedwosted, and reinvented his original sources.

Omiwa as a Refinement of Kiyohime: Mythical HeroineTurned Political Victim

Hanji emphasized mythical and supernatural elenténtsighout the play, partly as an
excuse to stage visual spectacles for entertainmepbses to rival those in Sta’s popular
kabukiplays that featured supernatural aspects. Howehlanji’'s use of the mythical and
supernatural also served to advance the socialisnit that he worked into the character of
Kiyohime. As he did with Kiyohime, Hanji played smmaudiences’ expectations that these myths

foreshadowed Omiwa’s divinely-appointed destiny, then subverted those expectations by

430 Ogasawara Kyko, “Chikamatsu Hanji no butai sekikan zasshi kabuki vol. 1®ct 1972): 80.
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depicting the political machinations of the herasghe force that truly controls (and ends) her
life. Counterintuitively, by strongly foregroundirtige myths and supernatural elements, Haniji
subversively emphasized the power of human agency.

In the beginning of Act Four, Omiwa is introducesdthe young and innocent heroine of a
romantic myth, her love with Motome seems trueaehibanahime appears to be an unwelcome
interloper. Act Four draws heavily on telkeuk of the Odamaki legend. While there are many
versions of the legend, the basic story includesdlour elements: (1) A beautiful mysterious
man visits a beautiful woman nightly, and she bezo®pregnant; (2) In order to learn the man’s
identity, the woman secretly attaches a threadedlado his sleeve; (3) When the woman sees
that there are only three rounasiya) of thread left, she follows the thread; and (¥ Thread
leads the woman to Mt. Miwa, where she discoveasttie man is actually the deity of Mt.

Miwa. There are also some versions in which théydeia snaké* and in then play “Miwa,”
the genders are reversed. In the beginning of Aat,fHanji presents Omiwa and Motome as if
they are the couple in the Odamaki legend, onButaovert this expectation.

Hanji gives the audience plenty of reasons to el@miwa is the central heroine from
the legend. Her name “Miwa,” the fact that her figrbusiness is a sake shop, and the name of
the sake shop, Sugi-ya, are all deeply connectdtetMiwa god. The deity of Miwa Shrine,

mononushi no mikoto, is a god of sake; and ceslagi(is the divine tree of the Miwa Shrine,
which appears in the shrine’s cré&8tin contrast to Omiwa’s obviously significant name,

Tachibanahime is left nameless until she returibéaourt. In addition, the relative ranks of

431 Misumi Haruo, Tmoseyamano setsuwa sekai —Kon to ikenie no shis” Kikan zasshi kabuki vol. 1®ct
1972): 54-62.

432 Moriyama, 336.
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Omiwa and Tankai (as known to the audience) sednat& the relationship between the woman
and the god in the myth more faithfully than thiatienship between Tankai and Tachibanahime:
On stage, though nameless, Tachibanahime appearsigis-ranked princess, while, in disguise,
Tankai (as Motome) wears plain clothes, and Omipears as a provincial girl.

Hanji reinforces this presentation of Omiwa andkearas the mythical couple by
incorporating a second myth, Tanabata. In the Tatiadlegend, two stars, representing a weaver
girl and a cowherd boy meet once per year on thendle day of the seventh month, crossing a
bridge of magpies over the Milky Way. To celebridis happy day, the stars will make people’s
wishes come true. The fourth act begins with asa#rcleaning the well, which was
customarily done on the day of Tanabata. Earlietherday, Omiwa was invited to her former
terakoyaschool for a Tanabata celebrati@bAfterward, she tells Motome how to make vows to
each other following the Tanabata custom:

| heard this from my master when | wentéoakoyaschool. In order to pray to the
stars that the man’s heart will stay true, peotilech needles to two odamaki
spindles, one of white thread and one of red, tlgethem together, and pray... the
white thread is the man, the red thread is the womthis is a sign that our hearts
will never stray. I'll give the red thread to yaand keep this white thread — a long
thread of prayer that our relationship will be loi@is promise to become husband
and wife, made to the stars by exchanging the fgsnastead of magpies, as our
bond, and keeping them close to our hearts, pritnedepth of our love&’
By hinting at a parallel between Omiwa and Motomé a second pair of legendary lovers, this

scene appears to cement Omiwa’s position as tleeneeof a romantic story.

While Hanji’'s addition of the Tanabata myth smogtilerges with the Odamaki

433 Imoseyama411.

3 Ibid., 419-420.
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legend?®* it also subtly lays the groundwork for the breakdmf the parallel to Odamaki. By
introducing a second spindle via the Tanabata kkges compared to the single spindle in the
Odamaki legend), Hanji raises the question of wlkindle leads to theal legendary love.
Motome (a/k/a Tankai) attaches his red thread thib@anahime in order to follow her, while
Omiwa attaches her white thread to Motome, whidk gp the double chase by the two
incongruous pairs of lovers in ti@chiyukijourney scene. Kanda Yuzuki argues that the colors
of the threads signify the legitimacy of the cogpl8ince, in the Odamaki legend as recounted in
Kojiki, red soil is used along with the thread to reviealgod’s identity, and the god originally
turned himself into a red arrow to meet the wontla@,color red is significant. Thus, the red
thread implies legitimacy, making Omiwa with heritglthread an illegitimate participant of the
myth**® The significance of red thread is reinforced IBypitesence ifamato no kunfwhich, as
explained above, was a major source for the faartroflmoseyampawhen Oito recites a legend
in which red thread serves as a key item thattiegendary couple togetHétlronically, the
spindles that Omiwa intended to reinforce her armddvhe’s relationship in the context of the
Tanabata legend were used in the context of then@kidegend to displace Omiwa and
reinforce the relationship between Motome (a/k/ak&®) and Tachibanahime.

In addition to initially presenting the audienceglwnumerous reasons to believe Omiwa

4% Kanda Yuzuki, “Kinsej ruri ni okeru shinwa to monogatarimoseyama onna teikim miru,” “Taiwa to
shinka” no jisedai josei rida no ikusei: “miryokuadaigakuin kyoiku” inishiatibit2007, 290-299.

4% Kanda, 2007, 294.

437 This legend is a key story in this play, sincesifilegend about a couple in Ide in Yamato Proviard provides
an explanation for the meaning of the tiemato no kuni Ide no shitahim@ito explains that a traveling
aristocrat gave a young girl a red thread to hpldher pants with a joke that he will make her hifewn the
future and left. The girl took him seriously, antem the aristocrat visited the place again aftergii grew up,
she showed him the red thread that she still képtwas moved, the two married, and lived happilgrefter.
(Yamato no kunil27).
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is the heroine of a romantic legend, Hanji portr@ysiwa as mentally inhabiting this
mythological world in her insistence that she isttMoe’s legitimate, destined love. When she
learns of Tachibanahime, despite Tachibanahime/gably higher status, Omiwa harshly
criticizes her for trying to “steal her man”: “Hoglare you fall in love with a man who has a
steady. There’s not a single book that condones auhing. Take a close look at the books of
women’s education and manners. You should behawesgt, miss.”® Here, the audience is
again led to believe in Omiwa’s centrality becasise is given a line that is apparently
significant in that it references a phrase in tlag’p title (“an exemplary tale of womanly
virtue,” or “onna teikir).

Rather than correcting Omiwa’s misconceptions lrgadéing his real identity, Motome
reinforces her false beliefs by lying to her sa gfa continues to live in the illusory world of
myths where their relationship is legitimate. Aftgng to Omiwa that the woman who pays him
regular nightly visits is a shrine maiden who oegtehats from him, Motome reassures Omiwa:
“My heart will never be distracted from you evdraibeautiful woman — or even a heavenly
maiden — visits me. | swear to the three gods etrydhat | am not lying.” When Motome said
this as an expedient lie, being the naive girl e is, Omiwa readily believed hirf?”’

In accord with Hanji’'s depiction of human agencylasreal driving force of the action,
Tankai’s behavior here departs from the love triamgecedents iMoshitsune senbon zakura
Yamato no kupniandHidakagawain that it is part of an active scheme on his pattier than a

passive disguise. Tankai engages in a similar lefvetheming and manipulation asjéku in

3% Imoseyama425-426.

439 Imoseyama419.
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Hidakagawa even though, unlike Gaku, he is a romantic hero and not an undercoyenta
pretending to serve thatakiyaku(“the bad side”). In the love triangle precedent$oshitsune
senbon zakuraamato no kupiandHidakagawa the noblemen in disguise are doing nothing
more than hiding out, and their relationships wiitl provincial daughters are merely parts of
their disguises. Moreover, they do not try partelyl hard to conceal their true identities from
their provincial lovers (who figure things out rid&ly early on in those plays), and do not deny
the truth once it comes out. For exampleéyamato no kuniwhile Izuminosuke was disguised as
the servant Natsuhei, he begs Oito not to desert However, the moment Oito reveals that she
knows that he is actually Lord Izuminosuke, he aditiat he “ha[s] a fiancée, who is a princess
... a daughter of an aristocratic famit§’so he cannot marry her. In contrast, Tankai ivelgt
plotting to cultivate Omiwa into a jealous womantisat he can use her blood to defeat Iruka, in
the same way Gaku cultivated Kiyohime’s jealousy. Unlike the Bwiangle precedents,
Motome does not come clean, Omiwa does not leartoide’s identity until the end of the act,
and the discovery of Motome’s other woman is netehd of the relationship. Hanji portrays
Tankai in disguise as Motome as a weak-willed pegbo shrinks from conflict by telling
people what they want to h&drand waffling when pressed to choose between thentemen

who fight over hinf*?Viewed in light of his later-revealed plot to culiie a jealous woman,
Motome’s seemingly weak personality makes perfents. By not taking a clear stand as to

which woman he loves, Motome is preparing Omiwbhdoome the jealous woman that he

440 Yamato no kuni140.
4“1 Imoseyama419.

2 |bid., 421.
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needs.

Both G jaku and Tankai can be regarded as variants on'slegfpel heroes. Even though
they are pro-state heroes, the cold calculationcalidusness with which these characters put
their plans into action are comparable to rebeb&®rsuch as Princaomo fromEn no Gyja

mine sakuraAs compared to Gaku, Tankai is an even bolder departure fjorri’s
conventions fofidaimonoheroes. IrtHidakagawa the Prince Sakuragi is a step removed from
the cruel political plot, while Gaku schemes and puts things into action. The Briemains a
compassionate elite ruler, a conventional hero siaws respect to the victims sacrificed for his
benefit. This also enables a separation of physigspéarances between the callous character and
a compassionate character. Although it is not cMdach puppet heads were used forjgku and
the Prince since they do not appear in the scesrdsrmed today, thezukushpicturebook
shows Gjaku as a fierce warrior type of character, propaun -Danshichi, while Prince
Sakuragi is a typical aristocratic handsome mamhainly a Gend4? In contrastmoseyama
merges the roles of Gaku and Prince Sakuragi. The young handsome Gamgiget head is
used for Tankai, fit for a romantic hero, but whtel turns out to share a similar level of cruelty
and callousness as {aku. Hanji’s depiction of Tankai is one step fanttiowards introducing
moral ambiguity into the black-and-white worldjmfaimona

Another twist Hanji adds tgoshitsune senbon zakuiamato no kuniandHidakagawa
is the lack of relationship between Omiwa’s fanalyd Tankai. Unlike the fathers and brothers
of Osato, Oito, and Kiyohime in the earlier play$o serve the disguised noblemen and try to

protect them, Omiwa’s mother hopes to catch Targajing “if | find [Tankai] I'll get a lot of

43 See pages 60-64 for an account of male puppettiipad.
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money.”** While Osato, Oito, and Kiyohime are bound to thblamen through their familial
relationships, Omiwa is completely unconnectedaokai. Omiwa’s distance from Tankai’s
world is thus reinforced by her mother’s antagoaigursuit of Tankai. Finally, while Kiyohime
and Oito are killed by family members who caretf@m, the person who kills Omiwa is
Fukashichi, who serves Tankai and is a completagér to her. In fact, even though Omiwa was
a “doted on” daughter earlier in the play, she diese, outside of her realm (the provincial
village), and her death is not properly lamentadhk fifth act when all the other sacrifices are
acknowledged and rewarded, Omiwa’s sacrifice tsuementioned: “The emperor said that
Iruka’s sister, Tachibanahime, should change heren@ Toyoshirohime for adhering to the
loyal way, and marry Tankai... and others, suckasawa Gor, were rewarded generousiy”
Omiwa’s completely arbitrary selection to be saced in Tankai’s plot reflects a higher level of
callousness than her predecessors experienced.

When the action moves from the village of Miwahe tourt, the parallel to the myths
explicitly breaks down and it becomes clear thatWaris not the romantic heroine as she and
the audience have believed. Rather than leadingphesr destined love, the white thread of
Omiwa’s odamaki spindle breaks: “Damn! Becauseghipid odamaki thread was cut off, |
completely lost where he i4!*By this time, Tankai and Tachibanahime had alreadyited at
the court, with Tankai promising to marry Tachiblainge if she retrieves the treasure sword from

her brother, Iruka. Further misfortune follows @miwa. The first people she encounters are

44 Ibid., 415.
% |bid., 454.

% |bid., 440-441.
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Tachibanahime’s maids, who, recognizing Omiwa ag thistress’s lesser rival, “exchange a
glance and tug each other’s sleeves [as a signbl]lty”**’ Omiwa “to satisfy their mistress’s
jealousy.*®Unlike in the village of Miwa, where Omiwa was timgthical romantic heroine
apparent and criticized Tachibanahime from a stasdeer equal (or even her superior), at court
the myth has been broken and Omiwa is powerleds tmything but “shed the tears of blot/d”
and endure the maids’ bullyirig.
Soon after the maids leave her, Omiwa’s senseatifysy increases and manifests in her

appearance:

“Oh, how cruel, how cruel! My man was stolen, amvdals put to shame like this on

top of it. How can | bear this? The more | thinloabit... what a cruel man he is! |

hate him for choosing that woman! How vexing!” Oraiwites her long sleeves to

pieces. Trembling and biting down on her dishevélad that mirrors her disheveled

heart, she exclaims, “Oh, how jealous and enrdgsdriakes me! How can | let you

sleep together?!” as she departs to find them, widlence in her heart and on her
face®*

At this point, Omiwa clearly shows “the manifestatiof jealous attachme®2%TFp%ikat is
needed to defeat Iruka. As a theatrical devicesliuk of a jealous woman’s disheveled hair,

especially hair standing on end, is a sign of jgaMyoman who is on the verge of transforming

7 1bid., 443.
4% 1bid., 445.
49 1bid., 444.

40 Kawai claims that this bullying scene ifamemonaetelling of Shza’'s Sanjikkoku yofune no hajimari
which Kenp, a samurai, is bullied by aristocrats at court enentually fights back. The sceneSanjikkokus a
hamemon®f Ch shingurain which Enya Hangan is bullied by Kkho Moronao, loses his temper, and attacks
Moronao. See Kawai, 98-102.

1 Imoseyamad45-446.
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into a supernatural creature.Hidakagawa Kiyohime’s “hair stood on en@®when she turned
into a snake as she crossed the river to chaseePsiakuragi and his lover (Figure 6).Yiamato

no kunj Oito bites a rock in half and looks into a mirtorfind that her face “has transformed
into that of a demon womar:® Theezukushpicture book shows her hair standing on end i thi
scene (Figure 1. Omiwa is also shown in sonegukushpicture books with her hair standing
on end when she is stabbed (Figure 11). Hanji ttiseghuk of a jealous woman with
disheveled hair as a way of indicating Omiwa’s imemt transformation without actually
making her into a monster. Omiwa is killed by Kaamngg retainer just before she attains
supernatural power. Omiwa’s death before she @storm into a snake or a demon seems to
be Hanji's conscious choice to restrict the fouradet of the play to the real world, even when it

Is associated with mythical supernatural phenomenon

42 Hidakagawa 98.
4% Yamato no kunil53.

44 This depiction is strikingly similar to Kiyohime figure 5 as well.
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Figure 10: Jealous Oito with her hair standing od #om anezukushof Yamato no kuni Ide no
shitahimo

Figure 11: Omiwa’s hair standing on end from jealoas she is stabbed fromezukushof
Imoseyama onna teikibi771, 8 Kyoto Hokuto-za.
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When Fukashichi® fatally stabs Omiwa, he reveals to her Tankagéntdy, his plan to
defeat Iruka and restore the emperor, and the meakyg she was killed, and he says that
everything was “planned by Lord Kamatafi®Tankai's weak-willed behavior in front of the two
competing women was calculated to make Omiwa imgealous woman that they needed for
this plan. In contrast to the corresponding scar¥amato no kunwhere Oito’s brother kills her
and says that her death is “fate, the way things“arHaniji depicts Omiwa’s death as something
planned by Kamatari and Tankai. Upon examinaticamitari and Tankai’'s machinations are the
driving force behind all of the significant momemidmoseyamaThe killing of the deer that
brought Shibaroku and his family grave trouble eadsed his son’s death in Act Two was
explained as Tankai's ord®&f.Likewise, Koganosuke’s father remarks that Kogakes
protected Uneme “at Lord Kamatari's ordé&fhich aroused Iruka’s suspicion and led to
Koganosuke and Hinadori’'s deaths in the third \attile Kamatari himself appears rarely
throughout the play, his hand is always presenhii@st in the actions of Tankai and his
retainers. People’s lives and deaths are not déedrby fate or myths and supernatural forces,
but rather by Kamatari’s political schemes.

Omiwa dies without fully accepting the reality tis&ie was a pawn in Kamatari’s plot.

She clings to the Odamaki myth and Tankai’s “Motbdmndentity: “I’'m happy to die if | can be

4% Fukashichi is in disguise. He is actually a retaifethe Fujiwara family named Kanawa Gdmakuni in
disguise. It is probably no coincidence tKanawais also the title of @ play about a jealous woman.

456 Imoseyama447.
457 Yamato no kunil54.
48 Imoseyama361.

%% Ibid., 400.
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of help to him... Even if we don’t have a stronggection in this world, please be with me in
the next.” Omiwa takes the odamaki spindle, and saguess | can’t see the owner of this
spindle, can 1? Please come here, dear Motont®.Although it is clear to the audience that the
parallel to the Odamaki legend was cut off alonthuwhe thread, Omiwa clings onto the myth
until the end, refusing to call “Motome” by the naffankai. This differs from Kiyohime in
Hidakagawawho called Anchin “the Princesliinn samg” and accepted her role as a political
pawn. Omiwa’'s death seems to signify the tragedh@ignorance of the commoner who does
not perceive the sprawling schemes of the politiaild, even as she is sacrificed to advance
those schemes.

After Omiwa’s death, Hanji adaptshuk from D j ji-mono plays in a very interesting
way. When Tachibanahime tries to retrieve the mgssieasure sword for Tankai, the sword
magically turns into a snake in the water. Onéhefrhost iconic scenes from thejOji legend is
when Kiyohime transforms into a snake while swimgnacross a river in pursuit of Prince
Sakuragi and his lover, which is depicted in botbij ji genzai urokcandHidakagawaAs
discussed earlier, thghuk is often depicted iezukushpicturebooks as a highlight of the plays.
(Figure 6) Interestingly, the depictionsenukushpicturebooks of the scene when
Tachibanahime struggles with the treasure swortttinas into a big snake are strikingly similar
to the depictions of Kiyohime’s transformation irstdig snake (Compare Figure 6 with Figure

12).

0 Ibid., 448.
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Figure 12 Tachibana-hime’s struggle with the swbat turned into a snake from anukushof
Imoseyama onna teikihi/771, 8 Osaka Naka-za

In Hidakagawa a treasure sword also plays an important roteenscene where Kiyohime
transforms into a snak#,so the scene in which Tachibanahime strugglesii® she treasure
sword appears to adapt all of the major elementa Kiyohime’s transformation-into-a-snake
scene irHidakagawaexcept for the central theme of female jealousyh& same time, Hanji
provides a hint in the text that leaves the do@mofp an interpretation that incorporates female
jealousy:

At the sound of the horn, Iruka stumbled as if lzsdrunk, and fell down as his

courage failed. Mysteriously, his sword flew froms hand, and immediately turned

into a serpent... Tachibanahime forgot her injurs¢ared at it, and thought to herself,

“Yes, it looks like a dragon or a snake, but tisedn illusion caused by my doubts. |

know it is the treasure sword.” She jumped intowlager... the golden dragon darted

its head to and fro, with its red tongue flickeriagd its scales rattling. She swam
after it, dove after it... and kept chasinéfit.

81 To comfort the dying Kiyohime, her father explatosher that her transformation into a snake watypdue to
the magical power of the treasure swdilakagawa 108.

62 Imoseyama450-451.
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The horn here is the magical horn that was infwei#d blood of Omiwa and a sacred deer. The
sound of the horn not only deprived Iruka of povipert, somehow turned the treasure sword into
a dragon, as if to give Tachibanahime one lastagtesbefore retrieving the sword. Considering
the text in concert with the picture that resemiekiyohime’s transformation into a snake, this
scene seems to invite the interpretation that Oraildaod, and by extension, her attachment to
Motome, turned the sword into a serpent, whiclhésgtymbol of female jealousy in the popular
shuk from D | ji. Hanji seems to play with the audiences’ assuomgtthat a serpent and a
woman in water imply female jealousy. In the cohtaxhe entire fourth act, in which Omiwa
and Tachibanahime were constantly competing with @@her over Tankai, one could easily
interpret the dragon as Omiwa’s spirit turned ateerpent out of jealousy, just like Kiyohime.
However, by not providing any conclusive explanafior the sword’s transformation into a
serpent, Hanji avoids making a positive assertio@miwa’s mythical power. The text suggests
that the serpent may indeed only be an illusiorsedy Tachibanahime’s “doubts,” and not
real.

Interestingly, this use of the D ji shuk in an unusual context appears to have invited
some rewriting of the final scene of Act Four tagrit closer to the original meaning of the
shuk . Someezukushbooks including this scene explicitly write th&rhiwa’s attachment was
turned into a snake (Figures 13 and 14),” evendhdhbe originaj ruri text does not clearly
indicate that. This poses an interesting case islwiHanji’'s adaptation that raises complications
and unanswered questions about the mystical elenféatale jealousy is smoothed back into
the traditional meaning of the source. Perhapsstiu& from D j ji was so powerful, and
Hanji’s twist was too subtle, that some performariced to simplify the matter to make the
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scene more comprehensible to audiences who wewnstaated to the traditional presentation of

jealous snake women.

Figure 13 Tachibanahime’s struggle with the swarded dragon with text that says “Omiwa’s
attachment was turned into a snake,” (the textggle the small sliding window above the
dragon/sword) from aazukushbf Imoseyama onna teikibi771, 1 Osaka
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Figure 14 Tachibanahime’s struggle with the swarded dragon with text that says “Omiwa’s
attachment was turned into a snake,” (the textsgle the small sliding window above the
dragon/sword) from aazukushof Imoseyama onna teikih781, 9 Osaka Kado-za

Conclusion

At the time when ruri’s genre conventions had grown ossified, Hanji cwgd to
produce innovative plays by reusing the preexistiragerials from myths, legends, kabuki plays,
karakuri tricks, and earliey ruri plays, and putting them together in unexpectedswignji’s
remaking of provincial daughters from mythical hiees intojidaimonoj ruri heroines has
three primary dimensions: an entertainment asgdgng on visual spectacles to compete with
kabukifor audiences; a didactic element in accord Wit truri’s self-censoring conventions;
and an implicit political criticism aspect that egpses a subtle indictment of the contemporary
power structure, and speaks to the commoner augbenc

Although Haniji’'s works are sometimes deemed oveoiyiplicated and rarely performed

from start to finish, and the entertainment aspeemphasized almost exclusively in today’s
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performances, there are more layers to his plagajildmphasized mythical and supernatural
elements as a way to incorporate visual spectaulgsiso as a way to emphasize that his
characters’ lives were controlled by the politicedchinations of the high-ranking heroes and
villains rather than divinely-appointed destinigreover, even the heroes were less than heroic
in their willingness to sacrifice commoners withausecond thought.

Kiyohime and Omiwa are both depicted as passicaadepowerful in the realm of love,
and even appear to transcend class distinctiores; ave the potential to transform into beings
of mythical power, like the jealous women in my#msl legends. However, they are displaced

into the male realm of politics, where they becwaerificial pawns.
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CONCLUSION

A 2012 play by Mitani Kki U1A % +*%*(1961-) entitledSorenari shinj ¥&i B °p
(Half-Assed Love Suicitf® employed the traditional performance modeg nfri — puppetry,
shamisenand chantind®® Sorenari shinj is a comedy and a parody. Its protagonists, a eoupl
who own a bun shop near Sonezaki Forest, patrdbtiest for couples inspired to commit love
suicide by Chikamatsu Monzaemo®snezaki shinj(1703), dissuad them from doing so, and
sell them overpriced buns with a clever na®enezaki man). Their business falters after
Chikamatsu writes another successful love suicidg Bhinj Ten no AmijimgDouble Suicide
at Amijimg 1720) that moves the mecca of love suicide tojimai They entreat Chikamatsu to
write another play set in Sonezaki, to which hdiesghat he would do so only if there was
another glorious love suicide there. Hoping to éawhriving business for their daughter, the
couple attempts love suicide, but repeatedly pravest at doing so. During one attempt, they
encounter by chance a couple whom they had prdyidissuaded from love suicide, who gives

them a large sum of money to show their gratitédehel so the play ends happily.

483 Mitani K ki is a modern playwright, screenwriter, and diogctvho is particularly renowned for his comedies.
44 Also translated asluch Ado about Love Suicidessome versions of the official poster.

4% The play has been performed once a year since dhéime same PARCO Theater in Tokyo in 2013, ariyioto
in 2014.
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Figure 1: The poster of the first performanceofenari shinj at PARCO Theater, August 2012.

Intentionally or not, Mitani breaks many rules amhventions aboyt ruri in Sorenari
shinj , from the kind of puppet heads typically usedsfoinj protagonist$®®toj ruri’s basic

nature as tragedy, to the location of $hamiserplayers and chanters on stage behind the

% The husband who attempts to commit love suicids tise Tora puppet head, a puppet head traditionally used
for male villains, and unfit for a hero of a lowéicide play. Their daughter, who could also beraantic
heroine, is depicted as ugly, and a typical fenolden puppet head, Ofuku, is used for her). Seep&8 and
65 in Chapter One.
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puppets. (Figure 2.) In an interview, one of theémuhanters, Toyotake Rosetali'%o A A +
(1965-), talked about the negotiations between mitaho had stage directions in mind, and the
performers, who wanted to do things in keeping withgenre of Sunraku”*®” On the one hand,
Rosetay acquiesced to Mitani’s request to chant fastem tha traditional slow, solemn pace in
order to adjust to the comical atmosphere. On therdand, the puppeteers sometimes rejected
Mitani's ideas because what he wanted was Bumiraku”*®® This raises the question: Is

Sorenari shinj aj ruri play?Sorenari shinj is generally described as a modern play with
traditional elements called “Mitabunraku” What, then, beyond puppeteeshamiserplayers,

and chanters, is necessary for a play to jpewsi play? This dissertation’s explorationjofuri

enables us to at least begin to answer this questio

67 Recall thabunrakuis a modern name forruri.

%8 Rosetay'’s interview with The Japan Foundation. The JapamnEation Performing Arts Netwark Japan, “Artist
Interview: In Search of the Ultimate Voice, The Baku Gidayu,” September 17, 2013,
http://performingarts.jp/J/art_interview/1308/1.lhifaccessed August 8, 2014).
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Figure 2: Performance &orenari shinj at PARCO Theater in 2012. The chanter and the
shamiserplayers are located above and behind the puppdtke the traditional style of having
a separate side stage for the chanter anght@imiserplayer at stage right.

J ruri was not “traditional” theater in the Edo period. tba contrary, it was creative and
fresh, and entertained audiences by consistendlijipg the envelope as playwrights, chanters,
shamiserplayers, and puppeteers, renegotiated its thahtramventions. In this sensggrenari
shinj is perhaps truer to the spirit of Egdauri than moderdunrakuwith its well-worn
repertoire. As a creative endeavor that was atsmanercial endeavay, ruri in the Edo period
needed to please two masters — the censors anuaitket. To avoid being banngdruri
developed an overtly didactic framework for theralleplot structure that reinforced the existing
social hierarchy, and that presented morally exampatharacters who could serve as social role
models. To keep audiences coming back, howgwuen; strove to be entertaining, and subtly
subverted the overt didacticism in ways that resmhwith the urban commoner audiences’

anxieties about their often lowly lives under tixeseng social order. Thug,ruri had multiple

roles as popular theater in Edo society: it wasueneously didactic and educational, a form of
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entertainment, and implied subtle social criticiSarenari shinj aligns with the latter two roles
of J ruri, but not the first — didacticism ceased to be gpnfaature of literature in the modern
period.

One important characteristic tiabrenari shinj shares withj ruri plays from the Edo
period is a focus on socially low-ranked or marstaracters as major protagonists. These
weak, marginal characters who are low in the sduetrchy, especially women, became
important characters at the dramatic and emotioeight of the playd ruri plays draw on
famous historical incidents, stories, and myths they often depict a tragic drama that centers
around low-ranked people who serve the high-ramkaoh heroes, or bystanders who get sucked
into the events of the story. Similarly, Mitani’p treats the writing and reception®dnezaki
shinj as a major historical incident, and depicts thépperal characters of that tale, such as the
middle-aged couple who own the bun shop and tlgyr daughter, and gives voices to these
characters. In the end, one of the central funstafp ruri became giving those on society’s
margins a voice to express their grievances (oplimgwnright created a vehicle for expressing
those grievances, even if indirectl§orenari shinj even allows the low-ranking characters to
complain directly to the authority (Chikamatsu) whies unfair control over their lives.

On the other hand, Mitani did not have to worryahgovernment censors and he did not
have to live up to the expectation that drama shbala pragmatic way to teach morality
through a didactic aspe@&orenari shinj’s characters are not moral exemplars, and thare is
lesson here (such as placing personal desire oeal ®r feudal obligations will lead to ruin). In
this respect, a fundamental parj auri is bound to a world that simply does not existraose.

The dissertation opened with a consideration ofynaapects of ruri and its context —
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j ruri as a theatrical enterprigeruri as popular literature, ruri as a hobby for amateur
chanters, ang ruri as professional training for young women. It agamined ruri’s history,
from its fictionalized origin legends to its dediand prohibition in the TenfReforms, and the
establishment of its conventions, including thestypf puppet heads, the act structure, and the
conventional plot patterns fpdaimonohistorical playsJ ruri’s history in the eighteenth
century can be divided into three phases: the astalye when it diverged frokwoj ruri, the
“Golden Age,” and the mature stage in which it betgadecline in popularity. In the early stage,
j ruri developed both business conventions and genreentious for the efficient production of
popular, censor-friendly plays, as a reaction tih lmoarket demands and governmental
censorship. Once these conventions were estabjiiedigh-level framework (e.g., the overall
plot structure, the didactic message, etc.) dicchange. Within certain limits, authors were
expected to add new twists to the smaller plot eatiens, oshuk , in order to surprise
audiences with something new. In that sense, sonoeiat of subverting the genre conventions
was itself a convention.

J ruri playwrights were not isolated creative geniusesg in a vacuum whose task
began and ended with writing the script. Ratheay there part of a theatrical troupe with
individual talents and traditions, facing stronggsure to make each play commercially
successful, and pressure from Hakufuto make each play unobjectionable. Thusri plays
were shaped by a number of factors in additioméopiaywright’s creative vision.

First, the theatrical troupes possessed certaiabdiapes and talents, and playwrights
tailored scripts to take advantage of them, althougf to the same extent as seekahuki For

instance, the centrality of female characters itk&hatsu’y ruri puppet plays can be partly
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explained by the presence Tatsumatsu Hachirolpaipalar puppeteer who specialized in female
puppets. Likewise, Namiki Suke’s depiction of the dark psychology in stepraottharacters
was feasible thanks to the beautiful elegant vofdbe main chanter, Toyotake Wakatawho
was superior in expressing the voices of femaleattars. Hanji relied on the visually
impressive puppetry techniques available to himugh Takemoto-za’s connection with Takeda
karakuriwhen (re)inventing the characters Kiyohime and @aiBecause the plays were
written for a specific theatrical troupe, the stgipecessarily included some parts featuring star
performers or highlighting the signature styleled theater for which they were written.

Second, playwrights had to cope with the econormdittes of commercial theater.
Visual spectacles featuring “trick” puppetry werene-or-less mandatory because they
guaranteed ticket sales. Experimental and radicaitynal plays were rare because troupes
simply could not afford a flop. Just like Hollywoodovies today; ruri playwrights relied on
already popular source materials and formulasdbiat well in order to guarantee decent sales.
For instance, during the 1700s and 1710s, lovedaumays were extremely popular. During
Hanji’s time, many popular elements were borrowedifkabuki At the same time, relying too
much on played-out materials would bore the audieRot twists and subversion of
conventional plot devicesliuk ) — for example, Ssuke’s twists on thehuk of modori
discussed in Chapter Three — served in part toigeedvesh surprises for audiences.

Instances of subversion of genre conventions @ftem served as loci for subtle social
criticism. As this dissertation shows, when Chik&uaS suke, and Hanji broke the rules for
representing particular female character typeg, de so in ways that indirectly called into

guestion the existing social hierarchy. Chikamalspicted prostitutes, who were nominally
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below the bottom rung of the social hierarchy, asatly exemplary heroines, inconsistent with
the notion that virtue parallels social ranks@ke depicted samurai stepmothers who
unconventionally did not live up to expectationsegémplary behavior, and, by presenting them
sympathetically, hinted that those expectation®werrealistic and unreasonable. Hanji depicted
provincial daughters of seemingly mythical stataray to surprise audiences when high-ranked
elites coldly sacrificed them as powerless pawrs political plot. While this social criticism no
doubt reflected the playwrights’ personal viewsyds also good busineskruri’s audiences

were themselves commoners who felt anxious abeutskablished social order and their place
it, and longed to see those desires expressedyis tlvat they could not in their personal lives.
However, the playwrights were careful in how owedtitical they could be without drawing the
censors’ attention.

Third, playwrights had to cope with governmentguiations and censorship, and fend
off criticisms ofj ruri as morally corrupting] ruri projected an image of itself as wholesome
and unobjectionable by emphasizing its didactic eshacational value. For instance, the overall
plot of jidaimonohistorical plays always involves villains who seeloverturn the state, who
initially succeeds only to be ultimately defeates do the heartrending sacrifices of loyal low-
ranked samurai (and their families) who return potwehe emperor (or feudal lord) and restore
the social order. Characters on the good sidenageiably role models who present exemplary
behavior. This limitation had particular impactthe range of female character types, since
beautiful young women could never be anything othan virtuous. To some extent,
Chikamatsu’s depictions of prostitutes and Hamjépiction of Kiyohime reflect this convention.

Finally, it is not possible to completely separte extrinsic factors that shapjeduri
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plays from the playwrights’ personal views andsdidivisions. For instance, how much of the
social criticism was a reflection of the authorstgonal views and how much was conscious
catering to urban commoner audiences? We canno$saye aspects, such as@ke’s struggle
to replace unrealistic exemplary stepmothers witinentelatable characters, are clearly unique to
individual playwrights. On the other hand, someeaspreflect trends that are probably due in
part to the individual authors and in part to tlepylar mindsets of the times they lived in. For
instance, there is a gradual historical shift fnatenalistic to realistic drama. The social crititis
also becomes progressively stronger, biting bac#idraat the notion that virtue parallels social
rank: Chikamatsu depicted prostitutes, who wereinaly below the bottom rung of the social
hierarchy, as morally exemplary; Sike depicted upper-mid-ranked samurai stepmotseless
than morally exemplary; Haniji depicted high-ranledites as manipulative, callous, and cruel,
with a lot in common with the antiheroes of hiselgplays.

Women played a significant role jinruri both in real life (as performers, audiences, etc.)
and as characters. By convention, female charaepresented the sphere of love, family,
domesticity, and personal attachments that wasrdutated to the sphere of feudal loyalty and
duty that dominated the overarching plots. Alsabgvention, female characters spoke directly
about their emotions, as opposed to male charaetbswere conventionally more stoic. Thus,
it was female characters who tended to voice tinee@ms and desires that resonated with the
commoner audiences. The hearf atiri lies in this speaking out on behalf of this ordilya
marginalized sphere against the elites for whonstugally subordinated are sacrificed. By
examining the different ways in which playwrightgpanded or challenged the theatrical

conventions for representing women as moral charsicthis dissertation showed the nature of
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j ruri as both didactic and formulaic, but also flexiale reflective of commoner audiences’

concerns and desires, and sometimes even subthgrsine.
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APPENDIX

Sonezaki shinj (1703)

Main Characters:

Ohatsu: A prostitute at a tea house (brothel) dalenma-ya. Tokubei’s lover.
Tokubei: A clerk at a soy sauce shop called Hirgao©hatsu'’s lover.
Kuheiji: Tokubei’s close friend, and also in lové&hvOhatsu.

Tokubei’s uncle: The master of Hirano-ya.

Synopsis:

Scene: “Visiting Kannon Buddha”
Ohatsu visits thirty-three temples in Osaka thahenekannon

Scene: “At Ikudama Shrine”

Tokubei encounters Ohatsu at Ikudama Shrine. Olhedsutaccompanying her customer to visit
the shrine, and found Tokubei while the customes awmay. Ohatsu complains to Tokubei that
she has not heard from him for a long time. Tok@xgilains that he was involved in a series of
troubles and was unable to contact her. His umdi®, is also the master of the shop, ordered
Tokubei to marry his wife’s niece so that he caa day take over the shop. Tokubei's
stepmother had already accepted the dowry. WheabBsldeclined the offer because of Ohatsu,
his uncle was enraged and disowned him, and derddmdelowry back. Tokubei managed to
get the money back from his stepmother, but upamgbérgently begged by his friend Kuheiji,
Tokubei lent the money to him. As Tokubei finisleaplaining the situation to Ohatsu, Kuheiji
passes by. When Tokubei asks Kuheiji to returmtbaey to him, Kuheiji pretends that he does
not owe any money. Tokubei shows the promissorg aath Kuheiji’'s seal, but Kuheiji says that
the seal was stolen before the note was datedyeatd Tokubei with assistance from his friends.
Realizing that he was set up by Kuheiji, Tokubeplies that he will commit suicide to prove his
innocence and leaves.

Scene: “At Tenma-ya”

Tokubei secretly visits Ohatsu at Tenma-ya, so S2hhatdes him underneath the porch and
behind her long robe. Kuheiji visits Tenma-ya whik friends and speaks ill of Tokubei, saying
that Ohatsu should dump him and be with Kuheijkdlei and Ohatsu secretly gesture to each
other that they will die together as Ohatsu sp&alts Kuheiji. At night, Ohatsu leaves Tenma-ya
with Tokubei to look for a place to die together.

Scene: “Michiyuki Journey”
Ohatsu and Tokubei walk together, eventually angwat the woods of Sonezaki Shrine where
they will commit suicide.
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Scene: “At the Woods of Sonezaki Shrine”
Ohatsu and Tokubei vow to be a husband and a wifleel afterlife and die together.

Shinj nimai ez shi (1706)

Main Characters:

Oshima: A prostitute at a tea house (brothel) dallenma-ya. Ichiremon’s lover.
Ichir emon: A son (actually an adopted son) of Sukeei@shima’s lover.

Zenjir : Ayounger brother of Ichiemon and a natural born son of Sukeemon.
Sukeemon: A rich farmer with large tracts of land.

Sada: Oshima’s regular customer.

Synopsis:

Act One: “At Takemoto-za Theater” and “At the Boat”

Oshima accompanies her regular customer, Sadged@mance at Takemoto-za theater with
male entertainers from the pleasure quarter. Thy pekes a boat along Bonbori River to
return to Tenma-ya. Oshima is asked to chant omleeopassages from the dajy’suri
performance. As she is performing, her lover, lonon, spots the party from the shore.
Becoming jealous, Ichiemon gives Oshima trouble and tries to start & figth Sada, but the
boat eventually heads away from shore.

Act Two: “At Ichir emon’s House”

Ichir emon’s younger brother, Zenjirwho has fallen into debauchery, steals the momatyhis
father had collected from his neighbors, and hitlesa sake bottle. Ichiemon finds the money
when he tries to pour from the bottle, and, thigkins a gift from heaven, he keeps it. Minutes
earlier, Zenjir told Ichir emon to look into his father’s wallet to find atégtfrom Oshima.

Ichir emon is caught looking into his father’s wallet ighin possession of the money, and is
disowned and expelled from the house.

Act Three: "At Tenma-ya”

Oshima learns from Ichiemon that he was deceived by his brother and eym@ted to commit
suicide. They cannot talk for very long, since @%his still at work. On the way back, Oshima
encounters Zenjirand accuses him of deceiving Icl@mon. Ichiremon secretly visits Oshima
again at night. Oshima cannot leave Tenma-ya, shreeare more highly guarded after Ohatsu’s
love suicide $onezaki shin). Giving up on the idea of dying at the same pl#oe two promise

to die at the same time when they finish countiregrosary ten thousand times. At the promised
time, Oshima dies on the second floor of Tenmaawd, Ichir emon dies at the riverbank.
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Ikudama shinj (1715)

Main Characters:

Osaga: A prostitute at a teahouse (brothel) Kaslyavaaheiji’s lover.

Kaheiji: A chinaware merchant. Osaga’s lover and@ls fiance.

Hitotsu-ya Gohei: Kaheiji's father. Also a chinawanerchant.

Okiwa: Kaheiji's cousin and fiancée. She was adbpte Gohei when she was a child and raised
as a sister to Kaheiji.

Kaheiji’'s unnamed older sister: Kaheiji's marridder sister who lives in the next town.
Ikumatsu: Kaheiji's younger brother who is blind.

Inden-ya Chsaku: Kaheiji’'s friend.

Synopsis:

Act One: “Visiting Temples” and “At a Teahouse animan Shrine”

Osaga accompanies her customer to visit shrinésstaps at a teahouse at Tenman Shrine.
Kaheiji visits Osaga and explains to her his retentbles: His father, Gohei, ordered him to
marry his adopted daughter, Okiwa. Because of Qséajzeiji declined, so Gohei is upset.
Kaheiji was also at a loss how to pay off his delthe brothel, but fortunately, Kaheiji’s friend,
Ch saku, offered to work as a broker to sell the mandmse from Kaheiji's father’s shop to a
daimy mansion. Chsaku is supposed to bring the money to Kaheijnaté¢ahouse so that he
can pay off all his debt. Just then, Kaheiji’s oldister and younger brother pass by, so Osaga
and Kaheiji hide. Kaheiji’s siblings stay at thalteuse where Osaga and Kaheiji are hiding, and
speak critically of Kaheiji. Chsaku comes to the teahouse to look for Kaheiji Kalteiji is
unable to come out because of his siblings. Osskm@h saku to give her the money he made
by selling the chinaware from Kaheiji's father’soph but Chsaku insists that he has already
paid Kaheiji. Kaheiji comes out and argues with §dku after his siblings leave, but to no avail.

Act Two: “At Kaheiji's Store by the Yamato Bridge”

Kaheiji returns to his shop with Osaga. On heatimeggrumor about Kaheiji’s troubles, his father,
Gohei, visits him with Okiwa. Kaheiji hides Osagatsade of the house by the window. Gohei
insists that he will commit suicide unless Kaheiprries Okiwa. Okiwa declares she will

commit suicide to stop Gohei, while Osaga attertpteenter the house to commit suicide and
to leave Kaheiji free to marry Okiwa, but stumbéesl falls. Having resolved to commit suicide,
Kaheiji pretends to relent and agrees to marry @kiwerjoyed, Gohei makes Kaheiji and
Okiwa perform a simple wedding ceremony, offeringm sake. Gohei produces money from the
sake bottle and then departs. Howeversaiku appears and takes the money by force. Once
again in an impossible situation, Kaheiji and Osaigd feel compelled to die.

Act Three: "Michiyuki Journey” and “The Pine Groaelkudama Shrine”

Osaga and Kaheiji try to find a suitable placeitg dnd arrive at a pine grove at Ikudama
Shrine. People from Kashiwa-ya search for the foastop their love suicide, but Osaga and
Kaheiji escape. At dawn, Oaga and Kaheiji commitide.

280



