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Guts and Tears: Kinpira Joruri and Its Textual Transformations
—]Janice Shizue KANEMITSU, Cornell University

In seventeenth century Japan, performed narratives were not only
commodified, secularized, and geographically fixed to theaters—they were also
textualized to a greater degree than ever before through the technology of
woodblock printing. Kinpira joruri, a form of puppet theater named after the
fictional character Sakata no Kinpira, offers a vivid illustration of what happens
to theater when a new media comes of age. Puppet theater plays have been
conventionally (retrospectively) divided into shin-joruri and ko-joruri, with
the 1685 Shusse Kagekiyo (Kagekiyo Victorious) by Chikamatsu Monzaemon
(1653-1725) demarcating the new from the old. While forming a subgenre of
ko-joruri, however, Kinpira joruri triggered wide-reaching cultural transfor-
mations of its own before Chikamatsu appeared on the scene.

During a five-year period from Meireki 3 to Kanbun 2 (1657-1662) in the city
of Edo, the joruri chanter Izumi dayii and his playwright Oka Seibei Shigetoshi
unveiled a series of puppet plays about Heian-period Minamoto generals and
the quartet of fiercely loyal retainers who fought for them. Chanters in Edo
and Kamigata joined in to perform a parade of prequels and sequels starring
these same protagonists, while innovatively expanding the genealogical range
of the cast and instigating a cross-generational sequelmania. Publication—that
is, the circulation of Kinpira joruri plays as printed texts—encouraged a tran-
sregional hybridization of this theatrical genre. A newly thriving print culture
formed a catalyst that affected the orality of Kinpira pieces and also brought
the playbook publishers into a process of transmission that transcended artistic
lineages and space.
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Unfolding Ch@ijohime Lore: Following Leads from the Painted
Life of Chitjohime at the Taima Temple Nakanobo Cloister
—Hioxi Atsuko, Kinjo Gakuin Daigaku

Chiijohime gyojoki (The Life of Chujohime, hereafter Gyojoki),
published in Kyoho 15 (1730), is a didactic Buddhist compendium of con-
temporary Chajohime lore compiled and edited by a monk named Shikyo,
the “Hermit of San’yo6,” from tales and legends circulating in his day. Gyojok:
came to exercise a profound influence on the composition of Chiijohime
stories, both in Shikyo’s own and later times, including some pictorial biog-
raphies (eden) in the possession of temples and shrines. The 1767 Chiijobime
eden in the possession of the Taima Inner Temple (Okunoin), for example,
as well as the mid-nineteenth-century Chizjobime eden in the possession of
the Taima Nakanobo, are particularly closely related to Gyajoki. Tanaka Mie
and Torii Fumiko have explored the early-modern evolution of Chajohime
tales in significant depth, and building upon their research, I seek to consider
the development of Chiijohime stories primarily through an analysis of the
Chizjohime eden. Specifically, I will examine the ways in which the two afore-
mentioned pictorial biographies—especially the Nakanobo paintings—draw
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upon Gyojoki. The Nakanobd eden is unusual insofar as it contains a visual
representation of the story of Ch@ijohime’s stepmother’s serpent transforma-
tion, which is likewise depicted in the eighteenth-century aohon (bluebook)
Chitjohime and in the sekkyo-joruri Chiijohime no go-hongi (Chtjohime in
Her Original Form). A further characteristic of the Nakanobo eden that sets
it apart from other biographies is its omission of the iconic scene of Amida
Buddha’s etoki picture-explication of the Taima Mandala, as well as the scene
of Chiijohime’s Pure Land rebirth. By also probing the connections between
the Chiijohime eden and other literary works in addition to Gyojosi, I hope to

illuminate a facet of the reception history of Chajohime tales.
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Kabuki Knowledge: Professional Manuscripts and Commercial
Texts on the Art of Kabuki
—Katherine SALTZMAN-LI1, University of California, Santa Barbara

The craze for kabuki in the Edo Period, and the interpenetration
of kabuki into many cultural fields, led to a large variety of written materials
that addressed kabuki from many angles and for many purposes. Drawing on
the work of Akama Ry®o, this paper first addresses the variety of kabuki-related
materials produced during the Edo Period. Some were written for the sole
use of theater insiders, and others were for publication and purchase. The
purpose of the former was primarily to aid stage production, and some were
also written to help perpetuate successful production methods and techniques
by contributing to the training of actors and other theater personnel. The pur-
pose of the published materials was to present the kabuki experience for com-
mercial and fan-support objectives. While scripts used in the theater were not
published, many of the published materials prepared for outside dissemination
were based on the script, re-presenting performance on the page for outside
enjoyment and re-creation. Other published materials presented information
on kabuki through chronologies, encyclopedias, and treatises on various top-
ics, offering knowledge of kabuki to fan-consumers.

The focus here is to compare the practitioner/insider materials (profes-
sional manuscripts) with the fan/outsider-oriented materials (commercial
texts). While these broad categories help us understand the great number of
extant materials with which scholars work to reconstruct Edo-period kabuki,
this paper suggests that not all works fit neatly on one side of the dividing
line between insider and outsider-oriented materials. In particular, some Edo-
period publishers produced works with mixed characteristics, most likely in
an effort to appeal to the purchasing public. One such treatise is discussed in
order to both clarify and blur the boundaries between the insider/outsider
categories.
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Kabuki in Late Nineteenth-Century European
and American Publications
—YAMASHITA Takumi, Tokyo Seitoku College

Edward Sylvester Morse, hired as the first foreign specialist of Zool-
ogy at Tokyo University, recorded and illustrated in detail the vestiges of the
Edo Period remaining in Japanese customs and culture in his Japan Day by
Day (Boston, 1917). In an entry for May 7%, 1878 he writes:

It is difficult to realize that less than ten years ago the Shogun was in power, and
that this yashiki and other yashikis in the city were filled with houses in which the
retainers, artisans, and servants were quartered, and that at six o’clock everybody
had to be within the gates. No foreigner was allowed to live in Yedo, nor could
he ever visit it unless he was a high official of some foreign Government, and
here we are roaming round the city unguarded and unmolested.

In 1639, the Tokugawa shogunate enforced the national isolation policy,
restricting cultural exchange with foreign countries. In 1858, however, toward
the end of the Tokugawa period, the shogunate entered into the Treaty of
Amity and Commerce (Shuko tsusho joyakn) with America, Holland, Russia,
England, and France, and later with other principle European powers. Finally,
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with the Meiji Restoration in 1868, the 270-year-old Edo shogunate came to
an end.

After the opening of the country at the end of the Tokugawa period, many
Europeans and Americans arrived in Japan. While restrictions were placed
upon the freedoms and mobility of most foreigners, those who were relatively
free from Tokugawa government control due to their social status recorded
and published texts on Japanese manners and customs that they found to be
novel. My paper analyzes the way kabuki is represented in these texts from the

end of the Tokugawa period to the Meiji period.
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It is difficult to realize that less than ten years ago the Shogun was in power, and
that this yashiki and other yashikis in the city were filled with houses in which the
retainers, artisans, and servants were quartered, and that at six o’clock everybody
had to be within the gates. No foreigner was allowed to live in Yedo, nor could
he ever visit it unless he was a high official of some foreign Government, and
here we are roaming round the city unguarded and unmolested.
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Publishing Illustrated Edo Actor Books
—MATSUBA Ryoko, Nanzan University

Edo yakusha ehon (Edo actor picture books) were created by ukiyo-¢
artists of the Torii, Katsukawa, and Utagawa schools. The pioneering book in
this genre, Fiuryi shibo byobu, was published in Genroku 13 (1700). Further
examples continued to be produced to the end of the Edo period.

The British Museum possesses a large and important collection of wood-
block-printed illustrated books. Some examples of yakusha ehon in the Brit-
ish Museum are Katsukawa Shunsho and Ippitsusai Bunchd’s Ebon butai
ogi (1770) and Yakwusha natsu no Fuji (1780); Utagawa Toyokuni I’s Yakn-
sha gakuya tsi (1799), Yokusha sangai kyo (1801), Yakusha awase kagami
(1804.), and Yakusha nigao hayageiko (1817); and Utagawa Kunisada’s Yakusha
sangiurokkasen (1835).

Although based on materials in the British Museum, this paper also draws
upon materials in other collections in order to present an overview of yakusha
ehon publications. I investigate the reception of these books, the purpose of
the books as explained in their prefaces, the relationship between the artists
who created the illustrations and the main kabuki theaters, and conclude by
comparing the book illustrations with contemporary actor prints.

Identifiable portraits of actors (nigao-¢) first began to appear in single-sheet
prints designed by artists of the Torii school in the 1760s. The conventions for
actor portraits were fully established by the time Ebon butai ggi was published
in 1780. Portraiture took a further step forward with the development of oknbs
(close-up) portraits. In addition, Shunshé depicted actors in ordinary life in
Yakusha natsu no Fuji of 1780. Ichikawa Danjurd V, one of the great actors of
the period, wrote a postscript for the book. Artists used nigao (identifiable por-
traits) to depict actors in response to the popular desire to see favorite actors
out of role, behind the scenes. The production of such designs demonstrates
the strong connection between publishers, the theatrical world, and artists.
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Late Edo-Period Formulations of Actor Mitate Prints: The Case of
Portraits of the Thirty-six Poetic Geniuses
—YAMASHITA Noriko, National Institute of Japanese Literature

The actor-print compendium Portraits of the Thirty-six Poetic
Geniuses (Mitate sanjirokkasen), with images by Utagawa Toyokuni IIT and
censor seals from the ninth, tenth, and eleventh months of Kaei 5 (1852), was
published by Iseya Kanekichi of Edo. The work playfully applies the poems
of the Thirty-six Poetic Geniuses (a group of outstanding poets selected by
Fujiwara no Kinto in the early eleventh century) to particular characters in
kabuki and fiction. In addition to the necessity of understanding the poems,
knowledge of kabuki and fiction are required to make sense of the associations.
Furthermore, the characters identified with the poems are also identified with
the kabuki actors deemed to be most appropriate to play their roles.

Of the kabuki actors portrayed in the work, approximately s0% were active
in 1852, when the compendium was compiled; the remaining 50% were already
dead. Additionally, in 30% of the prints, the character associated with a par-
ticular actor was actually played by a different actor on the stage. Thus, even in
the case of dead kabuki actors, Portraits of the Thirty-six Poetic Geniuses is less
concerned with actual kabuki performance than it is with connecting charac-
ters to the actors imagined to be most suited to their parts.
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Insofar as Portraits of the Thirty-six Poetic Geniuses superimposes the clas-
sical world of waka poetry upon Edo-period kabuki and fiction, it also refer-
ences actor idiosyncrasies and theater gossip from the mid-Edo period onward.
Because its playful associations (mztate) are based upon the traditions of mid-
to-late Edo-period commoner culture—in particular, on a detailed knowledge
of kabuki—they allow for the pleasure of unraveling their puzzle-like identi-
fications.
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Capturing the Body: Ryukosai’s Notes on “Realism” in Represent-
ing Actors on Stage
—Akiko YANO, SOAS, University of London

Rytkosai Jokei (active: 1776-1809) is renowned as the first artist
in Kamigata to produce full color woodblock actor likeness prints. The term
“likeness” may suggest a connotation of “realism” or realistic representa-
tion, but, in fact, the actor’s likeness, which first developed in Edo in the late
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eighteenth century, was rather an impression of an actor which emphasized/
idealized his recognizable facial features. However, Ryiikosai pushed actors’
likenesses further, and endeavored to capture actors’ facial characteristics as
well as body movements more realistically.

Ryitkosai iko, which was re-discovered in 2010 after disappearing for almost
cighty years, outlines Rytikosai’s ideas on and methods of capturing the actor’s
body on stage. This is a manuscript of Ryukosai’s notes and sketches cut-and-
pasted into a book format, perhaps in preparation for publication. It is a kind
of manual for depicting actors. The most striking line is, “when depicting a
figure, draw first a naked body, and then put clothes on it according to the
character.” And Ryukosai actually shows naked actors, including onnagata
female-role specialists, performing in various roles in only a loincloth.

However, this instruction was not totally Rytkosai’s original idea, but can
be similarly found in the remarks of other Kamigata artists—both past and
contemporary—including such Japanese-style artists as Nishikawa Sukenobu
and Tsukioka Settei, and others such as Maruyama Okyo, who had great inter-
est in Western-style painting and anatomy. Rytikosai was apparently an ama-
teur artist who owned a business besides being an artist. He did not produce
enough work to be considered a commercial artist, which helps us understand
his eclectic and experimental attitude toward representing actors. Presumably
he was one of the typical Osaka wealthy and cultured merchants who was an
enthusiast of poetry, art, and kabuki, and pursued amateurism throughout his
career as an artist.

[158 D F A 25—t aT i (oA ] 2R

BB RHOE—

KIFHT (BURyRETIT - 7700 85 b)

Tt G :1776-1800) 13 b5 THIOTERE MR D
BRI AEL TSNS, [BEE] Lvid, BIPSEEMNLEIHT
HHHPDOINHIZ BN A, EEE, 18 MBIV TR 721%
BLBEAZ L, ORI 2 50 i 2\ W IZ B AL L CRR AT REIC L 7o R B
Th), Whbwd [GE] LiZHWThHi, LrLads, {LAOEEETLE
AT B OPELRS R OBIE D, IR B2 2B L
L7,

[T fe) (& MAEHEEDOART Y F 2 N E 720D MR 2 %)
DR L CT—FIH 7 CHEART, 1931 SEDOFE KRB KO L THASHTLL



ABSTRACTS | 23§

RESATHHNT Lo Tz, 2010 . BUFMEDS RSNz REFIE
BEREOFRELTHNT 5T 2 TlEESNZDN, DWIZEREN T LIV
7ZHDEHEINT VD, PCHRGEIKM R0 [LAWEEEALEIE, 5L
HOSTHOANELRICLT (i) HERICLoTEATDOWLEIERL] T,
WOLODBEDVSESERBAFE LD LEARZAON TN 5,

L2LZD &) 7% N liae Lt am B Ob D& W) DIF Tk, T3
LAED, FIHESCHRE ., MG EELE, WLEICEITT 5. b0t
A D LT ORI 72 BT RNHNT WA, W EATIZIR AT TlE 2L,
T2 EERMICE > TV FEANRRIEZEZONLEDS, TDIIRVHICHo72h
BIE. LKHEFD, TNaedbEEBRNEL MR AEEHEBOFRICFLDOLHE
AABTD TRV TEAI Do N EHEMLL LEEZEFL, FATHHILE
BLELZz, BB RIESIE ADODEN TH o7z,

Creating Celebrity: Poetry in Osaka Actor Surimono and Prints
—Andrew GERSTLE, SOAS, University of London

Kabuki was, to be sure, commercial theater, and therefore public-
ity was a key element of the business of getting people to buy tickets to see
the shows and in getting patrons to be financial backers of productions. The
power of the graphic was recognized early in the eighteenth century, particu-
larly in Edo, as a way of promoting actors’ images as superstars. Actor prints
came increasingly to be a powerful tool for the creation of celebrity and fame.
In Kamigata (Kyoto/Osaka), however, it was not until the early nineteenth
century that actor prints were produced to a commercial level, and even then,
not with the professionalization of Edo. This is an intriguing phenomenon
because kabuki was just as popular in Kyoto/Osaka as in Edo. In Kyoto and
Osaka, actors regularly interacted with their fans and patrons through fan
clubs and poetry or other art salons, to a greater degree, it seems, than in Edo,
where fan clubs were less developed.

Did the anti-commercialism ethic so evident in Kamigata literati circles
also influence kabuki actors? I use the rivalry of two Kamigata actors: Arashi
Kichisaburd IT (Rikan, 1769-1821), who never performed in Edo, and Naka-
mura Utaemon IIT (Shikan, 1778-1838), who made three extensive tours to
Edo, to examine how poetry was used on actor prints and surimono to pro-
mote their fame. In these two leaders of Kamigata kabuki, I argue, we see a
very different attitude to the use of poetry in the “public” realm of actor prints,
which were sold commercially, compared to the “private” realm of surimono,



236 | ABSTRACTS

which were issued and distributed privately. I posit that this difference helps us
understand how Kamigata actors tried to project themselves as cultural icons

and not just as players on the stage.
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Kabuki Plays on Page—and Comicbook Pictures on Stage—in
Edo-Period Japan
—Adam KERN, University of Wisconsin, Madison

What little scholarship that exists addressing the relationship
between kabuki stage and woodblock-printed page has tended to oper-
ate according to a reflection hypothesis of sorts, evaluating dramatic texts
(gekisho), actor likenesses (nigao-¢), and even comicbooks (kusazoshi) in
terms of how accurately these works mirror kabuki, either in its transcribed
or performed aspects. One problem with this hypothesis, however, is that in
emphasizing fidelity, material either unrelated to or at odds with the stage is
disregarded, effectively subordinating page to stage. More recently, scholarship
has begun to pursue the obverse—what might be termed a constructionist
hypothesis, arguing that these printed works helped to construct the stage by
advertising, celebrating, memorializing, even parodying (thereby reifying) its
various aspects. One problem with this hypothesis, however, is that the reverse
proposition seems equally valid: that it was, for instance, the stage that was
really advertising the page.

Both of these hypotheses place kabuki at center stage, often to the detri-
ment of other major cultural forms. Granted, it has long been realized that
kabuki must be understood in terms of its larger context of visual, popular,
literary, commercial, and other cultures. But in privileging kabuki, other texts
get distorted in a way that prevents further understanding of kabuki itself.
Thus, this paper secks to momentarily decenter kabuki in order to step back
and examine how stage and page worked in tandem as part of a larger pop-
culture gestalt so that something new can be learned about kabuki itself. To
this end, although I touch on a wide range of illustrated texts (kyagen ezukushi,
ehon banzuke, ¢’iri kyogenbon), comicbooks (akabon, kurohon, aohon, gokan),
and even ephemera like illustrated board games (e-sugoroku), 1 focus on the
kibyoshi, since, as arguably the most popular form of comicbook during this
period, it provided another center of popular culture.
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Publishing Kabukiland: Late Edo Culture and Kyokutei Bakin’s
Yakusha meisho zue
—Robert GOREE, Harvard University

In 1780, the publication of an illustrated catalogue of Kyoto’s
famous places (meisho) titled Miyako meisho zue met with immediate com-
mercial and popular success, starting a boom in the production of similar
multi-volume encyclopedic accounts of culturally rich geographies around the
Japanese archipelago. The publishing sensation culminated with the twenty-
volume Edo meisho zue in 1838, which took three generations of a family in
Edo to compile over the course of forty years. In 1800, between the publica-
tion of these two well-known examples of meisho zue, the prominent writer
Kyokutei Bakin made his own parodic contribution to the genre with Yakusha
meisho zue. lllustrated by Utagawa Toyokuni, the book does not guide the
reader through a wide topical range of sites in an actual topography, as would
conventional meisho zue, but instead offers a focused portrayal of theatrical
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performance, particularly kabuki. But instead of offering faithfully accurate
renderings of famous places related to the stage, the book transforms the
theater—its actors, architecture, and accoutrements—into a fantastic natural
landscape containing, for example, mountain ranges made up of actors’ wigs.
My presentation asks how and why Bakin parodied large-format popular geog-
raphies in such a sustained and baroque mitate fashion? To provide an answer
to these questions and offer a perspective about how the agents of nineteenth-
century print culture commodified various aspects of the theatrical world, I
analyze the clever play of words and images in Yakusha meisho zue, then ofter
an interpretation about the bizarre landscape it brings to life on the page and
what it might tell us about the relationship between performance and print in
early modern Japan.

(173 600 Hi i B 00 S & 5 25
TBCT 4 TR 4] — )
HS—h - o) (i)

1780 SEFT O FERD Z T EAZ L2 s [H& T K] 13, w3
HNCD N4 DR a5 ETHRIEIZE S 2 0D, HARZ Mo &7 30 LA I
J KB BT 7B O GE T — 2D KfF T e o7z T [HFTIE ] K
DUl 1838 4EIZ 20 I I A NLF AT ] AFHATSNZZRFICTH RIS EL
Tro SAUIE R HEDN S ZMRUTO DT IE[E DL, L7 T 40 ST THIMES L
72D THAb, INHHBOREW LR AT HEPHITINLEHIZH o7
1800 ML 7-AF R MFHEL [T AIKE] T2OVrumsiasr—
W E A Rz L7z HINEESBEHUL2CORIE, TNETOATHE
DINFEEEFELEOHIBUIZEN T LD TIEAL, TOVDYNEROHER
DO HBELOM IR ELF IO TH Do Lo L BIEICBEEL 72 % i a i
CHHT 20 TIER, CoRIIEE, HE, MEELEOEEL, fld
BB D) OLTTELL AN DL L)%, AR R :&%“%if%fﬁ
LTWwa, BEFRE, $2805901, —KATORETHALZOMFEII—F
LCFEDORAL [T #FELARROTA—IZL=DEA) 0 EVIHIDHNT
DL DI TH B ZDEEMINE 2 F 72 19 AL O 7 AE UV ITE B R OBk 4
BT % & DX Fﬁmmfust#two g SERT 5720, [BT AT
] ITHOWBN TV LI AR B EEPLIED I EIT V. LODZIWHR[E] THEAE
%\té’%fﬁéhfwéﬂﬂo%ﬂﬁ@ﬁﬁ)‘x‘%ﬂfzﬁfﬁt‘ CORDIRIE T B AR



240 | ABSTRACTS

(2B BB LR O BIARIZOWTE R LIHE/ ),

Stage and Spectacle in an Age of Maps: Kabuki and the Carto-
graphic Imagination in Nineteenth-Century Japan
—Jonathan ZWICKER, University of Michigan

Across the early decades of the nineteenth century, there was a
growth of interest among those who wrote on the history of kabuki to see the
theater of their own age along both a temporal and a spatial axis, that is as part
of a tradition that reaches back to the distant past, but also as one example
of a broader category of “theater” (shibai) that could be found in neighbor-
ing and in more distant lands. In these same decades, maps and diagrams of
all sorts began to appear in theater books and ephemera, and just as theater
critics mapped the real spaces of kabuki (stages, theaters, and theater districts)
in remarkable detail, authors and publishers likewise fashioned conceptual
maps—of actors and their careers, for example, or the history of Edo kabuki as
an institution—drawing upon what Marcia Yonemoto has called the powerful
“geographic imaginary” of early modern Japan.

By examining a variety of nineteenth-century printed ephemera, this paper
aims to explore how theatrical culture emerged as an object of knowledge in
relation to a particular kind of historicism by which early nineteenth-century
theater historians located, often quite literally mapped, contemporary theatri-
cal practice in both historical and spatial dimensions. My aim is to pose a series
of broad questions about how the early modern geographic imaginary worked
within an emerging “logic of seriality”—Benedict Anderson’s term for a way of
seeing an individual phenomenon as part of a larger series of like phenomena—
to provide a way of understanding contemporary theatrical practice within a
broadly spatialized conception of history.
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