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Introduction

$V�WKH�SUHDPEOH�WR�D�VWXG\�RQ�WKH�SODFH�RI �WUDGLWLRQDO�WKHDWHU�LQ�1DJDL�.DIş·V�
永井荷風������²������ZRUN�DQG�SRHWLFV��7DNDKDVKL�7RVKLR·V�高橋俊夫 comment 
DERXW�KDYLQJ�WR�ZULWH�RQ�.DIş�DQG�WKH�DUWV�RI �(GR³DERYH�DOO�XNL\R�H³LV�SDUWLFX�
ODUO\�ÀWWLQJ��́ ,W�LV�D�GLIÀFXOW�WDVN��0DQ\�WKLQJV�,�ZDQW�WR�ZULWH�DERXW��$QG�WKDW�,�VKRXOG�
ZULWH�DERXW��$Q�HQWLUH�ERRN��PD\EH��:KDW�FDQ�,�GR"µ1�7R�EH�VXUH��7DNDKDVKL·V�
ZRUULHV�ZHUH�H[DJJHUDWHG��WKH�FRQWULEXWLRQ�RI �KLV�RQJRLQJ�UHVHDUFK�RQ�.DIş�DQG�
WKH� WUDGLWLRQDO� DUWV� UDQNV� DPRQJ� WKH�PRVW� IUXLWIXO� DQG� LQÁXHQWLDO� LQ� WKH�ÀHOG��
1RQHWKHOHVV�� 7DNDKDVKL·V� VWDWXUH�PDNHV� KLV� GHVSDLU� QR� OHVV� UHODWDEOH�� $PRQJ�
WKRVH�OLWHUDU\�ÀJXUHV�ZKR�WDFNOHG�WKH�LVVXH�RI �WUDGLWLRQ�LQ�WKHLU�ZRUN��1DJDL�.DIş�
LV�LQGHHG�RQH�RI �WKH�PRVW�FRPSOH[��:KRHYHU�VHWV�RXW�WR�XQSDFN�WKH�PHDQLQJV�
DVVRFLDWHG�VSHFLÀFDOO\�ZLWK�WKH�QRWLRQ�RI �́ (GRµ�LQ�.DIş·V�RHXYUH�ZLOO�PRVW�OLNHO\�
feel discouraged by the vastness and density of  his commitment to this segment 
RI �-DSDQHVH�WUDGLWLRQ�DQG�FXOWXUDO�KLVWRU\��2IWHQ�ODEHOHG�D�́ QRVWDOJLFµ�EHFDXVH�RI �
his interest in the recent past, he was nonetheless modern, and quintessentially 
so, in his approach to tradition and in his overarching meditations on the rela�
WLRQVKLS�EHWZHHQ�SDVW�DQG�SUHVHQW�
0RUH� UHFHQWO\�� KRZHYHU�� DV� VFKRODUV� KDYH� FRQFHSWXDOL]HG³LQ� LQFUHDVLQJO\�

FRPSOH[�ZD\V³.DIş·V�XVHV�RI �WKH�SDVW�LQ�KLV�ZULWLQJ��WKH�QDWXUH�DQG�WKH�TXDOLW\�
RI �KLV� LGHDV�DERXW�(GR�KDYH�PRYHG�FORVHU�WR�WKH�FHQWHU�RI �VFKRODUO\� LQWHUHVW��
Tada Kurahito 多田蔵人 has stressed how, in Edo geijutsuron 江戸芸術論��(VVD\V�
RQ�WKH�$UWV�RI �(GR���������.DIş·V�VSHFXODWLRQV�DERXW�WKH�DUWV�RI �WKH�IRUPHU�FDS�
LWDO�FLW\�ORRN�DW�7RNXJDZD�VRFLHW\�WKURXJK�D�SUHVHQW�GD\�OHQV��WKDW�LV��WKURXJK�WKH�
FRQFHUQV�DQG�DVVXPSWLRQV�RI �KLV�RZQ�WLPH�2�6KLQGŇ�0DVDKLUR�真銅正宏, writing 
about Hiyori geta 日和下駄��)DLU�:HDWKHU�&ORJV���������DQRWKHU�HVVD\�FROOHFWLRQ�
WKDW�.DIş�SXEOLVKHG�MXVW�D�IHZ�\HDUV�EHIRUH�Edo geijutsuron, has pointed out that 
ZKHQ�.DIş��DV�D�ÁDQHXU��VWUROOHG�WKURXJK�WKH�WUDGLWLRQDO�shitamachi 下町��ORZ�FLW\��

7KH�6RXQG��WKH�%RG\��WKH�&ODVVLFV��1DJDL�
.DIş�DQG�7UDGLWLRQDO�7KHDWHU
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QHLJKERUKRRGV�RI �PLG�����V�7RN\R��KH�ZDV�QRW�VR�PXFK�VHDUFKLQJ�IRU�WKH�YHV�
WLJHV�RI �(GR�DV�KH�ZDV�WU\LQJ�WR�ORRN�DW�KLV�KRPHWRZQ�IURP�D�FORVHU�GLVWDQFH��LQ�
DQ�DWWHPSW�WR�IXOO\�FRPSUHKHQG�LW��
(QGRUVLQJ�7DGD·V��6KLQGŇ·V��DQG�RWKHU�UHFHQW�VFKRODUV·�UHVHDUFK�RQ�WKH�VXEMHFW��

,�UHH[DPLQH�LQ�WKLV�DUWLFOH�WKH�FRUSXV�RI �ZRUN�WKDW�.DIş�GHYRWHG�WR�WUDGLWLRQDO�
WKHDWHU��DQG�ZKLFK�KH�ZURWH�LQ�WKH�ODWH�\HDUV�RI �WKH�0HLML�SHULRG������²������DQG�
WKURXJKRXW�WKH�7DLVKŇ�SHULRG������²�������,�KRSH�WKLV�HQGHDYRU�ZLOO�DGG�D�QHZ�
GLPHQVLRQ�WR�KRZ�VFKRODUV�XQGHUVWDQG��RQ�WKH�RQH�KDQG��.DIş·V�DSSUHFLDWLRQ�RI �
modernity and, on the other, the diverse contexts in which the idea of  the the�
DWHU�LWVHOI �ZDV�EHLQJ�QHJRWLDWHG�DQG�UHIRUPXODWHG�GXULQJ�WKHVH�FUXFLDO�GHFDGHV��
As I try to show, his idea of  kabuki in particular can be used as a lens, allowing 
speculation on the nature of  modernity and the place of  the classics in modern 
WLPHV³DV�ZHOO�DV�RQ�ZKDW�LQ�PDQ\�ZD\V�FDQ�EH�FRQVLGHUHG�.DIş·V�DWWHPSW�WR�
UH�FDQRQL]H� FHUWDLQ�ZRUNV� DQG�SUDFWLFHV�KROGLQJ�RQO\�PDUJLQDO� VLJQLÀFDQFH� LQ�
FRQWHPSRUDU\�GLVFRXUVHV�DQG�WKHRULHV��%XLOGLQJ�RQ�7DNDKDVKL·V�DUJXPHQW� WKDW�
Edo geijutsuron�LV�VXVWDLQHG�SULPDULO\�E\�.DIş·V�NHHQ�VHQVLWLYLW\�WR�VRXQG�DQG�FRORU�
and by his sense of  place,4 I try to demonstrate the extent to which the most ex�
WHULRU�DVSHFWV�RI �WKHDWULFDO�SHUIRUPDQFH�HPERGLHG��LQ�.DIş·V�FRQFHSWXDOL]DWLRQ�
RI �WKH�DUWV·�VRFLDO�IXQFWLRQ��D�GLVFHUQLEOH�PDUNHU�RI �WKH�DUWLVWLF�H[SHULHQFH·V�KLJK�
HVW�YDOXH�
0\�ZRUNLQJ�DVVXPSWLRQ�LV�WKDW�.DIş·V�PHGLWDWLRQ�RQ�NDEXNL�ZDV�SHUIHFWO\�FRQ�

VRQDQW�ZLWK�ZKDW�,�FRQVLGHU�KLV�WUDGHPDUN�PRGHUQLW\³WKDW�LV��WKH�WHQGHQF\�WR�
LQWHUURJDWH�DQG�PDQLSXODWH�WKH�SDVW�UDWKHU�WKDQ�UHMHFWLQJ�LW�DOWRJHWKHU��)RU�H[DP�
ple, the emphasis he places on space, color, and sound foregrounds the materi�
DOLW\�RI �WKH�SHUIRUPDWLYH�DFW�DQG�GRZQSOD\V�LWV�OLWHUDULQHVV��,Q�GRLQJ�VR��KH�XOWL�
PDWHO\�RSHQV�WKHDWHU�XS�WR�WKH�PXOWLSOH�DOOHJLDQFHV�DQG�SRVVLELOLWLHV�RI �WKH�PRGHUQ��
Furthermore, by focusing in particular on the audience, he stresses the need 
ERWK�IRU�D�FRPPXQDO�PRGH�RI �DUWLVWLF�UHFHSWLRQ�DQG�IRU�DQ�LGHD�RI �WKH�WKHDWHU³
ZKHWKHU�FRQFHLYHG�WR�EH�D�FXOWXUDO�WUDGLWLRQ�RU�D�FRUSXV�RI �ZRUNV³DV�DQ�HQYL�
URQPHQW�DQG�D�FRPPXQLW\�XQWR�LWVHOI��+H�UHMHFWV�WKH�SULQFLSOHV�RI �0HLML�HUD�WKH�
ater modernization and instead calls for separate standards to be used when 
HYDOXDWLQJ�:HVWHUQ�DQG�-DSDQHVH�WKHDWHU��DUJXLQJ�PRUHRYHU�IRU�D�VRFLDO�IXQFWLRQ�
IRU�DUW³IRU�LWV�DELOLW\�WR�SURYLGH�WKH�DXGLHQFH�ZLWK�D�PHQWDO�EUHDN��D�GLVWUDFWLRQ�
IURP�GDLO\� SUHRFFXSDWLRQV�� DQ� HVFDSH� IURP� HYHU\GD\� OLIH�� ,� WKHUHIRUH� DGGUHVV��
ÀUVW��.DIş·V�SHUVRQDO�H[SHULHQFH�RI �WKHDWHU³RQ�DQG�RIIVWDJH��ERWK�DW�KRPH�DQG�
DEURDG��$IWHU�WKLV��,�WRXFK�XSRQ�0HLML�SHULRG�WKHDWHU�UHIRUP��KLJKOLJKWLQJ�D�VHW�
RI �LVVXHV�WKDW�.DIş�WDFNOHG��HLWKHU�GLUHFWO\�RU�LPSOLFLWO\��LQ�KLV�YDULRXV�ZULWLQJV��,�
then proceed with a textual analysis of  three particular works, the abovemen�
tioned Edo geijutsuron and the hitherto understudied early pieces +\ŇVKLJL�PRQRJDWDUL 
拍子木物語��&ODSSHU�6WRULHV��������DQG�*DNX\D�MşQLWRNL�楽屋十二時 (A Day in the 

��6KLQGŇ��´6DQVDNXNL�WR�LX�EXQJDNX�MDQUX�µ�S�����
4 7DNDKDVKL��´1DJDL�.DIş�WR�NDLJD�µ�S�����
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'UHVVLQJ�5RRP���������RFFDVLRQDOO\�GLJUHVVLQJ�LQWR�.DIş·V�RWKHU�ZRUNV�DQG�H[�
SHULHQFHV�

1DJDL�.DIş�DQG�7KHDWHU
7KHDWHU�DOZD\V�KHOG�D�VSHFLDO�SODFH�LQ�.DIş·V�OLIH��,W�LV�ZHOO�NQRZQ�WKDW�KLV�IDV�

FLQDWLRQ�ZLWK�WKH�DUWV�RI �(GR�ZDV�PRVW�OLNHO\�GXH�WR�KLV�PRWKHU·V�LQÁXHQFH�ZKHQ�
KH�ZDV�D�FKLOG��.RQGŇ�7RPLH�近藤富枝�KDV�VWUHVVHG�DOVR�KRZ�.DIş·V�HDUO\�DSSUH�
FLDWLRQ�RI �NDEXNL·V�VRXQGV�DQG�UK\WKPV�PD\�KDYH�KDG�WR�GR�ZLWK�KLV�LQWLPDWH�
acquaintance with the koto and the shamisen, which his maternal grandmother 
XVHG�WR�SOD\�5�<HW�NDEXNL�WRRN�RQ�D�ZKROH�QHZ�PHDQLQJ�IRU�.DIş�LQ�������ZKHQ�
(QRPRWR� 7RUDKLNR�榎本虎彦� �����²������ LQWURGXFHG� KLP� WR� )XNXFKL� ņFKL� 
福地桜痴������²������DW�WKH�.DEXNL�]D�歌舞伎座, giving the young man reason 
HQRXJK�WR�EHOLHYH�WKDW�D�FDUHHU�LQ�WKHDWHU�ZDV�SRVVLEOH�IRU�KLP��8S�WR�WKDW�SRLQW��
he had already toyed with the idea of  becoming a painter, and had then associ�
DWHG�ZLWK�QRYHOLVW�+LURWVX�5\şUŇ�広津柳浪������²�������+H�KDG�HYHQ�GHEXWHG�DV�
a rakugo 落語 VWRU\WHOOHU�ZLWK�$VDQHEŇ�0XUDNX�朝寝坊むらく VI (1859–1907) 
XQGHU� WKH�SVHXGRQ\P�6DQ·\şWHL�<XPHQRVXNH�三遊亭夢之助, before his father 
IRXQG�RXW�DQG�IRUEDGH�KLP�IURP�SHUIRUPLQJ�DJDLQ��,Q�IDFW��KLV�IDWKHU�KDG�QHYHU�
allowed him to pursue any artistic ambitions, convinced that a governmental po�
VLWLRQ�RU�D�FDUHHU�LQ�ÀQDQFH�ZRXOG�EH�D�VDIHU�FKRLFH�IRU�KLV�HOGHVW�VRQ�
$W�WKH�.DEXNL�]D��.DIş�JDLQHG�ÀUVW�KDQG�H[SHULHQFH�RI �WKH�ZRUOG�RI �WKH�WKH�

DWHU�DQG�DFWRUV��EXW�KLV�SULPDU\�JRDO�ZDV�WR�EHFRPH�DQ�DXWKRU��+LV�ÀUVW�MRE��KRZ�
HYHU��KDG�OHVV�WR�GR�ZLWK�ZULWLQJ�WKDQ�RQH�PLJKW�H[SHFW��KLV�DSSUHQWLFHVKLS�EHJDQ�
with wooden clappers (K\ŇVKLJL�拍子木�� +H�SXW�D�JUHDW�GHDO�RI �HIIRUW�LQWR�OHDUQ�
LQJ�KRZ�WR�VWULNH�WKH�FODSSHUV�SURSHUO\��DQG�KLV�ZULWLQJV�RQ�WKH�VXEMHFW�UHYHDO�WKDW�
KH�DFNQRZOHGJHG�WKHLU�LPSRUWDQFH�DV�VLJQDOV��DV�ZHOO�DV�WKLV�SDUWLFXODU�WUDLQLQJ·V�
UHOHYDQFH�IRU�KLV�GHVLUHG�FDUHHU�DV�D�NDEXNL�SOD\ZULJKW�
'HVSLWH�KLV�GHWHUPLQDWLRQ�WR�DFKLHYH�WKLV�GUHDP��KH�TXLW�WKH�.DEXNL�]D�RQO\�

WHQ�PRQWKV� DIWHU� MRLQLQJ��+H�PDGH� WKLV�GHFLVLRQ�RXW�RI � OR\DOW\� WR�)XNXFKL³ 
DSSDUHQWO\�� WKH� ODWWHU� GLG� QRW� DSSUHFLDWH� ,FKLNDZD� 'DQMşUŇ�市川團十郎� ,;·V�
�����²������ H[SHULPHQWV� ZLWK� UHDOLVW� GUDPD� �katsureki 活歴���� .DIş� IROORZHG�
Fukuchi to Yamato shinbun 大和新聞 WR�ZRUN�DV�D�MRXUQDOLVW��:KHQ�Yamato shinbun 
GLVPLVVHG�KLP�D�IHZ�PRQWKV�ODWHU��.DIş�WULHG�WR�UHWXUQ�WR�WKH�.DEXNL�]D��EXW�
having published works that broke an extremely important rule in the world of  
NDEXNL³WKDW�RQH�PXVW�QRW�UHYHDO�SXEOLFO\�ZKDW�KDSSHQV�EHKLQG�WKH�VFHQHV³KH�
ZDV�QRW�DOORZHG�WR�GR�VR��7KLV��LQFLGHQWDOO\��ZDV�SUREDEO\�WKH�PDLQ�HYHQW�WKDW�
GURYH�KLP�WR�WKH�QRYHO��XOWLPDWHO\�OHDGLQJ�WR�KLV�FDUHHU�DV�ZULWHU��7KH�ZRUNV�WKDW�
FRVW� .DIş� KLV� UHWXUQ� WR� NDEXNL� ZHUH� LQ� SDUWLFXODU� KLV�+\ŇVKLJL� PRQRJDWDUL and  
*DNX\D�MşQLWRNL�

5 .RQGŇ��.DIş�WR�6DGDQML��SS����²���
��,ELG���S�����
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.DIş·V� GLVDSSRLQWPHQW�� KRZHYHU�� GLG� QRW� NHHS� KLP� DZD\� IURP� NDEXNL��+H�
would always associate with kabuki playwrights and actors, always trying to en�
ODUJH�KLV�FLUFOH�RI �DFTXDLQWDQFHV�LQ�WKDW�PLOLHX��)RU�LQVWDQFH��LQ�������DIWHU�EH�
FRPLQJ�IULHQGV�ZLWK�2VDQDL�.DRUX�小山内薫 (1881–1928), he was introduced 
E\� WKH� VDPH� SOD\ZULJKW� WR� ,FKLNDZD� 6DGDQML�市川左團次� ,,� �����²������� MXVW�
DURXQG�WKH�WLPH�2VDQDL�DQG�6DGDQML�IRXQGHG�WKH�-L\ş�*HNLMŇ�自由劇場 (Freedom 
7KHDWHU��7
.DIş·V� LQWHUHVW� LQ� WKHDWHU� ZHQW� IDU� EH\RQG� NDEXNL�� KRZHYHU�� DV� KH� SURYHG�

GXULQJ�KLV�VRMRXUQ�DEURDG�EHWZHHQ������DQG�������:KLOH�LQ�WKH�8QLWHG�6WDWHV�
DQG�)UDQFH��DQG�HVSHFLDOO\�ZKHQ�KH�ZDV�LQ�1HZ�<RUN��KH�YLVLWHG�PDQ\�WKHDWHUV��
:H�NQRZ�IURP�KLV�WUDYHO�GLDU\��6DL\ş�QLVVKLVKŇ 西遊日誌抄 (Journal of  a Journey 
WR�WKH�:HVW���������WKDW�KH�DWWHQGHG�%URDGZD\�SHUIRUPDQFHV�DOPRVW�HYHU\�GD\��
staying up late to read librettos in restaurants and coffee shops when perfor�
PDQFHV�ZHUH�VROG�RXW³RU�DIWHU�KH�KDG�DWWHQGHG�D�SOD\��WR�OLQJHU�RQ�WKH�HPRWLRQV�
LW�KDG�DURXVHG�8 Minami Asuka 南明日香 has distinguished several patterns in 
.DIş·V� VWUROOV� DURXQG�1HZ�<RUN��RQH�RI �ZKLFK� UHYROYHG�DURXQG� WKHDWHUV� DQG�
FRQFHUW�KDOOV�9�0RVW�RI �KLV�HYHQLQJV�ZHUH�VSHQW�LQ�WKHDWHUV��+H�EHFDPH�D�YHULWD�
ble habitué, who would watch the same show more than once, as he did with 
Carmen,10�DQG�ZKR�PDQDJHG�WR�VHH�6DUDK�%HUQKDUGW������²������RQ�WKH�VWDJH�
WKUHH�WLPHV�LQ�OHVV�WKDQ�WHQ�GD\V��+H�ZURWH�LQ�KLV�MRXUQDO�WKDW�D�JUHDW�SDUW�RI �KLV�
IDVFLQDWLRQ�ZLWK�:HVWHUQ�FRXQWULHV�ZDV�URRWHG�LQ�KLV�GHVLUH�WR�NQRZ�DERXW�WKHLU�
theater,11�DQG�LQGHHG��GXULQJ�KLV�VRMRXUQ�LQ�1HZ�<RUN��KH�DSSHDUV�WR�KDYH�EHHQ�
HDJHU�WR�ZDWFK�DV�PDQ\�SOD\V�DV�SRVVLEOH��,�KDYH�DUJXHG�HOVHZKHUH�WKDW�D�QRWH�
ZULWWHQ�RQ�0DUFK�����������DIWHU�D�VKRZ�WKDW�PRYHG�KLP�GHHSO\��WHVWLÀHV�WR�D�
UDGLFDO�FKDQJH�LQ�KLV�OLIH�DQG�HVSHFLDOO\�LQ�KLV�DWWLWXGH�WRZDUG�DUW��+H�ZURWH��´,�
can no longer watch plays with the detached eye of  the critic, as I used to do 
ZKHQ�,�ZDV�LQ�P\�FRXQWU\��'LG�$PHULFD�HQWLUHO\�WUDQVIRUP�PH�LQWR�D�ODFKU\PRVH�
SRHW"µ12 This statement can be considered an acknowledgment of  his artistic 
maturation, the transition from a more derivative approach, inspired by the 
´WUDJLF�QRYHOµ��KLVDQ�VKŇVHWVX�悲惨小説) and by French naturalism, among other 
LQÁXHQFHV��WR�DGRSW�D�PRUH�SHUVRQDO�DQG�PRUH�RULJLQDO�DWWLWXGH���
.DIş·V� LQWHUHVW� LQ� WKHDWHU³HVSHFLDOO\�RSHUD³QHYHU�ÁDJJHG�GXULQJ�DQG�DIWHU�

KLV�WLPH�DEURDG��,W�DFTXLUHG�PRUHRYHU�DQ�DGGLWLRQDO�GLPHQVLRQ�GXULQJ�WKH�ODVW�
part of  his travels when, according to Mitsuko Iriye, he felt, as intensely as never 
EHIRUH�� D�´SUHRFFXSDWLRQ�ZLWK� WKH�TXHVWLRQ�RI �KRZ� WR� WU\� WR�GLVHQWDQJOH� DQG� 

7 Akiba, .ŇVKŇ�1DJDL�.DIş��S������
8 Nagai, 6DL\ş�QLVVKLVKŇ��S������
9 Minami, 1DJDL�.DIş�QR�1\ş�<ŇNX��3DUL��7ŇN\Ň��S�����
10 Nagai, 6DL\ş�QLVVKLVKŇ��SS����������²����
11 ,ELG���S������
12 ,ELG���S������
���Follaco, A Sense of  the City��S�����
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reconcile two different cultures which [were] both true and dear to him but 
ZKLFK�>FRXOG�QRW@�EH�DUWLÀFLDOO\�IXVHG�RU�VXSHULPSRVHG�XSRQ�RQH�DQRWKHU�µ14

$W�WKH�WLPH��.DIş�ZDV�SHVVLPLVWLF�DERXW�WKH�SRVVLELOLW\�RI �H[SUHVVLQJ�KLV�IHHO�
LQJV��DV�D�-DSDQHVH��WKURXJK�PXVLF�LQ�:HVWHUQ�(XURSHDQ�VW\OH��-XVW�D�IHZ�\HDUV�
HDUOLHU��KRZHYHU��KH�KDG�KHOG�D�GLIIHUHQW�YLHZ��,Q�������ZKHQ�KH�ZDV� OLYLQJ� LQ� 
7DFRPD��:DVKLQJWRQ��KH�KDG�ZULWWHQ�WR�KLV�IULHQG�,NXWD�.L]DQ�生田葵山������²
1945) that he wished to introduce musical drama to Japan, and not by translating 
:HVWHUQ�ZRUNV��EXW�E\�FUHDWLQJ�RULJLQDO�-DSDQHVH�SLHFHV�15 Yet he was not to pur�
VXH�WKLV�SURMHFW�LPPHGLDWHO\�DIWHU�KLV�UHWXUQ�WR�7RN\R��,QGHHG��DW�WKH�WLPH�KH�SXU�
SRVHO\�DYRLGHG�WKH�RSHUD�SHUIRUPHG�LQ�-DSDQHVH�DW�WKH�$VDNXVD�2SHUD�+RXVH��
ZKLFK�H[SHULPHQWHG�ZLWK�PXVLFDO�GUDPD�GXULQJ�WKH�PLG�7DLVKŇ�SHULRG��VHHNLQJ�
forms of  expression that could reach a broader audience and thereby dislodge 
WKH�UDWKHU�HOLWLVW�LPDJH�DVVRFLDWHG�ZLWK�:HVWHUQ�(XURSHDQ�RSHUD��.DIş�RSWHG�LQ�
VWHDG�IRU�WKH�,PSHULDO�7KHDWHU·V�SUHVHQWDWLRQ�RI �WUDGLWLRQDO�RSHUD�VXQJ�LQ�(XUR�
SHDQ�ODQJXDJHV��� Nearly three decades later, however, he had come to feel that 
´SHUKDSV�WKH�WLPH�ZDV�ULSH�IRU�GRLQJ�RSHUD�LQ�-DSDQ�µ17 and wrote his only opera 
piece, .DWVXVKLND�MŇZD�葛飾情話 �5RPDQFH�LQ�.DWVXVKLND���������ZKLFK�ZDV�SHU�
IRUPHG�LQ�WKH�ODWH�VSULQJ�RI �����³DW�WKH�$VDNXVD�2SHUD�+RXVH�

0HLML�(UD�7KHDWHU�5HIRUP
7KH�WKUHH�HDUO\�.DIş�ZRUNV�WKDW�,�H[DPLQH�LQ�WKLV�DUWLFOH�DUH�RI �LQWHUHVW�EHFDXVH�

they were published at two different moments in the history of  Japanese theat�
ULFDO� FXOWXUH��+\ŇVKLJL�PRQRJDWDUL and *DNX\D� MşQLWRNL� DUH� EDVHG� RQ� WKH� MXYHQLOH�
.DIş·V�H[SHULHQFHV�DW�WKH�.DEXNL�]D�DQG�ZHUH�ZULWWHQ�VRRQ�DIWHU�KLV�WKHDWHU�DS�
prenticeship ended, while Edo geijutsuron is a more complex work, published 
ZKHQ�KH�ZDV�DOUHDG\�D�UHQRZQHG�ZULWHU�DQG�D�UHVSHFWHG�LQWHOOHFWXDO��'HVSLWH�WKLV�
GLIIHUHQFH�LQ�WKH�VWDWH�RI �WKH�DXWKRU·V�FDUHHU��KRZHYHU��ERWK�RI �WKHVH�ZRUNV·�UH�
VSHFWLYH�FRPSRVLWLRQ�GDWHV³WKH� WXUQ�RI � WKH�FHQWXU\�DQG� WKH�PLG�7DLVKŇ�SH�
ULRG³SURYHG�WR�EH�WLPHV�RI �WUDQVLWLRQ�LQ�WKH�KLVWRU\�RI �-DSDQHVH�WKHDWHU�
,Q�������7VXERXFKL�6KŇ\Ň�坪内逍遥������²������SXEOLVKHG�KLV�HVVD\�´:DJD�

NXQL�QR�VKLJHNLµ 我が邦の史劇 �7KH�+LVWRULFDO�'UDPD�RI �2XU�1DWLRQ���,Q�LW��KH�
praises the emotional abundance and intensity that he considered typical of  Jap�
DQHVH�WUDGLWLRQDO�WKHDWHU�DV�ZHOO�DV�WKH�FKDULVPD�RI �LWV�DFWRUV��<HW�KH�DOVR�DUJXHG�
WKDW�UHDO�PRGHUQL]DWLRQ�LQ�WKHDWHU�FRXOG�EH�DFKLHYHG�RQO\�E\�D�´QHZµ�NLQG�RI �
drama whose works focused on a single core idea and realistic characters rather 
WKDQ�RQ�WKH�QDUUDWLYH�HOHPHQW�18�,Q�WKH�VDPH�\HDU��.LWDPXUD�7ŇNRNX�北村透谷 

14 ,UL\H��´4XHVW�IRU�/LWHUDU\�5HVRQDQFH�µ�SS�����²����
15 Nagai, 'DQFKŇWHL�VHNLWRNX��SS���²��
���6KLQGŇ��1DJDL�.DIş��SS�����²����
17 Akiyama, 6KŇZD�QR�VDNN\RNXNDWDFKL��S������
18 7VXERXFKL��´:DJDNXQL�QR�VKLJHNL�µ�SS����²���
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�����²������ZURWH�´*HNLVKL�QR�]HQWR�LNDQµ�劇詩の前途如何��:KDW�/LHV�$KHDG�
IRU�'UDPDWLF�3RHWU\"�19 for the literary magazine Bungakukai 文學界, in which he 
VWUHVVHG�´V\PPHWULFDO�KDUPRQ\µ�DV�WUDGLWLRQDO�-DSDQHVH�GUDPD·V�PRVW�GLVWLQFWLYH�
FKDUDFWHULVWLF�

In music, sound effects, speeches, movements and behavior, dance, chanting, 
DQG�LQ�PDQ\�RWKHU�WKLQJV��KDUPRQ\�LV�WKH�FRUH��6RQJ�LV�DFFRPSDQLHG�E\�PRYH�
ments of  the legs and gestures by the hands, followed by various complicated 
GHPDQGV��2QH�SDUW�FDQQRW�EH�WKH�ZKROH��DQG�WKH�ZKROH�FDQQRW�EH�H[SUHVVHG�E\�
RQH�SDUW��7KXV��RXU�SOD\V�DUH�LQ�WKH�VHUYLFH�RI �V\PPHWULFDO�KDUPRQ\��������,�KDYH�
come to realize that there is no way to eliminate the defective convention of  
V\PPHWULFDO�KDUPRQ\�LQ�-DSDQHVH�GUDPD��>7KHUHIRUH�@�-DSDQHVH�GUDPD�ZLOO�KDYH�
PXFK�GLIÀFXOW\�LQ�WKH�IXWXUH�20

Kitamura lamented how both the actors and the public failed to appreciate a 
SOD\·V�UHDO�HVVHQFH�EHFDXVH�WKH\�ZHUH�IDU�PRUH�DEVRUEHG�LQ�LWV�FRQYHQWLRQDO�DQG�
XQFKDQJLQJ�IRUP�
$W�WKH�FHQWHU�RI �WKHVH�DXWKRUV·�SUHRFFXSDWLRQ�OD\�WKHLU�DPELWLRQ�DQG�GHVLUH�WR�

ORFDWH�GUDPD�ZLWKLQ�WKH�UHDOP�RI �OLWHUDWXUH³KHQFH�WKHLU�FRQFHUQ�ZLWK�HOHPHQWV�
RI �WKH�SOD\�WKDW�IHOO�RXWVLGH�WKH�UHDOP�RI �SHUIRUPDQFH��0��&RG\�3RXOWRQ�DVVRFL�
DWHV� WKLV�DWWLWXGH�ZLWK� WKH�0HLML�SHULRG·V� UDGLFDO� WUDQVIRUPDWLRQ� LQ� OLWHUDU\�DQG�
DHVWKHWLF�VWDQGDUGV��+H�LGHQWLÀHV�WKLV�VKLIW·V�PRVW�UHPDUNDEOH�IHDWXUH�DV�́ WKH�ULVH�RI �
the notion that all literary forms should be devoted to the portrayal of  a modern, 
SULYDWL]HG� VHOI�µ� ZKLFK� EURXJKW� ZLWK� LW� ´DQ� HVVHQWLDOO\� anti-theatrical� HOHPHQW�µ�
Poulton singles out two main devices used for the expression of  modernity in 
WKH�0HLML�SHULRG��FRQIHVVLRQ��LQ�WKH�UHDOP�RI �ÀFWLRQ��DQG�GLDORJXH��LQ�WKH�UHDOP�
RI �GUDPD���´7KH�HYHQWXDO�YLFWRU\�RI �WKH�PRQRORJLF�H[SUHVVLRQ�RYHU�WKH�GLDORJLF�
LPDJLQDWLRQ�LV�DQ�LPSRUWDQW�UHDVRQ�IRU�WKH�OLWHUDU\�SUHFHGHQFH�RI �ÀFWLRQ�RYHU�
GUDPD�µ�KH�VWDWHV��FRQFOXGLQJ�WKDW�´DV�D�FRQVHTXHQFH��ÀFWLRQ��VKŇVHWVX�小説) began 
to replace the play (shibai 芝居��DV�WKH�SDUDGLJP�RI �FXOWXUDO�H[SUHVVLRQ�µ21

These two ideas, a privatized self  and realistic representation, are the grain 
DJDLQVW�ZKLFK�.DIş�VHHPV�WR�EH�DGMXVWLQJ�KLV�RZQ�WKHRU\�RI �GUDPD�LQ�WKH�����V��
,Q�ZKDW� IROORZV�� ,� GHPRQVWUDWH� WKDW� KLV� SRVLWLRQ�ZDV� ÀUPO\� JURXQGHG� LQ� KLV� 
RZQ�H[SHULHQFH�RI �NDEXNL�DW�WKH�.DEXNL�]D��DQG�WKDW�LW�GUHZ�LQ�HTXDO�PHDVXUH�
XSRQ�WKDW�WKHDWULFDO�SUDFWLFH·V�PRVW�PDWHULDO�HOHPHQWV�DQG�XSRQ�WKHVH�HOHPHQWV·�
HPRWLRQDO�DQG�LQWHOOHFWXDO�UHYHUEHUDWLRQV��$W�WKH�VDPH�WLPH��RQH�VKRXOG�QRW�XQ�
GHUHVWLPDWH�PRGHUQ� GUDPD·V� GLGDFWLF� WHQGHQF\�� ZKLFK�� DFFRUGLQJ� WR� 3RXOWRQ��
´EHFDPH�HYHQ�JUHDWHU�DV�WKHDWHU�EHFDPH�SROLWLFL]HG�LQ�WKH�����V�DQG�����V��DV�LI �

19 0��&RG\�3RXOWRQ�VWUHVVHV�WKH�IDFW�WKDW�.LWDPXUD�XVHG�WKH�ZRUG�gekishi 劇詩 (dramatic poetry) 
rather than gikyoku 戯曲��ZKRVH�XVH�ZDV�WKHQ�PRUH�FXVWRPDU\�IRU�´GUDPD�µ�6HH�3RXOWRQ��A Beggar’s 
Art��S�����n���

20 0RUL��´,QWURGXFWLRQ�µ�S�����
21 Poulton, A Beggar’s Art��S��[L�
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to regain by ideological means the sociality theater had naturally lost in its march 
WR�PRGHUQL]DWLRQ�µ22�,QGHHG��WKHDWHU·V�VRFLDOLW\�LV�DW�WKH�FRUH�RI �.DIş·V�PHGLWD�
tion, and it comes as no surprise that this meditation took place during the 
7DLVKŇ�SHULRG��D�WLPH�RI �FKDQJH��GXULQJ�ZKLFK�PDQ\�QHZ�WKHDWHU�FRPSDQLHV�DQG�
KDOOV�HPHUJHG��PDQ\�QHZ�PDJD]LQHV�ZHUH�IRXQGHG��DQG�WKHDWHU·V�LQÁXHQFH�FDPH�
WR�UHDFK�IDU�EH\RQG�LWV�RZQ�SHUIRUPDQFH�YHQXHV�DQG�WKH�SOD\�JRLQJ�SXEOLF�� LW�
ZDV�´D�WLPH�ZKHQ�PRGHUQ�WKHDWHU�DQG�GUDPD�EHFDPH�PDMRU�SOD\HUV�LQ�WKH�ULVLQJ�
ERXUJHRLV�FXOWXUH�µ��
,Q�KLV�RZQ�ZRUN��.DIş�DGYRFDWHV�DQ�XWWHUO\�GLIIHUHQW�DSSURDFK�WR�WKHDWHU��+H�

believed that excessive concern with the social dimension of  drama could un�
GHUPLQH�LWV�DELOLW\�WR�SURYLGH�D�VSDFH³ERWK�SK\VLFDO�DQG�LPDJLQDU\³IRU�SHRSOH�
WR�PRPHQWDULO\�GLVHQJDJH�IURP�WKHLU�HYHU\GD\�SUHRFFXSDWLRQV��+H�EHOLHYHG��LQ�
RWKHU�ZRUGV��LQ�DUW³DQG�HVSHFLDOO\�LQ�GUDPD³DV�D�PHQWDO�EUHDN��DV�DQ�RSSRUWX�
QLW\�WR�H[SORUH�OLIH�DW�LWV�IXOOHVW�RU�WR�IDFH�ODUJHU�WKDQ�OLIH�SURMHFWLRQV�RI �KXPDQ�
HPRWLRQV��EHIRUH�UHWXUQLQJ�WR�UHDOLW\�

Edo geijutsuron��7KH�9DOXH�RI �́ ([WHULRULW\µ��DQG�D�'LJUHVVLRQ�LQWR�2SHUD�
Edo geijutsuron is a collection of  ten essays published in a single volume by the 

Nihonbashi 日本橋�EDVHG�SXEOLVKHU�6KXQ·\ŇGŇ�春陽堂�LQ�������.DIş�ZDV�IRUW\� 
RQH�\HDUV�ROG�DW�WKH�WLPH��+H�KDG�H[SHULHQFHG�E\�WKLV�SRLQW�DQ�HDUO\�IDVFLQDWLRQ�
with French literature (especially naturalism and especially Émile Zola among 
WKH�QDWXUDOLVWV���ORQJ�VRMRXUQV�LQ�ERWK�WKH�8QLWHG�6WDWHV�DQG�)UDQFH��DQG�WKHQ�D�
VR�FDOOHG�´UHWXUQHHµ�SHULRG��NLFKŇ�MLGDL�帰朝時代), during which he overtly criti�
FL]HG�-DSDQ·V�XQHYHQ�SDWK�WRZDUG�QDWLRQDO�PRGHUQL]DWLRQ��$IWHU�WKLV��KH�HQWHUHG�
D�SKDVH�WKDW�PDLQVWUHDP�VFKRODUVKLS�KDV�RIWHQ�FDOOHG�KLV�´UHWXUQ�WR�(GRµ��Edo 
kaiki 江戸回帰���D�WHUP�ZKLFK��DOWKRXJK�HIIHFWLYH�LQ�HYRNLQJ�KLV�ORYH�IRU�(GR�SH�
ULRG�DUWV��,�QRQHWKHOHVV�ÀQG�UDWKHU�PLVOHDGLQJ�EHFDXVH�LW�IDLOV�WR�KLJKOLJKW�VXIÀ�
FLHQWO\� WKH�FULWLFDO�SHUVSHFWLYH� WKDW�.DIş�EURXJKW� WR�KLV�QDUUDWLYH�HODERUDWLRQV�
DQG�DHVWKHWLF�FRQVLGHUDWLRQV�24

(YHQ�WKRXJK�Edo geijutsuron ZDV�SXEOLVKHG�LQ�������.DIş�KDG�EHJXQ�WR�ZULWH�
VRPH�RI �WKH�HVVD\V�LW�FRQWDLQV�LQ�������VHYHQ�\HDUV�HDUOLHU��PDNLQJ�WKH�YROXPH�
HIIHFWLYHO\�FRQWHPSRUDQHRXV�ZLWK�DQRWKHU�QRQ�ÀFWLRQ�ZRUN��WKH�DERYH�PHQWLRQHG�
Hiyori geta��7KHVH�WZR�FROOHFWLRQV�GHDO�ZLWK�GLVWLQFW�DVSHFWV�RI �ODWH�0HLML�DQG�HDU�
O\�7DLVKŇ� OLIH³WUDGLWLRQDO� DUWV� DQG� XUEDQ� VSDFHV�� UHVSHFWLYHO\³EXW� WKH\� DOVR�
ERWK�UHYHDO�WKHLU�DXWKRU·V�DFTXDLQWDQFH�DQG�IDVFLQDWLRQ�ZLWK�ZRRGEORFN�SULQWV��
DOEHLW�LQ�YHU\�GLIIHUHQW�ZD\V��.DIş·V�LQWHUHVW�LQ�WKH�WRSLF�LV�PRUH�REYLRXV�LQ�WKH�
case of  Edo geijutsuron��ZKLFK�LV�PDLQO\�D�ZRUN�RQ�XNL\R�H��ZKHUHDV�LQ�Hiyori geta 

22 ,ELG���S��[LL�
���,ELG���S�����
24 7KLV�FULWLFDO�SHUVSHFWLYH�LV�DW�WKH�FRUH�RI �(YHO\Q�6FKXO]·V�ZRUN�RQ�WKH�XUEDQ�GLPHQVLRQ�RI �

.DIş·V�´UHWXUQHHµ�ZRUNV��6HH�6FKXO]��1DJDL�.DIş�
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WKH�VDPH�LQWHUHVW�LV�UHYHDOHG�WKURXJK�.DIş·V�PXOWLIDFHWHG�XVH�RI �́ IDPRXV�SODFHVµ�
(meisho 名所�� LQ� WKH� WH[W�� ZKRVH�PDLQ� UHIHUHQFHV� DUH� WR� SUH�0HLML� ZRRGEORFN�
SULQWV�DQG�WR�ROG�PDSV�RI �WKH�NLQG�KH�PHQWLRQV�LQ�WKH�ZRUN·V�RSHQLQJ�VHFWLRQ�25 
This familiarity with meisho LV� FHUWDLQO\� DOVR�GXH� WR�KLV�NQRZOHGJH�RI �XNL\R�H��
ZKLFK�KH�KDG�H[SDQGHG�WKURXJKRXW�WKH�����V�
2QO\�RQH�HVVD\�LQ�Edo geijutsuron�GHDOV�VSHFLÀFDOO\�ZLWK�WKHDWHU��´(GR�HQJHNL�QR�

WRNXFKŇµ 江戸演劇の特徴 �0DLQ�)HDWXUHV�RI �(GR�7KHDWHU���ZULWWHQ�LQ�������7KH�
IDFW�WKDW�KLV�HVVD\�FROOHFWLRQ�RQ�XNL\R�H�DOVR�LQFOXGHV�DQ�HVVD\�RQ�WKHDWHU�LQGL�
FDWHV�MXVW�KRZ�FORVHO\�WKH�WZR�DUW�IRUPV��IRU�.DIş��ZHUH�UHODWHG�WR�HDFK�RWKHU�
,Q�́ (GR�HQJHNL�QR�WRNXFKŇ�µ�KH�JRHV�WKURXJK�WKH�PRVW�VDOLHQW�PRPHQWV�LQ�WKH�

SURFHVV�RI �WKHDWHU�PRGHUQL]DWLRQ��+H�EHJLQV�ZLWK�WKH�FRQWULEXWLRQV�RI �7VXERXFKL�
6KŇ\Ň�DQG�0RUL�ņJDL�森鴎外������²������LQ�������OLVWLQJ�WKH�QDPHV�RI �WKRVH�
ZKRP�KH�FRQVLGHUHG�WR�EH�WKH�PDLQ�ÀJXUHV�RI �WKH�PRGHUQL]DWLRQ�SURFHVV��<RGD�
Gakkai 依田学海� �����²�������)XNXFKL�ņFKL��0RULWD�6KLNHQ�森田思軒� �����²
1897), Ishibashi Ningetsu 石橋忍月� �����²������� DQG�2NDQR�6KLVXL�岡野紫水 
�GDWHV�XQNQRZQ�����+HUH�WKH�RSHQLQJ�SDUDJUDSK�VHWV�WKH�PRRG�RI �WKH�HQWLUH�WH[W�
E\�MX[WDSRVLQJ�WKH�ZRUGV�´WRGD\µ��konnichi 今日) DQG�´ROG�GUDPDµ��N\şJHNL 旧劇), 
IRUHJURXQGLQJ�WKH�PDLQ�RSSRVLWLRQ�ZLWK�ZKLFK�KH�JUDSSOHV�LQ�WKH�HVVD\��.DIş�
explores the meaning of  traditional theater, focusing on its presumed obsoles�
FHQFH�� LWV� EHLQJ� ´ROG�µ�+H� FRPSDUHV�SDVW� DQG�SUHVHQW�� ROG� DQG�QHZ�GUDPDWLF�
forms, and puts forward his idea that as long as the audience is entertained and 
LV�QRW�ERUHG��DV�ORQJ�DV�WKH\�IHHO�D�FRQQHFWLRQ�ZLWK�WKH�SOD\³WKDW�´DIIHFWLRQ�IRU�
WKH�WKHDWHUµ��NŇJHNLVKLQ 好劇心) which he saw as providing the critical nexus be�
tween spectator and performance27³WKHQ�WKHUH�ZDV�KDUGO\�DQ\�UHDVRQ�IRU�WUDGL�
WLRQDO�WKHDWHU�WR�EH�VDFULÀFHG�IRU�WKH�VDNH�RI �PRGHUQLW\�
7KH�PRVW� LQWHUHVWLQJ� DVSHFW�RI �.DIş·V� DSSURDFK� WR� WKH�SUREOHP�RI � WKHDWHU�

modernization is his apparent determination to view N\şJHNL not as something 
RSSRVHG�WR�WKH�´QHZ�µ�:HVWHUQ�LQVSLUHG�GUDPD�RI �KLV�DJH��EXW�UDWKHU�DV�VRPH�
WKLQJ�UDGLFDOO\�GLIIHUHQW�DQG��DV�VXFK��KDUGO\�FRPSDUDEOH��+H�FDOOV�IRU�VHSDUDWH�
VWDQGDUGV�LQ�GUDPD�FULWLFLVP��+H�FKDOOHQJHV�WKH�GRPLQDQW�SDUDGLJP�HVWDEOLVKHG�
E\�KLV� IRUHUXQQHUV� LQ�GUDPD� WKHRU\� LQ� -DSDQ�ZKR��HDJHU� WR�ÀQG�DQDORJLHV�EH�
WZHHQ� (DVWHUQ� DQG� :HVWHUQ� FXOWXUDO� WUDGLWLRQV�� VLWXDWHG� WKH� HQWLUH� GLVFRXUVH�
DURXQG�GUDPD�ZLWKLQ�WKH�EURDGHU�UHGHÀQLWLRQ�RI �FXOWXUH�WKDW�WRRN�SODFH�LQ�WKH�
ZDNH�RI �WKH�0HLML�5HVWRUDWLRQ�� $́V�RI �WRGD\��,�ZLVK�IRU�(GR�GUDPD�WR�UHPDLQ�WKH�
ZD\�LW�LV�UDWKHU�WKDQ�WR�EH�UDGLFDOO\�PRGHUQL]HG�µ�KH�ZULWHV��GHHPLQJ�LW�´XQQHF�
HVVDU\�WR�GLVVHFW�WKH�WKHDWHU�RI �(GR�WR�HYDOXDWH�LW�DFFRUGLQJ�WR�:HVWHUQ�DHVWKHWLF�
SULQFLSOHV�µ28�,Q�RWKHU�ZRUGV��(GR�WKHDWHU�VKRXOG�EH�MXGJHG�DFFRUGLQJ�WR�LWV�RZQ�
VWDQGDUGV��UDWKHU�WKDQ�LQ�FRPSDULVRQ�ZLWK�WKH�GUDPD�RI �WKH�:HVW�

25 Nagai, Hiyori geta��S������
���.DIş��Edo geijutsuron��S������
27 ,ELG���S������
28 ,ELG���S������
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(GR�WKHDWHU·V�PRVW�VWULNLQJ�DQG�GLVWLQFWLYH�FKDUDFWHULVWLF��DV�QRWHG�E\�.DIş·V�
predecessors, was the preponderance of  sound and music in the performance, 
WR�WKH�SRLQW�WKDW�WKHVH�RIWHQ�RYHUVKDGRZHG�WKH�VFULSW��$�SOD\·V�UK\WKPLF�SDWWHUQV��
its particular sounds and noises, were far more important than its plot, and by 
the same token, the meaning of  the words the actors pronounced were far less 
VLJQLÀFDQW�WKDQ�WKHLU�YRLFHV��7R�EH�VXUH��.DIş�GRHV�QRW�IDLO�WR�VWUHVV�WKH�LPSRU�
tance of  visuality, nor to mention the physical presence of  the actor himself  and 
KLV�DELOLW\�WR�FDSWLYDWH�KLV�DXGLHQFH��ERG\�DQG�VRXO³WR�VWLU�WKHLU�NŇJHNLVKLQ��<HW�
VRXQG�VHHPV�WR�KROG�D�VSHFLDO�SODFH�LQ�.DIş·V�XQGHUVWDQGLQJ�RI �GUDPD��DQG�WKLV�
FOHDUO\�KDV�WR�GR�ZLWK�KLV�ÀUVW�KDQG�H[SHULHQFH�VWULNLQJ�ZRRGHQ�FODSSHUV�DW�WKH�
.DEXNL�]D�

It should be noted, however, that the aural and visual dimensions of  a play are 
WKH�PRVW�VWUDLJKWIRUZDUG�PDUNHUV�RI �LWV�PDWHULDOLW\��DOWKRXJK�.DIş�GRHV�QRW�XVH�
WKLV�WHUP��+H�VSHDNV�LQVWHDG�RI �´H[WHULRULW\�µ�<HW�LW�LV�TXLWH�FOHDU�IURP�KLV�ZRUGV�
WKDW�KH�EHOLHYHV�DQ�DFW·V�YDOXH�VKRXOG�EH�PHDVXUHG�DERYH�DOO�E\�WKH�IHHOLQJV�LW�LQ�
spires through the things and the bodies�RQVWDJH��ZKLFK�FDQ�EH�VHHQ�DQG�KHDUG��+H�
HPSKDVL]HV�VRXQG�DQG�FRORU�LQ�SDUWLFXODU��(DUO\�LQ�WKH�HVVD\��KH�FODLPV�WKDW�KLV�
´LQWHUHVW�LQ�(GR�WKHDWHU�OLHV�HQWLUHO\�LQ�LWV�H[WHULRU�IRUP�µ�WKDW�LV��LQ�LWV�́ PXVLF�DQG�
VRXQG�µ�́ LWV�XQLTXH�FRORUV�DQG�WRQH�µ�DQG�LQ�́ WKH�DFWRU·V�VW\OH�RI �UHFLWDWLRQ��EDVHG�
RQ�WUDGLWLRQDO�VFKHPHV��DQG�WKH�FRVWXPHV�KH�ZHDUVµ³WKHVH�XOWLPDWHO\�FRQMXUH�
WKH�´PXVLFDO�KDUPRQ\µ�RI �WKH�SOD\�29�$OWKRXJK�KH�UHIUDLQV�IURP�XVLQJ�WKH�DGMHF�
WLYH�´V\PPHWULFDO�µ�LW�LV�FOHDU�WKDW�.DIş·V�IDVFLQDWLRQ�ZLWK�WUDGLWLRQDO�WKHDWHU�OLHV�
LQ�WKDW�YHU\�IHDWXUH�ZKLFK�7ŇNRNX�FRQVLGHUHG�WR�EH�WKH�PDLQ�REVWDFOH�LQ�PRG�
HUQL]LQJ�WKH�-DSDQHVH�WKHDWULFDO�DUWV��6WUHVVLQJ�UHSHDWHGO\�LQ�KLV�HVVD\�WKDW�D�GLV�
WLQFWLRQ�RXJKW�WR�EH�PDGH�EHWZHHQ�-DSDQHVH�DQG�:HVWHUQ�GUDPD��.DIş�HVFKHZV�
addressing the material, or exterior, dimension of  the play as something that 
PLJKW�LQÁXHQFH�WKH�WUDQVIRUPDWLRQ�DQG�PRGHUQL]DWLRQ�RI �QDWLRQDO�GUDPD��1RW�
DGPLWWLQJ� RI � FRPSDULVRQ� ZLWK� :HVWHUQ� WKHDWHU�� -DSDQHVH� WUDGLWLRQDO� WKHDWHU�
VKRXOG� QRW� EH� MXGJHG� E\� WKH� VDPH� VWDQGDUGV�� ,WV� WHQGHQF\� WRZDUG� KDUPRQ\��
therefore, should not be seen as necessarily hampering its advancement as a 
IRUP�RI �DUW�
7KLV�DWWLWXGH�VKRXOG�QRW�OHDG�XV�WR�FRQFOXGH�WKDW�.DIş·V�VWDQFH�WRZDUG�WKHDWHU�

ZDV�PHUHO\�QRVWDOJLF��QRU�WKDW�KLV�IDVFLQDWLRQ�ZLWK�:HVWHUQ�WKHDWHU�KDG�ZDQHG�DV�
VRRQ�DV�KLV�LQWHUHVW�LQ�WKH�(GR�DUWV�EHJDQ�WR�GHHSHQ�DIWHU�KH�UHWXUQHG�WR�-DSDQ��
7KLV�REVHUYDWLRQ�QHFHVVDULO\�GUDZV�XV�LQWR�D�GLJUHVVLRQ�RQ�WKH�DXWKRU·V�LGHD�RI �
RSHUD�DQG�KLV�ODWHU��RQH�WLPH�RQO\�H[SHULHQFH�DV�DQ�RSHUD�SOD\ZULJKW��$V�,�QRWHG�
HDUOLHU�� ZKHQ� KH� UHWXUQHG� WR� -DSDQ� DIWHU� ÀYH� \HDUV� LQ� WKH� 8QLWHG� 6WDWHV� DQG�
)UDQFH��.DIş�ZDV�FRQYLQFHG�WKDW�VRPHWKLQJ�VLPLODU� WR�WKH�(XURSHDQ�RSHUDWLF�

29 .DIş��Edo geijutsuron��SS�����²�����,W�LV�ZRUWK�PHQWLRQLQJ�WKDW�WKH�-DSDQHVH�WHUP�KH�XVHV�IRU�
´H[WHULRU�IRUP�µ�gaikei 外形��LV�WKH�VDPH�RQH�WKDW�7VXERXFKL�6KŇ\Ň�DSSOLHV�LQ�KLV�GLVFXVVLRQ�RI �
WUDGLWLRQDO�WKHDWHU�LQ�´:DJDNXQL�QR�VKLJHNLµ��SS����²����
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WUDGLWLRQ�FRXOG�QHYHU�H[LVW�LQ�0HLML�-DSDQ��+H�ODPHQWHG�WKLV�WKURXJK�WKH�YRLFH�RI �
RQH�RI �WKH�,�QDUUDWRUV�LQ�Furansu monogatari ふらんす物語 �)UHQFK�6WRULHV���������
´,�EHORQJHG�WR�D�QDWLRQ�WKDW�KDG�QR�PXVLF�WR�H[SUHVV�VZHOOLQJ�HPRWLRQV�DQG�DJ�
RQL]HG�IHHOLQJV��������0HLML�FLYLOL]DWLRQ�KDV�JLYHQ�XV�HQGOHVV�DQJXLVK�EXW�QR�VRQJ�WR�
FRQYH\� LW��2XU�HPRWLRQV�DUH�DOUHDG\� WRR�IDU� UHPRYHG�IURP�WKH�IHXGDO�SDVW� WR�
FOLQJ�WR�LWV�PXVLF��\HW�ZH�ÀQG��KRZHYHU�SDUWLDO�RXU�DWWDFKPHQW�WR�WKH�:HVW��WKDW�
GLIIHUHQFHV�RI �FOLPDWH�DQG�PDQQHUV�FDQQRW�EH�HDVLO\�RYHUFRPH�µ��
7KLV�SHVVLPLVP�DERXW�-DSDQHVH�PXVLF·V�DELOLW\�WR�H[SUHVV�HPRWLRQV�H[SODLQV��DW�

OHDVW�LQ�SDUW��.DIş·V�FRQWUDVWLQJ�SRVLWLRQV�UHJDUGLQJ�WKH�SRVVLELOLW\�RI �DQ�RULJLQDO�
-DSDQHVH�RSHUD��YLHZV� WKDW�KH�H[SUHVVHG�GXULQJ�DQG�DIWHU�KLV� VRMRXUQ�DEURDG��
+RZHYHU��ZKHQ�KH�FDPH�WR�ZULWH�KLV�RZQ�RSHUD�LQ�������LW�IXOÀOOHG�D�WZRIROG�RE�
MHFWLYH��WR�FRQYH\�HPRWLRQV�FRPPRQ�GXULQJ�WKH�HUD�RI �WKH�����V�DQG�WR�JHQHUDWH�
D�OLQJXLVWLF�UHDOLVP�WKDW�PLJKW�\LHOG�D�ZRUN�WKH�SXEOLF�ZRXOG�FRQVLGHU�IDPLOLDU�
7KLV�ODVW�SRLQW�LV�SDUWLFXODUO\�QRWHZRUWK\��,Q�.DWVXVKLND�MŇZD��.DIş�PDGH�D�QXP�

ber of  lexical choices that enhanced the symbolic meanings of  the text, such as 
the profusion of  terms of  foreign origin, like VXWĆ�スター (star) or basu バス 
�EXV���7KHVH�FKRLFHV�UHSURGXFHG�WKH�OLYLQJ�ODQJXDJH�RI �WKH�WLPH��EXW�DOVR�KLJK�
OLJKWHG�WKH�QHHG�WR�FUHDWH�D�QHZ�ODQJXDJH�IRU�WKH�ODWH�����V·�QHZ�UHDOLW\�
.DIş·V�LQWHUHVW�LQ�OLYLQJ�VSHHFK�ZDV�QRW�OLPLWHG�WR�ZRUG�FKRLFH��+H�DOVR�PDGH�

sure that the recitativo·V�VRQRURXV�TXDOLW\�IDLWKIXOO\�UHSURGXFHG�WKH�ODQJXDJH�DFWX�
DOO\�VSRNHQ�LQ�7RN\R��ZKLFK�ZDV�WKHQ�D�GHVWLQDWLRQ�IRU�PDQ\�IURP�WKH�SURYLQFHV��
2QR�6KŇNR�小野祥子 has noted that in 1940, only two years after he wrote his 
RSHUD��.DIş�REVHUYHG�LQ�KLV�MRXUQDO�WKDW�PRUH�WKDQ�KDOI �RI �7RN\R·V�SRSXODWLRQ�
FDPH�IURP�RWKHU�UHJLRQV�RI �WKH�FRXQWU\��+H�ZDV�DZDUH�RI �WKH�OLQJXLVWLF�GLYHUVLW\�
RI � -DSDQ·V� FDSLWDO�� DQG� HQJDJLQJ� SHUIRUPHUV� ERUQ� HOVHZKHUH� ZDV� \HW� DQRWKHU�
VWUDWHJ\�WR�HQVXUH�KLV�SLHFH·V�UHDOLVP�DQG�IDPLOLDULW\��� Thus .DWVXVKLND�MŇZD ex�
presses a topophilic sense of  belonging, being a work whose associations relate 
to both the imagined space of  the Tokyo suburbs where the story takes place 
and the real, lived space of  the very district where the piece was itself  per�
IRUPHG�

Many critics and commentators who watched the show also stressed the fact 
WKDW�LW�ZDV�SHUIRUPHG�LQ�$VDNXVD��GUDZLQJ�D�SDUDOOHO�EHWZHHQ�WKH�VWRU\·V�PRRG�
DQG�WKH�DXGLHQFH·V�WDVWH�LQ�SHUIRUPDQFH��'UDPD�FULWLF�2]DNL�+LURWVXJX�尾崎宏次 
�����²������GHVFULEHG�WKH�ZRUN·V�VFHQDULR�DV�LPPDWXUH�EXW�SUDLVHG�LW�IRU�EHLQJ�
´SHUIHFW�IRU�$VDNXVDµ��KH�DGGHG�WKDW�WKH�ZRUGV�DQG�PXVLF�ZRUNHG�ZHOO�WRJHWKHU��
SURGXFLQJ�WKH�DJUHHDEOH�LPSUHVVLRQ�RI �D�QDWXUDO�´VXQJ�-DSDQHVH�µ�� In his posi�
WLYH�VWDWHPHQW��2]DNL�GRHV�QRW�IDLO�WR�QRWLFH�ZKDW�$NL\DPD�.XQLKDUX�秋山邦晴 
has considered .DWVXVKLND�MŇZD·V�JUHDWHVW�PHULW��LWV�EHLQJ�DQ�H[SHULPHQW��WKH�ÀUVW�
RSHUD�ZULWWHQ�LQ�D�ÁRZLQJ��QDWLYH�VRXQGLQJ�-DSDQHVH��ZLWK�-DSDQHVH�FRPPRQHUV�

���$V�TXRWHG�LQ�,UL\H��´&XOWXUDO�8SURRWHGQHVV�µ�S������
���2QR��´2SHUD�¶.DWVXVKLND�MŇZD· WR�LX�GHNLJRWR�µ�S�����
���Ongaku shinbun 音楽新聞�����������
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DV�LWV�FKDUDFWHUV��EHLQJ�PRUHRYHU�D�ZRUN�WDUJHWHG�WR�D�VSHFLÀFDOO\�ORFDOL]HG�DXGL�
HQFH����7KLV�RULJLQDOLW\�ZDV�QRWLFHG�DOVR�E\�PXVLF�FULWLF�$VKLKDUD�(LU\Ň�蘆原英了 
(1907–1981), who praised .DWVXVKLND�MŇZD�DV�DQ�RXWVWDQGLQJ�SLHFH�RI �´SRSXODU�
DUWµ��shomin geijutsu 庶民芸術��ÀUPO\�SODFHG�LQ�D�ORFDO�FRQWH[W��7RN\R��7KLV�TXDOLW\��
according to Ashihara, set it apart from previous works of  opera excessively de�
ULYDWLYH�RI �(XURSHDQ�PRGHOV��DQG�WKDW�TXDOLW\��KH�VXUPLVHG��ZRXOG�H[HUW�LQÁX�
HQFH�RQ�ODWHU�-DSDQHVH�RSHUD��� More recently, Suenobu Yoshiharu 末延芳晴 has 
REVHUYHG� WKDW� .DIş·V� VKRUW� SLHFH� LQFRUSRUDWHV� WUDGLWLRQDO� (XURSHDQ� RSHUDWLF�
WKHPHV��VXFK�DV�HVWUDQJHPHQW�IURP�RQH·V�RULJLQDO�FRPPXQLW\��DPELWLRQ��EHWUD\DO��
DQG�VHOI�VDFULÀFH��ZKLOH�QRQHWKHOHVV�VWLUULQJ�D�VWURQJ�VHQVH�RI �IDPLOLDULW\�DPRQJ�
-DSDQHVH�YLHZHUV���
7KLV�IDPLOLDULW\�FDQ�DOVR�EH�VHHQ�DV�UHÁHFWLQJ�D�GHHS�VHQVH�RI �EHORQJLQJ��RQH�

ZKLFK�ERWK�.DIş�DQG�6XJDKDUD�0HLUŇ�菅原明朗������²�����³ZKR�ZURWH�WKH�
music for .DWVXVKLND�MŇZD³VRXJKW��LQ�WKHLU�GLIIHUHQW�ZD\V��WR�DFKLHYH�ZKLOH�ZRUN�
LQJ�RQ�WKH�SLHFH��6XJDZDUD�GLG�WKLV��IRU�LQVWDQFH��E\�H[SHULPHQWLQJ�ZLWK�UK\WKP�
DQG�XVLQJ�D�����PHWULFDO�SDWWHUQ�SHUFHLYHG�DV�́ RI �WKH�SHRSOHµ�EHFDXVH�RI �LWV�VLP�
ilarity to the nostalgic tempo of  traditional folk songs (PLQ·\Ň�民謡���� Further�
PRUH��KH�DGYLVHG�.DIş�DERXW�WKH�GLIIHUHQFHV�EHWZHHQ�ZULWWHQ�DQG�VXQJ�ZRUGV��
+H�JXLGHG�WKH�ZULWHU�WRZDUG�D�IRUP�RI �YHUEDO�H[SUHVVLRQ�WKDW��RQ�WKH�RQH�KDQG��
ZDV�OHVV�FRPSOH[�DQG�HOXVLYH�EXW�WKDW��RQ�WKH�RWKHU��FRXOG�EHWWHU�ÀW�WKH�PXVLF�
DQG�VHUYH�WKH�IXQFWLRQ�.DIş�KLPVHOI �KDG�IHOW�WR�EH�FUXFLDO�DW�WKH�EHJLQQLQJ�RI �
KLV�FDUHHU��WKDW�RI �FUHDWLQJ�D�´-DSDQHVH�VRQJµ�DEOH�WR�H[SUHVV�WKH�´SUHVHQW�VHQWL�
PHQWµ�RI �WKH�-DSDQHVH�LQGLYLGXDO�
.DIş�� IRU�KLV�SDUW��PDQDJHG�WR� LQVFULEH�D�TXLQWHVVHQWLDO�HDUO\�6KŇZD������²

������SRSXODU�QDUUDWLYH�LQWR�WKH�WKHPDWLF�UHSHUWRLUH�RI �WUDGLWLRQDO�(XURSHDQ�RSHUD��
.DWVXVKLND�MŇZD�UHFRXQWV�WKH�KHURLQH�<RVKLNR·V�DPELWLRQ�DQG�GLVLOOXVLRQPHQW��KHU�
GHSDUWXUH�IURP�WKH�́ QHVW�µ�UHSUHVHQWHG�E\�WKH�VXEXUEV��KHU�VXEVHTXHQW�HVWUDQJH�
PHQW�IURP�WKH�FRPPXQLW\�WR�ZKLFK�VKH�EHORQJV��DQG�KHU�XOWLPDWH�WUDJLF�IDWH��,W�
further details her reencounter with a former lover, now married to someone 
HOVH��DQG�KHU�DFW�RI �VHOI�VDFULÀFH��WKURXJK�ZKLFK�FRPPXQLW\�ERQGV�DUH�UHHVWDE�
OLVKHG�DQG�RUGHU�VRPHKRZ�UHVWRUHG��7KHVH�HOHPHQWV�VWURQJO\�UHVHPEOH�WKRVH�RI �
many operatic works, most notably Cavalleria Rusticana��RQH�RI �.DIş·V�IDYRULWH�
ZRUNV�HYHU�VLQFH�KLV�\HDUV�DEURDG�
<HW�GHVSLWH�$VKLKDUD·V�HQWKXVLDVP�IRU� LW��.DWVXVKLND� MŇZD did not represent a 

WXUQLQJ�SRLQW�LQ�WKH�KLVWRU\�RI �-DSDQHVH�RSHUD��,W�GLG��KRZHYHU��VXFFHVVIXOO\�SRUWUD\�
DQ�DOWHUQDWLYH�QDUUDWLYH�RI �HDUO\�6KŇZD�7RN\R�SRSXODU�KLVWRU\�DQG�UHSUHVHQWHG�D�

���Akiyama, 6KŇZD�QR�VDNN\RNXNDWDFKL��S������
���,ELG���S������
���Suenobu Yoshiharu 末延芳晴�� ´�¶0DERURVKL·� QR� .DIş� VDNX� RSHUD� VDLHQ�� QDNDVHUX� NDKLQ� 

¶.DWVXVKLND�MŇZD·�µ�「幻」の荷風作オペラ再演：泣かせる佳品「葛飾情話」, Asahi shinbun 朝日
新聞������������

���Akiyama, 6KŇZD�QR�VDNN\RNXNDWDFKL��SS�����²����
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ÀUVW�DWWHPSW�WR�SXW� LQWR�PXVLF�WKH�GLYHUVH��IDVFLQDWLQJ�DUUD\�RI �HPRWLRQV�WKDW�
FKDUDFWHUL]HG� SHRSOH·V� HYHU\GD\� OLIH� LQ� ZDUWLPH� XUEDQ� -DSDQ�� &RQVLVWHQW� ZLWK�
.DIş·V�SRHWLFV��DQG�WLPHO\�LQ�LWV�GHHSHU�LPSOLFDWLRQV��WKLV�RSHUDWLF�ZRUN�ZHDYHV�
together narratives of  urban transformation, class difference, and cultural strat�
LÀFDWLRQ��WU\LQJ�PRUHRYHU�WR�SURYLGH�WKLV�WDSHVWU\�ZLWK�D�SRHWLF�IUDPHZRUN�FRP�
posed of  traditional themes, diction, images, and topographies through which to 
HQJDJH�LQ�GLDORJXH�ZLWK�WKH�SUHVHQW�WLPH�
.DIş·V�H[SHULHQFH�DV�RSHUD�ZULWHU��DQG�HVSHFLDOO\�WKH�FRQWHPSRUDU\�SXEOLF�UH�

FHSWLRQ�RI �KLV�SLHFH��GHPRQVWUDWH�WKDW��E\�WKH�ODWH�����V��KH�KDG�DW�OHQJWK�IRXQG�
D�ZD\�WR�XQUDYHO�WKH�(DVW�:HVW�FRQXQGUXP�EHKLQG�KLV�RZQ�RSHUDWLF�DVSLUDWLRQV��
Yet what is of  particular interest is the fact that he had found the key to this un�
UDYHOLQJ�LQ�WKHVH�VDPH�´H[WHULRUµ�DQG�´PDWHULDOµ�IHDWXUHV�RI �GUDPD�WKDW�KH�FRQ�
VLGHUHG�PRVW�GLVWLQFWLYH�DQG�YDOXDEOH�LQ�WUDGLWLRQDO�WKHDWHU��7KH�OLQJXLVWLF�UHDOLVP�
that he strove to achieve in .DWVXVKLND�MŇZD aimed to create for the public a sense 
of  familiarity that was supposed to be attained not through the meaning of  the 
ZRUGV�EXW�WKURXJK�WKHLU�LQWRQDWLRQ��,Q�RWKHU�ZRUGV��.DIş�KDG�DGGUHVVHG�WKH�GL�
OHPPD�ZKLFK�KDG�FRQIURQWHG�KLP�DW�WKH�HQG�RI �KLV�VRMRXUQ�DEURDG��WKH�TXHVWLRQ�
of  how to devise a strategy to express new and changing emotions through a 
VHPLRWLF�V\VWHP�DV�HIIHFWLYH�DV�:HVWHUQ�PXVLFDO�GUDPD�KDG�EHHQ�IRU�(XURSHDQV�
DQG�1RUWK�$PHULFDQV��+H�IRXQG�KLV�VROXWLRQ�LQ�WKH�YHU\�SULQFLSOH�XSRQ�ZKLFK�
-DSDQHVH�WUDGLWLRQDO�GUDPD�ZDV�IRXQGHG��VRQRURXV�KDUPRQ\�
7KXV�WKH�VWUDWHJ\�KH�DGRSWHG�LQ�WKH������RSHUD�FDQ�EH�FRQVLGHUHG�WKH�RXWFRPH�

RI �D�ORQJ�UHÁHFWLRQ�RQ�WKH�YDOXH�RI �GUDPD�WKDW�HPEUDFHG�ERWK�D�SOD\·V�PDWHULDO�
DQG�DEVWUDFW� IHDWXUHV�EXW�DVVLJQHG� WKH�KLJKHVW� VLJQLÀFDQFH� WR� WKH� IRUPHU��)RU�
.DIş��SHUIRUPDQFH�ZDV�ZKDW�PDWWHUHG�PRVW��<HW�LI �LW�GRHV�QRW�FRPH�DV�D�VXU�
prise that he held such a view in 1900, when he was still a young aspiring kabuki 
DXWKRU�DW�WKH�.DEXNL�]D��LW�PLJKW�VHHP�PRUH�XQH[SHFWHG�IURP�KLP�LQ�ODWHU�GH�
cades, when his literary activity had grown more and more removed from his 
MXYHQLOH�IDVFLQDWLRQ�ZLWK�WKH�WKHDWHU�DQG�KLV�YRLFH�DV�QRYHOLVW�KDG�EHFRPH�PRUH�
DQG�PRUH�LQÁXHQWLDO�
6XFK�D�SHUVSHFWLYH�KDG�LQGHHG�EHHQ�IRUHWROG�LQ�´(GR�HQJHNL�QR�WRNXFKŇ�µ�LQ�

ZKLFK�KH�GHVFULEHV�ZKDW�KH�ÀQGV�PRVW�DSSHDOLQJ�LQ�D�SOD\�
That feeling I get when I hear the sound of  the clappers, and the music ac�

FRPSDQ\LQJ�WKH�EHJLQQLQJ�RI �WKH�SOD\��DV�WKH�FXUWDLQV�XQGXODWH�DQG�ÀQDOO\�RSHQ�
DQG�D�VROR�DQWLFLSDWHV�WKH�SHUIRUPHU·V�DSSHDUDQFH�RQ�WKH�hanamichi 花道 [a pro�
MHFWLRQ�IURP�WKH�PDLQ�VWDJH�H[WHQGLQJ�RXW�LQWR�WKH�DXGLHQFH@��RU�ZKHQ�,�ZDWFK�
the stage revolving until it disappears from sight while listening to the various 
LQVWUXPHQWV��DOO�WKHVH�IHDWXUHV�JLYH�PH�D�SOHDVDQW�IHHOLQJ�WKDW�FDQ�KDUGO\�EH�H[�
SHULHQFHG�HOVHZKHUH�DQG�WKDW�,�GR�QRW�ÀQG�LQ�DQ\WKLQJ�EXW�LQ�(GR�WKHDWHU��7KH�
same applies to silent scenes [danmari だんまり], trap doors [seridashi 迫出], and 
ÀJKW�VFHQHV�>WDFKLPDZDUL�立廻り@���

���Nagai, Edo geijutsuron��S������
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7KLV�SDVVDJH�FODULÀHV�WKH�QDWXUH�RI �.DIş·V�IDVFLQDWLRQ�ZLWK�NDEXNL��ZKLFK�LV�
URRWHG�LQ�DGPLWWHGO\�´H[WHULRUµ�IHDWXUHV��DOO�DSSHDOLQJ�WR�HLWKHU�VLJKW�RU�KHDULQJ��
+LV�LGHD�RI �(GR�WKHDWHU�LV�IRUHJURXQGHG�LQ�KLV�DSSUHFLDWLRQ�RI �LWV�PRVW�H[FLWLQJ�
elements and is centered upon the emotional response that he as audience directs 
WRZDUG�WKH�SHUIRUPDQFH��7KH�SHUIRUPDQFH��LQ�RWKHU�ZRUGV��VKRXOG�EH�YDOXHG�IRU�
LWV�PDWHULDO�GLPHQVLRQ�DQG�IRU�WKH�HPRWLRQV�LW�HOLFLWV�LQ�WKH�DXGLHQFH��6XFK�D�FRQ�
QHFWLRQ�EHWZHHQ�WKH�SHUIRUPDQFH·V�PDWHULDOLW\�DQG�WKH�HPRWLRQDO�VSKHUH�RI �LWV�
UHFHSWLRQ�LV�WKH�FRUQHUVWRQH�RI �.DIş·V�WKHRU\�RI �WKHDWHU�
+LV�HPSKDVLV�RQ�WKHVH�H[WHULRU�HOHPHQWV�GRHV�QRW��KRZHYHU��LPSO\�DQ\�ODFN�RI �

LQVLJKW�RU�GHSWK��2Q�WKH�FRQWUDU\��KH�DVVLJQV�WR�NDEXNL·V�DHVWKHWLF�H[SHULHQFH�D�
VLJQLÀFDQFH�WKDW�H[WHQGV�IDU�EH\RQG�WKH�VSHFWDWRU·V�PHUH�YLHZLQJ�RI �WKH�SOD\·V�
VWRU\��,Q�´(GR�HQJHNL�QR�WRNXFKŇ�µ�KH�QDPHV�WZR�SOD\V�IURP�WKH�NDEXNL�UHSHU�
WRLUH�WKDW�KH�ÀQGV�HVSHFLDOO\�HIIHFWLYH�DQG�IDVFLQDWLQJ��PDLQO\�IRU�WKHLU�H[WHULRU�
IHDWXUHV��+RQFKŇ�QLMşVKL�NŇ�本朝廿四孝��7ZHQW\�)RXU�3DUDJRQV�RI �)LOLDO�3LHW\�RI �
2XU�&RXQWU\��������ÀJV����DQG��D) and .LLFKL�+ŇJHQ�VDQU\DNX�QR�PDNL 鬼一法眼三略巻 
�.LLFKL�+ŇJHQ·V�%RRN�RI �6WUDWHJ\���������+H�SUDLVHV�LQ�SDUWLFXODU�WKH�´-LVVKXNŇµ�
十種香��7HQ�9DULHWLHV�RI �,QFHQVH��VFHQH�IURP�WKH�IRUPHU�DQG�WKH�´.LNXEDWDNHµ 
菊畑 �&KU\VDQWKHPXP�*DUGHQ��VFHQH�IURP�WKH�ODWWHU��,Q�ERWK�FDVHV��.DIş�HP�
phasizes visual and aural features that, from his point of  view, affect the specta�
WRU·V�H[SHULHQFH�RI �WKH�SHUIRUPDQFH��:LWK�UHVSHFW�WR�´-LVVKXNŇ�µ�� he praises the 
HOHJDQFH�RI �.DWVX\RUL·V�勝頼�FRVWXPH��´,Q�+RQFKŇ�[QLMşVKL]NŇ, at the beginning of  
WKH�¶-LVVKXNŇ·�VFHQH��WKH�EHDXWLIXO�VLJKW�RI �.DWVX\RUL·V�ORQJ�hakama 袴 trousers 
VSUHDGLQJ�RYHU�WKH�SDODFH�VWDLUV�LV�VLPSO\�XQIRUJHWWDEOHµ���� And in the case of  
´.LNXEDWDNH�µ�KH�SUDLVHV�WKH�EHDXW\�RI �WKH�SOD\·V�DFFRPSDQ\LQJ�PXVLF��WKH�ZD\�
LW�HIIHFWLYHO\�DURXVHV�DOO�NLQGV�RI �IHHOLQJV��´,Q�¶.LNXEDWDNH�·�WKDW�PRPHQW�ZKHQ�
7RUD]Ň�虎蔵 tries to hide in the inner garden and the music accompanies his 
PRYHPHQWV³RQH�WUXO\�UHDOL]HV�WKHQ�WKH�LPSRUWDQFH�RI �WKH�PXVLFLDQV�µ�40 This 
ODVW�VFHQH��LQ�SDUWLFXODU��SHUVXDGHV�KLP�RI �WKH�YDOXH�RI �(GR�WKHDWHU�HYHQ�ZKHQ�VHW�
DJDLQVW�WKH�(XURSHDQ�RSHUDWLF�WUDGLWLRQ��+H�REVHUYHV�WKDW�´MXVW�EHDWLQJ�RQ�WKH�ELJ�
drum will give you the illusion of  hearing the sound of  water, or of  the wind, a 
VLPSOLFLW\�RI �WHFKQLTXH�XQDWWDLQDEOH�LQ�WKH�IDU�PRUH�FRPSOH[�:HVWHUQ�RSHUDV�µ41

���8QIRUWXQDWHO\��LW�LV�QRW�HDV\�WR�GHWHUPLQH�SUHFLVHO\�ZKLFK�SHUIRUPDQFH�LW�ZDV�WKDW�.DIş�DW�
tended, nor the precise costumes (and performers) to which he was referring when he men�
WLRQHG�WKHVH�SOD\V��)RU�LQVWDQFH��DV�UHJDUGV�+RQFKŇ�QLMşVKL�NŇ, it should be noted that the work is 
a very important play in the kabuki repertoire, and that it was performed repeatedly during 
.DIş·V�OLIHWLPH��7KHUH�ZDV��KRZHYHU��D�SHUIRUPDQFH�WKDW�KH�PD\�KDYH�IRXQG�SDUWLFXODUO\�LPSUHV�
VLYH�EHFDXVH�LW�IHDWXUHG�KLV�JRRG�IULHQG�DQG�PHQWRU�)XNXFKL�ņFKL��DORQJVLGH�1DNDPXUD�6KLNDQ�
中村芝翫�9������²�������7KLV�SHUIRUPDQFH�ZDV�KHOG�DW�WKH�.DEXNL�]D�RQ�-DQXDU\����������DQG�
6KLNDQ�SOD\HG�.DWVX\RUL��ņFKL��WRJHWKHU�ZLWK�(QRPRWR�7RUDKLNR�DQG�RWKHUV��ZDV�UHVSRQVLEOH�IRU�
ZULWLQJ�WKH�VFULSW��6HH�8WHL�DQG�<RVKLGD��Kabuki nendaiki��SS����²���

���Nagai, Edo geijutsuron��S������
40 ,ELG���SS�����²����
41 ,ELG���S������
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)LJXUH����7KH�́ -LVVKXNŇµ�十種香 scene from +RQFKŇ�QLMşVKL�NŇ�本朝廿四孝��1DWLRQDO�,QVWL�
WXWH�RI �-DSDQHVH�/LWHUDWXUH�
KWWSV���GRL�RUJ���������������������LPDJH����

)LJXUH��D� Detail of  Figure 1 (upper left), showing Katsuyori 勝頼 in his long hakama 袴 
WURXVHUV�
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)RU�KLP��(GR�NDEXNL·V�PRVW�GLVWLQFWLYH�IHDWXUH�LV�WKLV�VLPSOLFLW\��DORQJVLGH�WKH�
principle of  musical harmony that undergirds the entire performance, and which 
LQFOXGHV�QRW�RQO\�PXVLFDO�HOHPHQWV�EXW�DOVR�VWDJHG�VRXQGV�DQG�FODSSHUV��7KHVH�
qualities are achieved by the play only as a whole and demand a long apprentice�
VKLS�IURP�DOO�WKRVH�LQYROYHG�LQ�WKH�SHUIRUPDQFH��+LV�RYHUDOO�DLP��LQ�FRPSDULQJ�
WKLV�WUDGLWLRQ�ZLWK�WKDW�RI �(XURSHDQ��RU�´:HVWHUQ�µ�DV�KH�WHUPV�LW�42 opera, was 
not to determine which was more valuable but to substantiate his claim that the 
WZR�ZHUH�QRW�FRPSDUDEOH��WKDW�WKH\�ZHUH�EDVHG�RQ�GLIIHUHQW�SULQFLSOHV��+H�DOVR�
VRXJKW�WR�DVVHUW�WKDW�WKH�ODWWHU·V�FRPSOH[LW\�GLG�QRW�HVWDEOLVK�LW�DV�WKH�PRUH�VR�
phisticated of  the two, but was instead only one of  its characteristics, placing it 
DW�D�SROH�DSDUW�IURP�WKH�DSSDUHQW�VLPSOLFLW\�RI �WKH�IRUPHU�
7R�VXP�XS��LQ�´(GR�HQJHNL�QR�WRNXFKŇ�µ�.DIş�VWUHVVHV�WKH�LPSRUWDQFH�RI �WKH�

ater as performance, as a composite product whose ultimate aim should be to 
produce feelings, to provide aural and visual impulses powerful enough that the 
YLHZHU�IHHOV�HPRWLRQV��SRVVLEO\�WRJHWKHU�ZLWK�WKH�UHVW�RI �WKH�DXGLHQFH��+LV�ZRUN�
as an opera librettist more than two decades later shows that, even when he em�
braced a mode of  composition which he regarded as based on other, different 
SULQFLSOHV��KH�VWLOO�UHOLHG�RQ�WKH�VDPH�´H[WHUQDOµ�IHDWXUHV�WKDW�KH�FRQVLGHUHG�GLV�
WLQFWLYH�RI �(GR�WKHDWHU��)URP�WKLV�SHUVSHFWLYH��WKH�SUREOHP�RI �KRZ�WR�UHFRQFLOH�
WKH�GLIIHUHQFH�EHWZHHQ�-DSDQHVH�DQG�:HVWHUQ�IRUPV�VHHPV�VROYHG��7KLV�YLHZ�H[�
SODLQV�ZK\�KH�ÀQDOO\�WKRXJKW�WKH�WLPH�ZDV�´ULSHµ�IRU�ZULWLQJ�-DSDQHVH�RSHUD�
.DIş�GHYHORSHG�WKLV�FRQFHSWXDOL]DWLRQ�RI �WKHDWHU��KRZHYHU��PXFK�HDUOLHU�WKDQ�

WKH�SXEOLFDWLRQ�RI �KLV�HVVD\V�RQ�(GR�SHULRG�DUWV��,QGHHG��LQ�ZULWLQJ�DERXW�NDEXNL�
LQ�KLV�HDUO\�WZHQWLHV��ZKHQ�WKH�FDWHJRU\�RI �(GR�ZDV�IDU�IURP�WKH�FHQWHU�RI �KLV�
horizon and when traditional theater was a much closer reality for him, he intro�
duced a number of  topics and perspectives that shed further light on his rela�
tionship to the performing arts, and which anticipate the critical positions he 
ZRXOG�WDNH�ODWHU�LQ�KLV�FDUHHU�

Hyōshigi monogatari

/HVV�WKDQ�D�GHFDGH�DIWHU�WKH�SXEOLFDWLRQ�RI �7VXERXFKL�6KŇ\Ň·V�DQG�.LWDPXUD�
7ŇNRNX·V�ZULWLQJV��.DIş�EHJDQ�KLV�DSSUHQWLFHVKLS�DW�WKH�.DEXNL�]D�DQG�ZURWH�
WKH�HVVD\�WKDW�ZRXOG�FRVW�KLP�KLV��SRWHQWLDO��FDUHHU�LQ�WKHDWHU��+\ŇVKLJL�PRQRJDWDUL��

42 ,�GR�QRW�FRQVLGHU�.DIş·V�XVH�RI �WKH�WHUP�Western (VHL\Ň�西洋) rather than European for opera 
DV�D�V\PSWRP�RI �VHOI�RULHQWDOL]DWLRQ��RU�´RFFLGHQWDOL]DWLRQ�µ�$OWKRXJK�KH�ZDV�DZDUH�RI �WKH�IDFW�
WKDW�WKH�SOD\V�KH�HQMR\HG�ZDWFKLQJ�KDG�EHHQ�FRPSRVHG�LQ�(XURSH��KLV�SHUVRQDO�DFTXDLQWDQFH�
ZLWK�SHUIRUPHG�RSHUD�WRRN�SODFH�PRVWO\�LQ�WKH�8QLWHG�6WDWHV��PRUH�SUHFLVHO\�LQ�1HZ�<RUN�&LW\��
MXVW�OLNH�WKH�FRQVLGHUDWLRQ�PHQWLRQHG�DERYH��WKDW� $́PHULFDµ�KDG�WXUQHG�KLP�´LQWR�D�ODFKU\PRVH�
SRHW�µ�KLV�UHIHUULQJ�WR�RSHUD�VLPSO\�DV�´:HVWHUQµ�IXUWKHU�FODULÀHV�KRZ�LPSRUWDQW�WKH�SHUIRUPHG�
WH[W�UDWKHU�WKDQ�WKH�OLEUHWWR�LWVHOI �ZDV�IRU�KLP��6RPH�RI �KLV�)UHQFK�VWRULHV�VKRZ�WKDW��RQFH�LQ�
(XURSH��KH�VWURYH�WR�DVVRFLDWH�WKH�VSDFHV�KH�VDZ�ZLWK�WKH�LQIRUPDWLRQ�KH�KDG�JDLQHG�IURP�RSHUD�
scripts (and obviously from literature), but overall opera would always be a broader concept 
FRPSULVLQJ�WH[W�DQG�SHUIRUPDQFH��EHLQJ�WKHUHIRUH�(XURSHDQ�and�$PHULFDQ��,Q�D�ZRUG��:HVWHUQ�
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This text, which appeared in the December 10, 1900 issue of  the literary maga�
zine Bungei kurabu 文藝倶楽部��/LWHUDU\�&OXE���LV�D�EULHI ��MXVW�DERXW�WKUHH�SDJHV��
but straightforward account of  his experience behind the curtain, thoroughly 
imbued with the desire to highlight the features of  kabuki that he found most 
DSSHDOLQJ�DQG�PHDQLQJIXO�
7KH�HVVD\�FDQ�EH�URXJKO\�GLYLGHG�LQWR�WKUHH�VHFWLRQV��,Q�WKH�ÀUVW��.DIş�H[SODLQV�

why he considers clappers so important and lists a number of  notable kabuki 
playwrights of  the past, stressing the fact that each had played the K\ŇVKLJL when 
WKH\�ZHUH�\RXQJ�

In the second section, he compares the past with the present, complaining 
about the scant enthusiasm among people of  his age for K\ŇVKLJL��+H�GHÀQHV�KLV�
SUHVHQW�GD\�DV�D�́ WLPH�ZKHQ�WKH�ZD\�WKLQJV�DUH�GRQH�QR�ORQJHU�PDWWHUV�µ�+H�WKHQ�
MX[WDSRVHV�WKLV�SUHVHQW�WR�D�SDVW�ZKHQ�FODSSHU�EHDWLQJ�´KDG�EHFRPH�D�IRUP�RI �
DUW�µ�FRUURERUDWLQJ�WKLV�RSLQLRQ�E\�SURYLGLQJ�PDQ\�H[DPSOHV�RI �IDPRXV�K\ŇVKLJL�
players, praising their styles, and describing their most distinctive characteris�
WLFV���
,Q�WKH�WKLUG�VHFWLRQ��KH�UHODWHV�VHYHUDO�DQHFGRWHV�IURP�KLV�WLPH�DW�WKH�.DEXNL�]D�

DQG�WRXFKHV�XSRQ�WKH�UHODWLRQVKLS�EHWZHHQ�FODSSHU�EHDWLQJ�DQG�DFWLQJ��+H�VXJ�
gests that the K\ŇVKLJL player may not be as important (or as popular) as the actor, 
but he is nonetheless expected to discipline himself, and especially his body, to 
´IHHOµ�OLNH�WKH�ODWWHU�
)URP�WKH�VWDUW��LW�LV�FOHDU�ZKDW�.DIş�DLPV�WR�EULQJ�WR�WKH�IRUH��$GRSWLQJ�LQ�KLV�

writing the same structure as a play, he entrusts the clappers with the task of  
RSHQLQJ�WKH�WH[W�DQG�VHWWLQJ�WKH�PRRG�IRU�ZKDW�IROORZV�

In theater, clappers play a role that is somehow similar, let us say, to that 
SOD\HG�E\�WKH�WUXPSHW�IRU�WKH�DUPHG�IRUFHV��LI �WKH�FODSSHUV�GR�QRW�VRXQG��WKH�
FXUWDLQ�ZLOO�QRW�RSHQ��WKHUHIRUH�QR�SOD\�ZLOO�WDNH�SODFH��MXVW�DV�WKH�SURSV�RQVWDJH�
DOZD\V�ZDLW�IRU�WKH�FODSSHUV�WR�VRXQG�EHIRUH�WKH\�PRYH�RU�VWRS��,Q�VKRUW��LI �WKH�
FODSSHUV�GR�QRW�VRXQG��WKHUH�ZLOO�EH�QR�WKHDWHU�DW�DOO��7KH�DXGLHQFH�PD\�VHH�WKH�
FODSSHU�EHDWHU�DV�D�WULYLDO��HYHQ�D�YXOJDU�UROH��EXW�LW�LV�QRWKLQJ�OLNH�WKDW��7KRVH�
who play the clappers are called N\ŇJHQ�NDWD 狂言方, and they are on their way to 
EHFRPLQJ�SOD\ZULJKWV�44

7KLV�RSHQLQJ�SDUDJUDSK�VKRZV�WKDW�.DIş�WRRN�SULGH�LQ�KLV�GXWLHV�DV�D�N\ŇJHQ�
kata��DQG�WKDW�KH�ZDV�GHWHUPLQHG�WR�HPSKDVL]H�WKH�LPSRUWDQFH�RI �FODSSHUV��LW�
DOVR�YHU\�FOHDUO\�GHPRQVWUDWHV�WKDW�KH�FRQVLGHUHG�WKH�SOD\·V�DXUDO�GLPHQVLRQ�WR�
EH�DV�VLJQLÀFDQW�DV�WKH�VFULSW��+H�H[SOLFLWO\�DGGUHVVHV�WKH�SXEOLF�DQG�ZDQWV�WKHP�
WR�QRWLFH�D�SDUW�RI �WKH�SHUIRUPDQFH�RIWHQ�WRR�HDVLO\�RYHUORRNHG��+H�FKDOOHQJHV�
WKH��SUHVXPHG��DVVXPSWLRQ�WKDW�FODSSHUV�DUH�XVHOHVV��SRLQWOHVV��DQG�XQUHÀQHG��
something somehow disconnected from the rest of  the play, in the course of  

���Nagai, +\ŇVKLJL�PRQRJDWDUL��SS�����²����
44 ,ELG���S������
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ZKLFK�REMHFWLRQ�KH�LQWHUHVWLQJO\�UHVRUWV�WR�ZKDW�ZDV�WKHQ�UHJDUGHG�DV�WKH�SOD\·V�
PRVW�LPSRUWDQW�IHDWXUH��WKH�VFULSW��,Q�RWKHU�ZRUGV��KH�DFNQRZOHGJHV�WKH�UHFHQW�
and still ongoing debates about theater reform and, by arguing for a connection 
between K\ŇVKLJL�and writing, he invites his readers to question the notion of  the�
DWHU�DV�D�SHUIRUPDQFH�EDVHG�PDLQO\�RQ�WH[WV³D�QRWLRQ�UHFHQWO\�HVWDEOLVKHG�DW�
WKH�WLPH�.DIş�ZDV�ZULWLQJ��$OWKRXJK�KH�GRHV�QRW�GHQ\�WKH�VFULSW·V�LPSRUWDQFH��
he draws a direct parallel between a playwright (sakusha 作者) and a N\ŇJHQ�NDWD, 
suggesting that whoever aspires to become a kabuki playwright (as he did then) 
FDQQRW�DYRLG�SOD\LQJ�WKH�FODSSHUV�ÀUVW�
.DIş�FRQWLQXHV�VWUHVVLQJ�KRZ�QRLVHV�DQG�VRXQGV��DORQJVLGH�WRROV��FRVWXPHV��

and other material elements of  the scene, all contribute not only to the beauty 
EXW�WR�WKH�YHU\�H[LVWHQFH�RI �WKH�SOD\��7KH�ZRUN·V�YDOXH��KH�VHHPV�WR�LPSO\��LV�LQ�
scribed in its long, tangible history, and therefore does not need to be renewed 
RU�UHIRUPHG�DFFRUGLQJ�WR�WKH�FKDQJLQJ�VHQVLELOLWLHV�RI �WKH�WLPH�
:KLOH�URXJK�DQG�PRVWO\�DQHFGRWDO��WKLV�VKRUW�HVVD\�DQWLFLSDWHV�WR�D�JUHDW�H[WHQW�

.DIş·V�VWDQFH�RQ�WKHDWHU�LQ�WKH�����V�DQG�����V��%\�WKH�WLPH�KH�ZURWH�´(GR�HQ�
JHNL�QR�WRNXFKŇµ�LQ�������WKH�WKHDWULFDO�ÀHOG�KDG�ORQJ�RYHUFRPH�WKH�RSSRVLWLRQ�
EHWZHHQ�VFULSW�DQG�SHUIRUPDQFH��$�SOD\·V�OLWHUDU\�FKDUDFWHU��DQG�WKXV�WKH�VFULSW·V�
DUWLVWLF�GLJQLW\��ZDV�QRZ�HVVHQWLDOO\�XQTXHVWLRQHG��7KH�IRFXV�RI �.DIş��WKHUHIRUH��
LV�RQ�WKH�SRODULWLHV�RI �QHZ�DQG�ROG��WKH�UHDOLVWLF�DQG�WKH�DQWL�UHDOLVWLF��RU�PRUH�
SUHFLVHO\��WKH�QRW�QHFHVVDULO\�UHDOLVWLF���DQG�WKH�DEVWUDFW�DQG�WKH�PDWHULDO³LQ�WKH�
FRXUVH�RI �VHWWLQJ�IRUWK�KLV�DUJXPHQW�WKDW�WUDGLWLRQDO�IRUPV�VKRXOG�EH�MXGJHG�IRU�
their intensity and power as performance, and for their effectiveness in captivat�
LQJ�WKH�DXGLHQFH��UDWKHU�WKDQ�IRU�WKH�OLWHUDU\�TXDOLW\�RI �WKHLU�VFULSWV��&RQYHUVHO\��
+\ŇVKLJL�PRQRJDWDUL, written in 1900, belongs to a time when such opposition was 
VWLOO�LQ�HIIHFW��7KHVH�FLUFXPVWDQFHV�H[SODLQ�.DIş·V�HPSKDVLV�RQ�WKH�UHODWLRQVKLS�
EHWZHHQ�WKH�SOD\·V�XOWLPDWH�PDWHULDO�HOHPHQW³WKH�FODSSHUV³DQG�WKH�LPDJLQD�
WLYH�DFW�RI �ZULWLQJ�
7KH�DQHFGRWHV�ZKLFK�.DIş�LQFOXGHG�LQ�KLV�HVVD\�ZHUH�WKH�PDLQ�UHDVRQ�IRU�WKH�

.DEXNL�]D�QRW�ZHOFRPLQJ�KLP�EDFN��<HW�KH�GLG�QRW�LQFOXGH�RQO\�HSLVRGHV�WKDW�KH�
KDG�H[SHULHQFHG�KLPVHOI �GXULQJ�KLV�VKRUW�DSSUHQWLFHVKLS��+H�DOVR�UHFRXQWHG�VWR�
ries he had read about or heard during that time, some of  which had been circu�
ODWLQJ�LQ�WKH�WKHDWULFDO�PLOLHX�IRU�GHFDGHV��+H�PHQWLRQHG��LQ�SDUWLFXODU��D�WH[W�WKDW�
he clearly considered compulsory reading for anyone interested in traditional 
WKHDWHU��+\ŇVKLNL�拍子記��5HFRUGV�RI �:RRGHQ�&ODSSHUV��GDWH�XQNQRZQ���ZULWWHQ�
by Sakurada Jisuke 桜田治助�,,,������²�������.DZDMLUL�6HLWDQ�川尻清潭 is one of  
the very few scholars who have examined this book, and he has described it as 
VRPHWKLQJ�LQ�WKH�ZD\�RI �D�ZULWWHQ�DXGLR�UHFRUGLQJ��DQ�´DOEXPµ�WKDW�SHUIRUPHUV�
FRXOG�FRQVXOW�ZKHQ�SUHSDULQJ�IRU�D�UROH�45 It is, in other words, a text focused on 
the soundscape of  kabuki theater, devoting considerable attention not only to 

45 .DZDMLUL��6KLEDL�RERHFKŇ��TXRWHG�LQ�0DHVKLPD��´(GR�FKşNL�.DPLJDWD�NDEXNL�µ�S�����
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voices and musical instruments but also and especially to wooden clappers, 
ZKLFK�H[SODLQV�.DIş·V�LQWHUHVW�LQ�LW��+H�GHVFULEHV�+\ŇVKLNL�DV�´D�ERRN�WKDW�RIIHUV�
GHWDLOHG�GHVFULSWLRQV�RI �GLIIHUHQW�ZD\V�RI �FODSSHU�EHDWLQJµ�DQG�QRWHV�WKDW�LW�LQ�
FOXGHV�OLVWV�RI �´IDPRXV�FODSSHU�EHDWHUV�µ��
,Q�WKLV�HVVD\��.DIş�DWWHPSWV�WR�UHDVVHVV�WKH�UROH�RI �K\ŇVKLJL in two ways, delving 

GHHSO\�LQWR�LWV�KLVWRU\�WR�GR�VR��,Q�WKH�ÀUVW�SODFH��KH�GUDZV�FRQQHFWLRQV�EHWZHHQ�
FODSSHU�EHDWLQJ��ZULWLQJ�� DQG� DFWLQJ�� UHPRYLQJ� WKH�N\ŇJHQ� NDWD from the back�
JURXQG�DQG�SODFLQJ�KLP�FORVHU�WR�WKH�FRUH�RI �WKH�SHUIRUPDQFH��)DU�IURP�FRQVLG�
HULQJ�FODSSHU�EHDWLQJ�DV�D�PHUH�VWHS�DORQJ�WKH�ZD\�WR�WKH�PRUH�SUHVWLJLRXV�DFWLY�
ity of  writing, or as an activity that stands poles apart from acting, he asserts that 
WKH�RFFXSDWLRQ�SRVVHVVHV�D�SUHVWLJH�RI �LWV�RZQ��,Q�RWKHU�ZRUGV��KH�GRHV�QRW�YLHZ�
wooden clappers (or their sound) as a mere function or mere tool of  the perfor�
PDQFH�� UDWKHU�� LQ� DGGLWLRQ� WR� PHDVXULQJ� GXUDWLRQ� DQG� SURYLGLQJ� WKH� SOD\·V�
rhythm, K\ŇVKLJL�DUH�DQ�HVVHQWLDO�SDUW�RI �OLIH�IRU�WKRVH�LQYROYHG�LQ�WKHDWHU��&ODS�
SHUV�PDUNHG�UXOHV��PRGHV��DQG�WLPHV�UHODWHG�WR�SHUIRUPDQFHV�DQG�WR�SHUIRUPHUV·�
RZQ� GDLO\� OLYHV�� 7KXV�� WKH\� FRQWULEXWHG� DFWLYHO\� WR� WKRVH� FRPPXQLW\�EXLOGLQJ�
SURFHVVHV�WKDW�.DIş�ZRXOG�SUDLVH�DV�FUXFLDO�FRPSRQHQWV�RI �WKH�DUW�RI �WKH�WKH�
DWHU�
.DIş�LQWURGXFHV�FODSSHUV�DV�DQ�HVVHQWLDO�HOHPHQW�RI �WKH�SOD\��FRPSDULQJ�WKHP�

to the trumpet that indicates and accompanies particular moments of  military 
OLIH��7KLV�FRPSDULVRQ�IXUWKHU�FODULÀHV�KLV�LGHD�RI �K\ŇVKLJL as a signal that is shared 
among the people who work in a theater, and also between them and the audi�
HQFH��,Q�RWKHU�ZRUGV��LW�LV�D�VLJQDO�VKDUHG�ZLWKLQ�D�FRPPXQLW\��RQH�WKDW�DFWV�HYHQ�
DV�D�ELQGLQJ�DJHQW��%\�WKH�VDPH�WRNHQ��KH� LPSOLFLWO\� LQWURGXFHV�WKH�QRWLRQ�RI �
theater as a community in which feelings of  belonging and sharing are evoked 
IRU�DOO�E\�WKH�EHDWLQJ�RI �FODSSHUV��:KHQ�KH�ZULWHV��́ ,I �WKH�FODSSHUV�GR�QRW�VRXQG��
WKHUH�ZLOO�EH�QR�WKHDWHU�DW�DOO�µ�KH�GRHV�QRW�PHDQ�PHUHO\�WKDW�WKH�DFW�ZLOO�QRW�WDNH�
place, but that the clappers as signal are a key feature of, an indispensable pre�
FRQGLWLRQ�IRU��WKH�IXOÀOOPHQW�RI �WKH�WKHDWHU·V�VRFLDO�IXQFWLRQ�
$OWKRXJK�KH�WRXFKHV�XSRQ�WKH�IHZ�WKHDWHU�FRPSDQLHV��EDVHG�LQ�2VDND��WKDW�

SHUIRUP� ´FODSSHU�OHVV� DFWVµ� �ki nashi no maku 木なしの幕),47 and whose play�
wrights do not begin their careers as N\ŇJHQ�NDWD, he praises companies from Tokyo 
and stresses the fact that renowned artists such as Tsuruya Nanboku 鶴屋南北 
IV (1755–1829) and Kawatake Mokuami 河竹黙阿弥������²������XVHG�WR�EHDW�
clappers when they were young (which, he seemingly suggests, contributed to 
WKHLU�H[FHOOHQFH��48�2I �FRXUVH��WKLV�HPSKDVLV�RQ�K\ŇVKLJL�DQG�RQ�LOOXVWULRXV�ÀJXUHV�
OLNH�1DQERNX�DQG�0RNXDPL�DOVR�UHYHDOV�WKH�\RXQJ�.DIş·V�GHVLUH�WR�GLJQLI\�WKH�
ZRUN�ZLWK�ZKLFK�KH�ZDV�HQWUXVWHG�DW� WKH�.DEXNL�]D��DQG�WR�FKDUW�D�SDWK�WKDW�
ZRXOG�KRSHIXOO\�OHDG�HYHQWXDOO\�WR�D�SOD\ZULJKW�SRVLWLRQ�

���Nagai, +\ŇVKLJL�PRQRJDWDUL��S������
47 ,ELG���S������
48 ,ELG���S������
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+LV�GHVLUH�WR�UHFRQVLGHU�K\ŇVKLJL·V�VWDWXV�ZLWKLQ�WKH�SHUIRUPDQFH�PDQLIHVWV�LQ�
YDULRXV�ZD\V�WKURXJKRXW�WKH�WH[W³IRU� LQVWDQFH��ZKHQ�KH�UHFRXQWV�D�VWRU\� LQ�
YROYLQJ�0RNXDPL��$VNHG�E\�D�N\ŇJHQ�NDWD for advice, the eminent artist is said to 
KDYH�UHVSRQGHG�WKDW�WKH�UHDVRQ�WKH�\RXQJ�FODSSHU�EHDWHU�FRXOG�QRW�SHUIRUP�XS�
WR�H[SHFWDWLRQV�ZDV�GXH�WR�´MXVW�VWDQGLQJ�WKHUH��ORRNLQJ�DW�WKH�DFWRUVµ�LQVWHDG�RI �
´UHKHDUVLQJ�WKH�VFULSW�LQ�\RXU�EHOO\µ�DQG�´PHDVXULQJ�\RXU�EUHDWKLQJ�EHIRUH�\RX�
EHDW�WKH�FODSSHUV�µ49�,Q�WKLV�HSLVRGH��.DIş�MX[WDSRVHV�DFWLQJ�ZLWK�FODSSHU�EHDWLQJ��
VKRUWHQLQJ� WKH�GLVWDQFH�EHWZHHQ�WKH� WZR��5DWKHU� WKDQ�ZDWFKLQJ� WKH�DFWRU�� WKH�
N\ŇJHQ�NDWD must become the actor, and he must do this, not in his mind, but in 
KLV�EHOO\��FDUHIXOO\�PHDVXULQJ�KLV�EUHDWKLQJ³LQ�VKRUW��ZLWK�KLV�HQWLUH�ERG\��6XFK�
D�SDLULQJ�RI �EUHDWKLQJ�DQG�FODSSHU�EHDWLQJ� LQYLWHV�D�PHWDSKRULFDO�UHDGLQJ�WKDW�
establishes the K\ŇVKLJL·V�FODS��chon チョン) as one of  the vital, and arguably most 
EDVLF��IXQFWLRQV�RI �WKH�WKHDWHU�ZRUOG�

Gakuya jūnitoki

(YHU\�ZRUN�UHYROYLQJ�DURXQG�.DIş·V�H[SHULHQFH�DW�WKH�.DEXNL�]D�VXEVXPHV�KLV�
fascination with theater as community and his aspiration to actively participate 
LQ�WKDW�FRPPXQLW\��7KH�WH[W�ZKHUH�WKHVH�IHHOLQJV�HPHUJH�PRVW�VWULNLQJO\�LV�SURE�
ably *DNX\D�MşQLWRNL, published in the April 1901 issue of  the literary magazine 
6KLQVKŇVHWVX 新小説��*DNX\D�MşQLWRNL�is a composite narrative consisting of  a set of  
PLFURQDUUDWLYHV��PDLQO\�LQ�GLDORJLF�IRUP��VWUXFWXUHG�DV�DQ�KRXU�E\�KRXU�DFFRXQW�RI �
D�GD\�EHKLQG�WKH�FXUWDLQ��7KH�RYHUDOO�DWPRVSKHUH��PDUNHG�E\�D�VHQVH�RI �FDPDUDGHULH�
EHWZHHQ�WKH�SHRSOH�LQYROYHG�LQ�WKH�WH[W·V�YDULRXV�HSLVRGHV��LV�FDUHIUHH�DQG�XSEHDW�
7KH�GLDORJLF�ÁRZ�LV�RIWHQ�LQWHUUXSWHG�E\�RQRPDWRSRHLD�WKDW�LPLWDWH�WKH�GLV�

tinctive sounds of  the K\ŇVKLJL�DQG�RWKHU�PXVLFDO�LQVWUXPHQWV��7KHVH�SURYLGH�WKH�
QDUUDWLRQ�ZLWK�UK\WKP�DQG�HQKDQFH�WKH�UHDOLVP�RI �WKH�VFHQHV�GHVFULEHG��0RVW�
sections, each one corresponding to a given moment of  the day, end either with 
VRXQG�ZRUGV�� VXFK� DV� doron doron ドロンドロン, pata pata パタパタ,50 and (of  
course) the chon RI �WKH�ZRRGHQ�FODSSHUV��RU�DOWHUQDWLYHO\�ZLWK�GLUHFW�VSHHFK��7KLV�
FRQÀJXUDWLRQ�HQDEOHV�WKH�UHDGHU�WR�HQJDJH�ZLWK�WKH�WH[W�RQ�DW�OHDVW�WZR�OHYHOV��
)LUVW��VKH�FDQ�IROORZ�WKH�QDUUDWLYH�DV�LI �VKH�ZHUH�KHUVHOI �D�FKDUDFWHU��SODFHG�ZLWKLQ�
the scene, she listens to the conversations going on, sees with her own eyes what 
happens in front of  her, is startled, taken aback, relieved, agitated by the many 
GLIIHUHQW�VRXQGV�VKH�KHDUV��6HFRQG��VKH�ZDWFKHV�WKH�VFHQH�DV�LI �WKH�VSHFWDWRU�RI �
DQ�DFWXDO�SOD\��VRXQGV��GLDORJXH��DQG�PRYHPHQWV�FRQMXUH�D�YHULWDEOH�UHSUHVHQWD�
WLRQ�RI �D�GD\�EHKLQG�WKH�VFHQHV��IXOÀOOLQJ�D�IDQWDV\�WKDW�PDQ\�WKHDWHU�JRHUV�PRVW�
OLNHO\�QXUWXUHG��%RWK�WKHVH�PRGHV�RI �UHFHSWLRQ�DUH�EDVHG�RQ�WKH�DVVXPSWLRQ�WKDW�
the reader is familiar with the semantic codes of  the theater, which enable her to 
interpret and understand not only what happens onstage but also what happens 

49 ,ELG���S������
50 Nagai, *DNX\D�QR�MşQLWRNL��S������
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RIIVWDJH��,W�LV�DVVXPHG�WKDW�VKH�FDQ�JUDVS�LPPHGLDWHO\�WKH�PHDQLQJ�RI �D�VSHFLÀF�
chon resounding at a particular moment, that she is able to decode the (mainly 
aural) signals disseminated in the text because she is part of  the greater commu�
nity that is the theater writ large, and that, as such, she can share moods and 
HPRWLRQV�ZLWK�WKH�RWKHU�VXEMHFWV�LQYROYHG��$OO�WKLV�LV�SRVVLEOH��LQ�VKRUW��EHFDXVH�
VKH�LV�DWWXQHG�WR�WKHP�

The N\ŇJHQ�NDWD and his aural marker, the onomatopoeia chon, appear repeatedly 
LQ�WKHVH�SDJHV�ERWK�WR�PHDVXUH�WLPH�LQ�WKH�´GUHVVLQJ�URRPµ51 and to stress spe�
FLÀF�DFWLRQV�DQG�KDELWV��.DIş·V�HQWKXVLDVP�IRU�EHLQJ�SDUW�RI �VXFK�D�FLUFOH�SHU�
vades the text, whose main interest lies in representing theater as an authentic 
expression of  humanity inspired by a sincere respect for both the arts and the 
DXGLHQFH��7KH�VWRULHV�KH�QDUUDWHV�DQG�WKH�FKDUDFWHUV�KH�GHVFULEHV�FRQYHUJH�LQ�D�
common theme of  theater as a community, whose life, in its most sophisticated 
as well as in its most mundane practices, is based on a set of  rules and rituals that 
UHYROYH�DURXQG�WKH�DXGLHQFH�DQG�WKHLU�SOHDVXUH�
*DNX\D� MşQLWRNL lends further support to the idea that traditional theater, for 

.DIş��VKRXOG�QRW�EH�DVVHVVHG�DJDLQVW�QHZ�DQG�PRVWO\�IRUHLJQ�VWDQGDUGV�RI �DUW�
FULWLFLVP��0RUHRYHU��KH�GRHV�QRW�VHHP�FRQFHUQHG�DW�DOO�ZLWK�WKH�SUREOHP�RI �GH�
WHUPLQLQJ�WUDGLWLRQDO�WKHDWHU·V�DUWLVWLF�YDOXH��+H�GRHV�QRW�ORRN�DW�NDEXNL�WKURXJK�
the lens of  art or of  literary criticism, nor does he concentrate upon the script, 
but rather encourages the reader to focus on an emotional response to the per�
IRUPDQFH³WR�PHDVXUH� LWV� ZRUWK� E\� WKH� SOHDVXUH� JDLQHG�� )RU�.DIş�� LQ� RWKHU�
ZRUGV��WUDGLWLRQDO�WKHDWHU�LV�QHLWKHU�´DUWµ�QRU�´OLWHUDWXUH�µ�,W�LV�LQVWHDG�D�IRUP�RI �
DUWLVWU\�WKDW�LV�JURXQGHG�LQ�DJH�ROG�FRQYHQWLRQV�DQG�SUDFWLFHV��RQH�ZKRVH�XOWL�
mate aim is not the achievement of  some abstract standard of  aesthetic beauty 
RU�WKH�UHDOLVWLF�UHSUHVHQWDWLRQ�RI �VRPH�VXEMHFW�RU�LGHD��EXW�OLHV�UDWKHU�LQ�DQ�DOWHU�
QDWLYH�FUHDWLRQ�RI �OLIH��RQH�WKDW�UHPDLQV�EDVHG�QRQHWKHOHVV�RQ�D�UH�HODERUDWLRQ�RI �
OLIH� LWVHOI�� 7KLV� ´DOWHUQDWLYH� FUHDWLRQ� RI � OLIHµ� LV� LQGHHG� WKH� LPDJLQDWLYH� VSDFH�
ZKHUH�WKH�DXGLHQFH�FDQ�HVFDSH�PRPHQWDULO\�IURP�WKHLU�UHDO�OLIH��<HW�LQ�D�VHHPLQJ�
paradox, this escape from reality is attained through live interaction and involve�
PHQW�ZLWK�WKH�SOD\³DERYH�DOO�ZLWK�WKRVH�IHDWXUHV�RI �WKH�SOD\�WKDW�DUH�PRVW�PD�
WHULDO��DQG�WKXV�PRVW�JURXQGHG�LQ�UHDOLW\���7KLV�H[SODLQV�.DIş·V�LQVLVWHQFH�RQ�WKH�
ordinary in *DNX\D�MşQLWRNL��E\�FODLPLQJ�KLV�RZQ�SODFH�LQ�WKH�HYHU\GD\�OLIH�RI �WKH�
dressing room, he was trying to secure KLV�RZQ�SODFH in society at a time of  uncer�
WDLQW\��ZKHQ�KH�ZDV�YHU\�\RXQJ�DQG�VWLOO�WRUQ�EHWZHHQ�KLV�IDPLO\·V�H[SHFWDWLRQV�
DQG�D�JHQXLQH�GHVLUH�WR�SXUVXH�DQ�DUWLVWLF�SDWK�

&RQFOXVLRQ
6RXQG�DV�D�FRQVWLWXWLYH�IHDWXUH�RI �QDUUDWLYH�RFFXSLHV�D�ÀUP�SRVLWLRQ�LQ�.DIş·V�

OLWHUDWXUH��,Q�WKH�QRPHQFODWXUH�RI �VRXQGVFDSH�VWXGLHV��WKH�WHUP�signal indicates 

51 .DIş�XVHV�WKH�ZRUG�gakuya 楽屋 (dressing room) as a sort of  umbrella term for the entire 
UDQJH�RI �RIIVWDJH�VSDFHV�DQG�DFWLYLWLHV�



1271DJDL�.DIş�DQG�7UDGLWLRQDO�7KHDWHU

´DFRXVWLF�ZDUQLQJ�GHYLFHV�µ�VRXQGV�WKDW�PXVW�EH�OLVWHQHG�WR�DQG�ZKLFK�DUH�RIWHQ�
´RUJDQL]HG�LQWR�TXLWH�HODERUDWH�FRGHV�SHUPLWWLQJ�PHVVDJHV�RI �FRQVLGHUDEOH�FRP�
SOH[LW\�WR�EH�WUDQVPLWWHG�WR�WKRVH�ZKR�FDQ�LQWHUSUHW�WKHP�µ52�7KRVH�ZKR�´FDQµ�
LQWHUSUHW�VLJQDOV�DUH�PHPEHUV�RI � WKH�FRPPXQLW\� WKDW�JHQHUDWHV� WKHP��7KLV� LV�
true in the theatrical community, which is composed of  performers and specta�
tors and which shares a system of  codes and symbols enabling each individual 
to interpret the chon of  the wooden clappers and all the other characteristic 
VRXQGV��$QG�LW�LV�LQGHHG�WKURXJK�WKHLU�UHVSRQVH�WR�WKHVH�VLJQDOV�WKDW�D�FRPPX�
QLW\�FDQ�LGHQWLI\�LWVHOI �DV�VXFK�
*DNX\D�MşQLWRNL�shows how .DIş�VHHNV�KLV�RZQ�SODFH�LQ�WKH�VSDFH�RI �WKH�HYHU\�

GD\�OLIH�RI �NDEXNL�SOD\ZULJKWV�DQG�SHUIRUPHUV��%\�FRQWUDVW��LQ�+\ŇVKLJL�PRQRJDWDUL, 
KH�DWWHPSWV�WR�GLJQLI\�WKH�PRVW�EDVLF�´VLJQDOµ�RI �WUDGLWLRQDO�WKHDWHU�E\�VHWWLQJ�LW�
ÀUPO\� LQ� WKH�PDWHULDO� GLPHQVLRQ� RI � WKH� SHUIRUPDQFH�� DQG� DOVR� E\� HYRNLQJ� D�
ERGLO\�PHWDSKRU³WKH�LPDJH�RI �FODSSHUV�DV�D�SOD\·V�UHVSLUDWRU\�V\VWHP��7KLV�LQ�
tertwining of  materiality and communality underscores the notion of  traditional 
WKHDWHU�WKDW�KH�GLVSOD\V�LQ�´(GR�HQJHNL�QR�WRNXFKŇ�µ�ZKHUH�NDEXNL�LV�VHHQ�DV�DQ�
DUW�IRUP�ZKRVH�YDOXH�OLHV�LQ�LWV�DELOLW\�WR�VWLU�D�VHQVH�RI �EHORQJLQJ�LQ�WKH�DXGLHQFH�
DQG�WR�KHOS�WKHP�HVFDSH�WKHLU�HYHU\GD\�OLYHV�E\�HQWHULQJ�DOWHUQDWLYH�UHDOLWLHV�
.DIş·V�NHHQ�VHQVLWLYLW\�WR�VRXQG�DQG�WR�WKH�PRVW�H[WHULRU�IHDWXUHV�RI �WKHDWHU�LV�

thus rooted in his conviction that traditional arts can bring people together and 
JHQHUDWH� VSDFHV� DQG� SDWWHUQV� RI � FRPPXQDOLW\�� 7KURXJK� WKH�PRVW� LPPHGLDWH��
spontaneous modes of  interaction and sharing between those who perform and 
WKRVH�ZKR�DWWHQG�WKHLU�SHUIRUPDQFH��PRGHUQ�VXEMHFWV�FDQ�SXW�DVLGH�IRU�D�PR�
PHQW�WKHLU�LQGLYLGXDOLVP��WKHLU�´SULYDWL]HGµ�VHOI��DQG�feel together�IRU�D�ZKLOH��7KLV��
IRU�.DIş��LV�WKH�XOWLPDWH�JRDO�RI �WKHDWHU�DQG�LWV�PRVW�IDVFLQDWLQJ�TXDOLW\��WKH�RQH�
WKDW�HVWDEOLVKHG�NDEXNL�DQG�WKH�RWKHU�DUWV�RI �(GR�DV�FODVVLFV��,QGHHG��WKLV�LV�WKH�
�����HVVD\·V�WLWXODU�´PDLQ�IHDWXUH�RI �(GR�WKHDWHUµ�WKDW�KH�LQWHQGHG�WR�FHOHEUDWH�
ZLWK�KLV�ZULWLQJ�

52 Schafer, 7KH�7XQLQJ�RI �WKH�:RUOG��S�����
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