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ABSTRACT

A comparative study is made an this thesis: of . mine, plays
from Joruri jidaimono (history plays) by Chikamatsu Monzaemon
(o3 - 1724).  These plays, trom 'a carcer which spanned. neanly
fifty years, range from Shusse Kagekiyo. (Kagekiye  vieterious,
1685) to the mature works including the last play Kanhasshu
rsunagiuma: (lethered steed and the eisht provineesiiof JKanto
1724y,  The texts are found in Chikamatsu Joruri Shiein the Nk o
kolten bungaky' taitkei (The series of classical Japanese liferature
Nol> 50, 1959) and Chikamatsu zenshu Neol 1-12 {1928y = Otlien
references books and articles mnsed for comments and' criticismy.
include Mori Shu's Chikamatsu Monzaemon (1959), Yuda Yoshio's
Jorurishi s ronko - (1975) and C. A.Geistle's Cirgles of . Hantasy s
Convention in  the plays of Chikamatsy (1986). My aim iSsie
analyse the changes and trends in the evolution of Chikamatsu's
artistry between two crucial periods: before and after the play of

Kokusen'ya ‘kassen (The battles of Coxinga, 1715).

The first chapter is an njroduction  to the background: of
Joruri plays. The Japanese dramatic tradition is different from
that" et "the West, which has 'a very strong literary bent. I argue
that Chikamatsu secaiched for an  effective dramatie method
within the theatrical tradition, and that he tightened gradually
the structure of five-act plays which were originally based on the

five independent-play structure of No drama.
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The second chapter deals with the dramatic structure of
plays such as the Emperor Yomei and the Mirror for Craftsmen
(1705), Kagekiyo Victorious (1685), Female Goblin with a Baby
(712 Ihe Baitles of Coxinga (1714), The Battle "ar the Islandiin
Shinshw,  River (1721, Twins at Sumida "River (17200 Taid
Tethered steed and the Eight Provinces of Kanto (1724), arguing
that Chikamatsu developed techniques for linking the five acts
thronigh the' confliet between the' main  characters (the™"two
generals in Shinshii River) instead of changing the subject in each
act as im Emperor Yomei. With a vivid and consistent dramatic
plet, Chikamatsu's Shinshi River gives the ‘impressiof of  d

tightly-knit five-act play.

The third chapter concentrates on the musical structure imn
the plays Kagekiyo Victorious (1685), Female Goblin with a Baby
(1712), " Iwins at Sumida River (1720) and six ether plays i and
argues that in the Sumida River, Chikamatsu focused his attention
on the consistency and content of the basic musical-paragraph
units, which are divided by the musical notations, rather than on
changing frequently the music styles and themes as in the other
two early plays. Through a reduction of certain music notations,

Chikamatsu and ‘the performers created more effective dramatic

plots in the basic unit.

The portrayal of character is discussed in the fourth chapter
through an examination of seven plays across these two periods.
1 angue that Chikamatsu developed the 1mage "‘of the characters
across more acts in his later plays. With this continuity -- the

depiction and development of main characters across several acts
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-- Chikamatsu made his plays more effective particularly at the

moments of dramatic climax.

In the last chapter, I conclude that, rather than declining as
he grew older, the writer's late plays demonstrate a continuing

development as a creative playwright.

AllF “"lapanese” ‘quotations mused in' this work are my owi
translations, except where otherwise indicated. However I “have

provided original versions where possible for reference.

Proper names -are given in the Japanese order, surname
farst, then personal name. 1 refer to Chikamatsu Menzacmon as
"Chikamatsu” throughout, following a common literary practice in
Japan. The Chinese person's names appearing in the plays and in

the bibliography are spelt in pinyin.
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CHAPTER ONE

INTRODUCTION

Chikamatsu Monzaemon® (1653-1724), together with Ihara
Saikaku (1642-1693) and Matsuo Basho (1644-1694), are
generally acknowledged as the pillars of Genroku literature in
Japanssibetween . the w late . sevienteenth and  early ' eighteenth
centuries. Chikamatsu, considered to be the foremost dramatist
among the many of the Tokugawa era, (1600-1867) produced in
thieyvcouise: of his. forty-six. year carcer 404, .plays fon.)onus
puppet theatre and :40 .plays for Kabuki. ‘He was .called. "the
immeortal of writers' in his own lifetime,; and by :the . end of the
nineteenth’ century +had; .become known. in »Europe as the
Shakespeare of the East. His plays had an important influence on
eighteenth and nineteenth century Japanese writers of theatre

and. fiction' and are still regarded as. significant:: literary ‘works

today.

The plays of Chikamatsu belong to a genre known as Joruri
and are generally elassified as a form of musical narrative: . The
flonm  comsists’ . of wia: narrator .- or :chanter: who  performs «in

association with a shamisen (three stringed lute) and puppeteers.

Japanese names appear in traditional form with surname followed by
personal name. In the case of stage names such as Takemoto Gidayu, the
persenalnametis wusedafter the sumame (in fact indicates  genre
affiliation).  Chikamatsu Monzaemon will however be referred to as
Chikamatsu as this is the name by which he is commonly known.



This form of drama first emerged in the late sixteenth century
withisnairatives. tecounting the ¢ love  story .of , Yoshitsune. .and
Ruineess. Jerimifrom - swhere. the . genne. ‘derives:, its. name. . ‘Fhe. new
style soon became popular among the townspeople and new
plays‘on 3. variety of historical .themes and legends began. to be
written. The plays were divided into two main categories. First,
Jjidaimono or history plays which told of battles and historical
eyents. wKaokusen ya. kassen (The battles: of Coxinga, 1715) is one
crample i lile secc')nd category, sewamono, are domestic plays

concerned with contemporary life.

As ywith the. other traditional Japanese theatre! genres,
Joruri - plays. . -- jespecially the: five: act jJjidaimono . -- were also
created -based 'on theories ormiginating in, No drama. In . the
Nosakusho ( ﬁ*—é“, ﬁf, % Y,- the famous No dramatist. Zeami
(1.362-14433 described the . three.impeortant elements . in, the
creative process of NO drama as shu saku sho (the material, the
dramatic and musical arrangement, the composition), that is, the
selection of material for the play,  the outline -of musical structure
. and dramatic plot, and the composition of the text. Zeami wrote
that after deciding on the material (shu), the playwright should
consider, the construction. of the No. play, dividing it into. five
sections based on the aesthetic principle jo ha and kyu ( }?, ﬁ,
g ), literally introduction, intensification, quick conclusion.
Pe(ails 'of  the musical strueture  and organization of dramatic
staging would then be formulated in the process known as saku
or dramatic arrangement. When the outline and artistic style
wiere I order the words were composed (sho) to suit the

melodies and S performance structure.  The order presented by



Zeami as shu saku sho was subsequently adopted by the creators
el “Joruri. © The respensibility ‘of creating the final text remained
with the Joruri writer who in turn had to consult with senior
pertorimers and ' ‘the "mamager of the ‘troupe who “heéld the real
power“over the dramatical arrangement (sgku). Thus’' Joruri
wiiters such ' as  Chikamatsu Menzaemon, in  fact had little
ireedom " of " chioice in" the basic construction ‘of ‘a play, since they

were writing to suit established dramatic conventions.

Early Joeruri viplays were' ‘usually “written by the faypn
(chanters). One such chanter from Kyoto, named Uji Kaganojo
([635-1711),” erganmized “his' own - troupe * in+ 675 His
performances of Joruri harked back to the traditions of medieval
story telling while he openly based his theories on those found in
the Hachijo kadensho (Eight-part teaching on the flower) which
was a spurious  version ‘of Zeami's " writings, printed #in the
seventeenth century. Zeami himself, as indicated, was concerned
with the formal structure of the NoO play based on the principle of
Jje ha kyu. In'the third volume of his" Kadensho he talse
acknowledges its importance. By the early Tokugawa period a No
program was generally arranged into five different categories

which were selected according to themes in the specific order:

1. God No

2. Warrior No

3. Woman No

4. Mad person No
5. Demon No



The four musical styles of Joruri plays formulated by
Kaganojo -- the auspicious, the elegant, the amorous and the
tragic -- were derived from these five categories of No plays but
adapted ‘te suit ‘the: popular tastes of the puppet theatre

audiences.

Fakemoto: Gidayu (1651-1714); the: chanter . whesec -name
eventually became synonymous with a genre of Joruri musical
marratives, iibe gan ' this'estudies. at ihe age  ‘of twenty—'three with
Kaganojo. He began performing independently with the stage
name of Takemoto Gidayu from 1676, and by 1684 had formed
his own troupe in Osaka. Gidayu's Jokyo yonen Gidayiw danmono
shu (1) set down the traditional structure of a Joruri play in the
following manner: the first act should be about love; the second
act about shura (warriors and battles); the i third '"act about
pathos;  the fourth iact about michiyuki (travel song): and ‘the
fifth ‘act, an, auspiciens cenclusiomn. Thus he emphasised: a
different atmosphere for each act, similar to the five categories of
the NoO, which stipulated different characteristics for each play in

a programme.

Chikamatsu started writing Joruri under the supervision of
Kaganojo in 1677 when he was twenty-five, and later in 1687 he
began to write independently for both Kaganojo and Takemoto
Gidayu, and for Kabuki actors, notably Sakata Tojuro (?-1709). In
traditional Japanese drama, actors expected to have opportunities
to show off their individual acting skills. Thus when Chikamatsu
created his Joruri and Kabuki plays, he had to respect fully not

only the views of particular performers, but also the general



theairicalPeonventions. As' an' employee of a troupe lie' was of
course constrained both to follow. the rules of the music patterns
of the five-act Joruri play which were laid down by Gidaytu, and
to's consider the talents “and needs ‘of star performers. The
reverence of both Kaganojo and Gidayu for classical NoO surely
influencled the young Chikamatsu's approach to writing Joruri (2).
(Fhe Vindependent plot  for “ €ach act® within " a¥'single play which
Chikamatsu supplied to Kaganojo and Gidayu demonstrates most
distinctly the influence of.the NOo programme on Chikamatsu's
work. He also supplied works for the Kabuki actor Sakata Tojuro
and for the chanter Takemoto Masatayu (1691-1744), who later
was to becdme the hein  of Gidayu.  Each itime: he wrote for ‘a
differenf performer, Chikamatsu was challenged to expand and
alter the conventions of the tradition to create new plays for his

audience.

From the 104 Joruri plays supplied to Kaganojo, Gidayu and
Masatayu, we can see that Chikamatsu tailored his works to suit
the special demands of each chanter and his particular dramatic
theory. His plays for Kaganojo, for example, were usually based
on ithe evenits ofi the " classical Heian period (794-1192) and

stories about courtesans and lovers such as Lady Tora and Shosho in
The Heir of Soga, themes suited to Kaganojo's graceful and gentle
style. His plays for Gidayu however took advantage of this
chanter's powerful and extensive voice range, and portrayed
characters With a wide range of emotions in energetic scenes.
The plays created for Masatayu, by contrast, tend to portray
characeenssmuith " more delicate natures which 'fit better

Masatayt's style of expressive chanting (3).



Although Chikamatsu wrote for an array of chanters and
actors, his plays are generally divided into those written in the
period before, and those written after, his most important work,
ke ‘Battles: of Coxingas 1715, ~The ifirst ‘petiod: is clearly
influenced by the NoO tradition, whereas plays of the second
period suggest a break from the past and a more distinctive and
independent style. Some scholars have, however, argued that his
later plays were nevertheless still influenced by the NGO tradition

showing five independent acts. As Kuroki Kanzo has pointed out:

Chikamatsu's . Joruri.. lack ‘a  ¢cléar
organizing structure to link eaeh act
together. * The characters are different
in edch ‘act; ithus' the: development «of
the main character of the whole play is

confusing. This tendency 'is more
clearly 'displayed in ‘his later “creative
period (4).

Although 1t is true to say that Chikamatsu's Joruri were
modeled on . a 'programme of No.:drama: and: consist of: five
relatively independent acts covering a whole day, another

Japanese scholar, Mori Shu has argued:

@nly by this time (from The Battles of
Coringa) did ‘the plays - become
independent from the influence of NoO
drama and begin to have a distinctive
five-act plot structure (5).

His early play Shusse Kagekiyo (Kagekiyo victorious) was

based on Gidaytu's music pattern. It was written for Gidayu in



1685 when Chikamatsu was thirty-three. This play had already
shown a shift to "dramatic" elements with less simple story-
telling. However, the author still treated the fourth act, the
tragedy scene as an independent event which did not affect the
conclusion of the dramatic action of the play as a whole. The play
was well received by the audiences and was first performed as
an auspicious opening for the Takemoto Theatre. It is considered
an important milestone in the history of Joruri as it terminated

the old Joruri style and initiated a new era for Joruri.

While writing for Gidayu, Chikamatsu continued to write for
Kabuki, particularly during the 1690s for Sakata Tojuro. Sennichi
dera  shinju’ (The dove-spicide at: SenmnichiiiTemple); whiek the
wrote in 1700, was his first attempt at describing a shinjiu (love-
suicide) ‘story in a  Kabuki ‘play. ' Kabuki: tended 'to' focus. on
contemporary society:  and ‘themes, ~and @ was ‘acted ‘int realistic
dialogue. He subsequently gained status among the Kabuki
writers until he was acknowledged as the most successful Kabuki
writer: tol whisiitime. Tojure's creative  ‘theery " based on the
reflection of reality (6), again spurred Chikamatsu to expand his
art beyond the strictures of Kaganojo's theory of taking the No

tradition as a father, or Gidayu's theory of taking the No as a

foster parent.

As Tojuro at that time was in ill health, Chikamatsu moved
to Osaka from Kyoto around 1706 and concentrated on writing
Joruri for Gidaynu. Drawing on his experience in Kabuki,
Chikamatsu wrote the play Sonezaki shinjiu (The love-suicide at

Sonezaki) for Takemoto Gidayu in 1703. It proved to be a great



suecess wdand « marked: jai high ''peint  in Jeruri performance,
particularly as it was the first play in the style of sewamono. It
marked the beginning of an important association between

Chikamatsu and the Takemoto Theatre.

Yomel tenne shelunin: kagami (EmpererYomei and the
mirror ‘for craftsmen, 1705):1was written: soon«afterwards i With
the assistance of Takeda Izumo, Gidayil's new troupe manager,
Chikamatsu adopted karakuri (stage tricks) such as the'stage
trick for the rain from the dark clouds (kumo no naka yori ame
Jurasu ‘karakuri). to'dmprove the: stage seffectsi’ ‘His playsithns
became more lively an ivisual ‘effectss andivhad the “further: resnlt of
stimulating the playwright to make his play more complex.
These' innovations: helped  te  make: Jorurii puppet theatre ‘more
popular with the general public and a strong rival of Kabuki.
However; we can still see that the different: main characters, ‘the
independent acts, and the tragedy scene in the third act were
structured to satisfy the requirements of the music patterns and

were still within the frame of traditional convention.

Despite | the progress during this period while writing for
Gidayu, Chikamatsu's talent was only brought into full bloom
after Gidayu had passed away in 1714. Masatayu then became
his successor in the Takemoto Theatre. However, since he was
only' twenty-four | years: old, many people wondered 'if the
Takemoto Theatre could survive. At this moment, Chikamatsu
with the assistance of Takeda Izumo created his masterpiece The
Battles of Coxinga in 1715. The methods which Chikamatsu used

in this play were new and differed markedly from those of his



earlier plays. The most significant distinction is that the main
plot links the five acts together and the main character, Watonai,
appears throughout the play. Furthermore the tragedy scene in
the third act is obviously pivotal to the whole play. The
production was also very well received by the audience and ran
for as long as seventeen months on stage. From this time on,
Masatayu gained his reputation and the Takemoto Theatre also
flourished. The Battles of Coxinga confirmed Chikamatsu's special

place in Japanese literature.

Chikamatsu's jidaimono after Coxinga tend to follow in this
pattern of more integrated five-act structures. The final . wotk . of
Chikamatsu, Kanhasshu tsunagiuma (Tethered steed and the eight
provinces of Kanto), a historical play, was written in the first
menth of 1724, ten months before his death, We seciin this. vVery
long play a similarity to the method adopted in The Battles of
Coxinga in which he creates dramatic unity through the detailed
portrayal of the characters over more than one act. In the nine
years from The Battles of Coxinga to the Tethered Steed and the
Eight Provinces of Kanto Chikamatsu wrote eighteen history
plays, all considered major works with well integrated overall

plots.

Late in life Chikamatsu seems to have became increasingly
conscious of the important role of dramatic characterization. He
himself realised that in order to compete with the Kabuki theatre
with its live actors, a Joruri playwright must give‘ his puppets
lively " words and mch feclings to grip the attention of the

audience (7). This thesis therefore argues that instead of
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retaining an arrangement which kept each act independent, in his
later plays, through an integration of plot and character,

Chikamatsu created the masterpieces of his career.

Nine jidaimono plays from different stages of Chikamatsu's
catcer Bave been selected for amalysis, in order to trace his
growang . malurily as a dramatist. - These mnine plays fall into
distinct periods in Chikamatsu's life -- four were composed for
Gidayu prior to 1712 and five for Masatayu and Gidayl's other

successeors betweent 1715 . sand 1724 (see. Table 1).

In Chapter Two, I examine the changes in the structure of
the works through an analysis of the dramatic plots of Kagekiyo
Victorious, Emperor Yomei and the Mirror for Craftsmen and
Female Goblin with a Baby, as the examples for the early stage,
and The Battles of Coxinga, Twins at Sumida River, The Battle at
the Island in Shinshi River and Tethered steed and the Eight
Province of Kanto as examples of a mature style. Chapter Three
focuses on the changes in musical structure using Kagekiyo
Victorious, Female Goblin with a Baby and Twins at Sumida River
as representative examples. Chapter Four discusses the portrayal
of character through an examination of seven plays across these
twieo 'peniods. weadng Chapter ‘Five, 1 conclude that The  Battles of
Coxinga vis the crucial play in the evolution of Chikamatsu's

artistry toward the end of his career.



Table 1

Title Date Chanter

1. Shusse Kagekiyo
(Kagekiyo victorious) 1685 Gidayu
2. Soga gonin kyodai

(Five Soga brothers) 1701 Gidayu
3. Yomei tenno shokunin kagami

(Emperor Yomei and the

mirror for crafismen) 1705 Gidayu
4. Komochi yamamba

(Female goblin with a baby) 1912 Gidayu
5. Kokusen’ya kassen

(The battles of Coxinga) IS Masatayu
6. Heike nyogo no shima

(The heilke and the

island of women) 119 Masatayu
7. Futago sumida gawa

(Twins at Sumida River) 1920 Masatayu
8. Shinshi kawanakajima kassen

(The battle at the Island

in Shinshu River) 2 Masatayu
9. Kanhasshu tsunagiuma (Tethere steed

and the eight province of Kanto) 1724 Masataya
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CHAPTER TWO

DRAMATIC PLOTS AND STRUCTURES

Dramatuey plet iiss considered! tor be) primary in' ‘westerm
drama: wias VAristotle idcsenibed  pletiiis Ythe seoul of trapedy” (1)
However, in classical Japanese drama, the five-act history play
was organized on the basis of a full day of performance rather
thags simplyecon ithe ploty of 12 isingle story. The five acts were
originally almost independent because each act was performed
by a ‘different: chanter... Each: act. was focused en ‘an episede in a
larger narrative. Moreover, comic interludes, which had been
immsented " between .each 'Ne 'play ‘in a programme,  were  also
inserted in between each act in history plays, a practice which
was gradually phased out perhaps as early as 1705 but certainly
by 1715 with Kokusen’ya kassen (The battles of Coxinga). With
Battles of Coxinga, although Chikamatsu was still concerned with
the overall performance form, he began to integrate plots over

several acts rather than only within one act.

A detailed examination of seven of Chikamatsu's five-act
history plays shows how Chikamatsu changed the plot structures
over hise carcer. < These examples have been chosen: both for their
relative uimportance ' in: (Chikamatsu's. development as a
playwright, and because they were written for different chanters.

The: first three plays:
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Yomei Tenno shokunin kagami (Emperor Yomei and the
mirror for « craftsmen, 1705),

Shusse Kagekiyo (Kagekiyo victorious, 1685)

Komochi yamamba (Female goblin with a baby, 1712)
written for Takemoto Gidayu, are considered representative of
his * earlysiperiod “works. o#Theyare ‘examined ' here primarily in
relation to the writings of Gidayu to show how Chikamatsu
molded his works to fit Gidayu's ideas. Four later plays:

Kokusen'ya kass;’n (The battles of Coxinga, 1715),

Shinshi kawanakajima kassen (The battle at the island in

Shinshu River, 1721),
Futago Sumida gawa (Twins at Sumida River, 1720)
Kanhasshu tsunagiuma (Tethered steed and the eight
provinces of Kanto, 1724)
written for Takemoto Masatayu (Harima-no-Shojo) and Gidayu's
other ‘successors, typify mature plays by Chikamatsu, whe
gradually gained control of the conventional form and used it to

create increasingly successful plays.

Chikamatsu's early plays were clearly written on the model
in the ordering of the five acts, but as Mori Shu commented in
Chikamatsu Monzaemon, Chikamatsu compiled "each act to suit
Gidayu's ideas and skills and for each chanter's performance
rather than making an overall consistent and unified plot and
characters" (2). That means that within the structure of five acts,
Chikamatsu arranged the dramatic plots in order to attract and
keep the' atteniion' of the andience and to give the chanters a

chance to perform to the full extent of their talent and skills. So
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the plot was subordinate to Gidayl's notion of a five-act

structure.

Emperor Yomei and the Mirror for Craftsmen

Ewmperon ‘Yomeiiiandy the siMivror: i for “Craftsmen dsta
representative work from Chikamatsu's early period, though
grand in scale with its extravagantly dressed puppets and
magnificent stage effects. Its third act is performed often and
was also performed independently in Kabuki under the title
Yomei tenno kaneiri no dan (Emperor Yomei and the entering of
the bell). This play shows the influence of Gidayu's five-part
scheme originally inspired by NG6. The outline of the five acts is

as follows:

Act k. ilhes seftings isesixth ~century Japan. i Sinee Brince
Hamahito (was a :devout Buddhist; his half brether: Prince
Yamahiko was very jealous of him. Prince Yamahiko firmly
believed in older superstitions and could do conjuring. He and
his men attempted to murder Prince Hanahito, forcing him to
flee.i ' Then they ‘ricd to seize his 'lover Tamayo-no-hime, the

daughter of the venerable Mano in the state of Bungo.

Act 2. Prince Hanahito fled to Sado, where he met Moroiwa
who previously was an official under the Prince and had been
sent into exile there. At first Moroiwa tried to assist Hanahito by
asking help from the local lord of the manor, Muneoka, who had
been very kind to Moroiwa. However Muneoka had just returned

from Echigo, bringing with him a decree from Prince Yamahiko
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which offered a reward for the capture of Prince Hanahito.
Muneoka was determined to arrest the Prince and send him to
Prince Yamahiko and so get the reward. In order to save Prince
Hanahito, Moroiwa begged his fiancee, Sayohime, as a condition of
their marriage, to kill her brother Muneoka. Because Sayohime
loved Moroiwa very much she finally agreed to kill her brother.
When the mother became aware of this situation, she substituted
hersell to save the life of her son ‘and to help her daughter to
ac}{ieve hiex masriage. |« She saeczificed her. life. and. settled ithe
problems among the brother, sister and son-in-law. This bloody
lesson made Muneoka give up his worldly ambitions, and he later

accepted Buddhism.

Ael 3. Prince Hanahito demonstrated his outstanding
knowledge of Buddhism when he helped Muneoka (now a
Buddhist) to salvage a big bell. He was then taken in by the
venerable elder Mano from the state of Bungo to be a grass cutter
and was called Sanro. A courtesan was attracted to the temple
by the sound eof the big bell.. As she prayed alone for her sins,
she met her former husband Moroiwa. She felt so sad that her
husband had abandoned her, and then she turned into a snake,
twined round the head of the bell, and became a saviour for
protecting husbands and wives to live to ripe old in conjugal

bliss.

Act 4, ilihe wife of the venerable elder Mano, the
stepmother of Tamayo-no-hime, was controlled by the sorcery of
Ikaruda, a subordinate of Yamahiko. She discovered that Tamayo

was pregnant and ordered her to have an abortion. The



17

stepmother made someone call Sanro to get herbal medicine for
the abortion.  Fowever, after Tamayo was forced ‘to take the
drug, unexpectedly she gave birth to a lovely baby boy. When
the angry step-mother was about to attack the baby, a big ox
came up, . gored  and “killed her. After “that, onc ‘of Prinece
Hanahito's officials saw through the tricks of the accomplices of
Prince Yamahiko, and he consulted with the elder Mano to go to
the capital and report to the Emperor what had happened. When
they were preparing for the journey, lkaruda's sorcery left the
stepmother and entered the sky, making the day pitch-dark, and
he tried to stop the crowd going on their way. Then the baby

destroyed the sorcery with his magic powers.

Act: . Moroiwa turned out with his followers and
transmitted a decree from the Emperor, who ad prometed
Prince Hanahito's new born son, Shotoku Taishi, to be a General
and ordered Prince Hanahito to bring troops to destroy Prince
Yamahiko's forces. The play ends with Prince Hanahito's final

victory and his rise to become Emperor Yomei.

By reviewing the main plot of each act, we can see that each
act is relatively independent. After the first act in which Prince
Hanahito was persecuted and forced to leave the Capital, the
author leaves the Prince until the final act. Thus, the audience is
left with only a vague impression of the protagonist of the whole
play: they know that he had suffered, and wandered destitute
far from home, and finally was promoted by the Emperor. Yet,
Prince Hanahito's inner conflict and reactions were not described

at all either while he was persecuted or when he was promoted.
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That is to say, the events were not developed on the basis of any
contlict Yot the chariciers emetions, "thus the character of: Prince
Hanahito in the play could not be revealed through his thoughts
Gractivities11i0n the “contrary, the ‘authior used ‘the appearance of
this “main® chiaracter merelyt asi Jan'e introductions to' the #play.
Thereafter the audience is introduced to several plots which
happened while Prince Hanahito was wandering about the
countryside. For example, the story of Muneoka's family, the
story of Moroiwa and his wives and the events in Mano's family.
Act 2 talks about the conflict between Moroiwa and his girl
friend Sayohime and her brother Muneoka. The former pair plan
to kill Muneoka and to save the Prince, and Muneoka's mother's
sacrifice settles the brother and sister's dilemma. Moroiwa's ex-
wife, now a courtesan, is led to the temple by following the sound
of the bell salvaged by Prince Hanahito. Abandoned by Moroiwa,
she turms 'into ‘an angry serpent<in ‘Act 3. ‘Act 4 then centres: on
the event that happened in the elder Mano's home. As Tamayo-
no-hime 1is pregnant by Prince Hanahito, her stepmother orders
her to have an abortion. However, even though taking the drug,
she gives birth to a healthy baby boy and the stepmother is
killed by an ox. Furthermore, there are of course the conjuring
tricks of the evil accomplices of Prince Yamahiko, but the evil is
destroyed by the baby with his magic powers. These three
stories, therefore, are all independent and only marginally
connected. Each story relates somewhat to Prince Hanahito but
we cannot get any idea about his personality as a main character
to link the stories as one plot. Prince Hanahito was ultimately
saved by the power of Buddha. With such power, he was able to

change the poison into beneficial medicines and thereby helped
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Tamayo-no-hime to deliver a baby boy who later became the
famous ruler, Shotoku Taishi, and win the final victory. However
this success was in no way dependent on the tragedy of
Muneoka's mother in Act 2, when she tried to save her son's life
by her love, and neither was the tragedy of Moroiwa's wife in Act
3 for the final outcome. Indeed, these two tragedy scenes seem
to have little relevance to the survival. of the main character,
Prince Hanahito, or to the overall plot since they have little

immediate effect on the victory of Prince Hanabhito.

Emperor Yomei and the Mirror for Craftsmen is organized
on a principle of musical variety which is important to the
dramatic presentation and understanding of the plot. In the first
act, before Prince Hanahito was persecuted, he was staying with
his lover Tamayo, so the action could fit Gidayu's classification
that the first act should be about love'. |In the second' act, there
i1s the conflict between Moroiwa, who intended to save Prince
Hanahito, and the manor owner Muneoka, who sought to capture
Prince Hanahito for a reward. This conflict developed sharply till
the death of Muncoka's mother.  This ‘act fellowed Gidayu's
piescription that 'the second act should: be’ about-battles"..  "The

ihird act should be fragedy’, so in this act, Moroiwa's first wife,
who was abandoned and was jealous of Sayohime, endured
mental and physical suffering so painful that she became a snake
and twined herself round the bell. Sanro and Tamayo's travel

song in the fourth act was more carefully arranged, based on the

theory that:



since  the foclinios of the audience are
exhausted after the third act, one must
be "careful ‘not 'to' ‘tire them any Turther.
Fhe -melody 15 .the most dmportant
aspecl of ‘the michiyuki (travel 'song)

scene (3).

alsa i Uhis gt ilic” sfcpmether: appears. . She is a. character
dominated by sorcery, and she rudely censured Tamayo ‘and
forced her to take a drug. This mad wemen's figure was ecrcated
in conformity with the NG drama fourth category focused on "a
mad-person” (4). In the last act, Prince Hanahito was promoted
by the Emperor, his son was made crown prince and the Prince

overthrew Prince Yamahiko, thus completing the "auspicious”

form.

Besides Emperor Yomei and the Mirror for Craftsmen, one
ean also see the same technique in Chikamatsu's” other ‘weorks
with their independent structure of the tragedy scenes in Shusse
Kagekiyo (Kagekiyo victorious), and Komochi yamamba (Female
goblin with a baby). These plays are therefore wotthy of ‘our

closer attention.

Kagekiyo Victorious

In his early period, Chikamatsu followed closely this formal
arrangement in all his five-act plays. Kagekiyo Victorious is the
first play known for certain to have been written by Chikamatsu

for Takemoto Gidayu.
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Act 1. Kagekiyo is trying desperately to avenge the Taira
defeat by assassinating Yoritomo. In hiding, he marries Lady
Ono, the daughter of the chief priest of the Atsuta Shrine in the
Owari province, a Taira sympathizer, who has helped him. Then,
disguised as a worker, he tries to attack Yoritomo at the ground-
breaking ceremony, is discovered by Yoritomo's general and

forced to flee after fighting and killing fourteen of the enemy.

Act 2. Kagekiyo visits Akoya, his forrr;er wife, and their
children, and then goes to Kiyomizu temple to worship Kannon.
Akoya becomes jealous when she learns of Kagekiyo's new wife
and tells her brother Kagekiyo's location. At last Kagekiyo breaks

through 600 encircling enemies and flees.

#et 3. ‘Lady “Ono's! father the chief ‘priest’ is“captured amnd
held hostage. Lady Ono makes a michiyuki (journey) to look for
Kagekiyo but is also captured. Then Kagekiyo surrenders in

order to rescue his father-in-law and wife Ono.

Act 4. Kagekiyo prays to Kannon in prison and Ono says
soedbyc ‘tofibim. ® UAkoya icomes and pleads, to Kagekiyo for
forgiveness. Kagsckiyvo. However, . refuses 1o accept @ her
explanations. Then Akoya kills their two children and herself in
frent oft iKapgekiye. " “After this, Kagekiyo breaks loose from the
piisen "and Wkills Akoya's ‘evil <brothes,” Joze, but returns and

surrenders again.

Act 5. Yoritomo commands the death of Kagekiyo and

orders the release of all prisoners. After the event Yoritomo is



told that Kagekiyo is not dead, he marvels by Kagekiyo's devotion
and praises Kannon and finally pardons Kagekiyo. Kagekiyo gives

up his sword, blinds himself and goes away.

Kagekiyo Victorious is organized on Gidayu's principle of
musical and dramatic variety. In this play Kagekiyo is clearly
shown as a main character with his varied actions throughout the
play. However, the climaxes of the play, both Akoya's tragedy
and Lady Ono's patient suffering, aré relatively independent from
the development of the overall plot; we can see how the Emperor
Yomei Vand'“the 'Mirror: for Craftsmen followed: this ‘pattern.
Kagekiyo's appearing in Akoya's home in the second act leads to
the story of Akoya's tragedy in the fourth act, and Chikamatsu
has another female character, Lady Ono, appear in the important
third act to® shew her patient suffering. = However the end of the
play tistiumrelated %o these events.: Moreover, we ‘can mnot find'a
single word which shows Kagekiyo's inner feeling or thinking
wihen. his revenge fails ‘or when he has to surrender.:. This s

different from the later plays.
Female Goblin with a Baby

Female goblin with a baby first performed in 1712, is still
performed in contemporary Kabuki and Bunraku. Act 1 is set at
Saya Mountain. Yeorimitsu  (oer Raiko), accompanied by his
retainer, Watanabe, is guarding Itohagi (Koito) and her boy friend
Kanonkes vihomilalled “Hirota, the enemy ‘of Itohagi‘s father.
Kinosuke ithen  changes his name to Sadamitsu, and sends a

famous® magic Wsword o  Yorimitsu swho is looking for it.
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Sadamitsu joins with Yorimitsu to attack Yorimitsu's enemy,

Takafuji.

Berudlih Due tto «Takafuji's slanderous' ‘words; » Yorimitsa .is
compelled to go into hiding. Omodaka-hime,; Yorimitsu's
fiancee s worried (abowt him. '+ To ‘comfort her,wiGenshichi, i a
tanroms:| itobacee < seller,’ the: brother of tItohagi: ds Anvited: fo
Omodaka-no-hime's home and asked to sing her some kouta
glitesally shertspsengs’). ««Yacgirhera courtesan and Genshichi's
former lover who is passing the house, overhears Genshichi's
song and also comes into the house. She relates her own tale of
woe and blames Genshichi for not r@venging his parent  yet.
Eaving sheand withat: his sister  Itohagi .and -hersphoy -« friend:
Sadamitsu, have killed his father's enemy, Genshichi feels regret
that: ‘he 'didn't kill the  enemy himself; = so he kills himiself and  his
Spirlt, gees /intoy Yaegiri's' stomach. ' Yaegiri becomes very :strong

from the spirit, drives Takafuji away, then disappears.

Act 3. Yorimitsu is hiding in the house of his father's former
guard, Nakakuni, who is now a judge in Mino province. Because
Yorimitsu's: hideout has- beéen: identified, ‘Nakakuni ‘is: asked ite
bring Yorimitsu's head to the Government. Nakakuni asks his

wife Kojiju to kill their only son, Kanjamaru, as a substitute for

Y orimitsu.

Act 4. While fleeing to the mountains, Yorimitsu subdues a
bandit. The bandit says his name is Urabe no Kumatake, and
when he joins Yorimitsu he is given the name Suetake. They

continue together and stop at the Female Goblin's (the former



Yaegiri) place. Here, they hear the story that the Female Goblin
has given birth to a magic baby boy. Yorimitsu names him
Sakata no Kintoki and accepts him as his fourth retainer. The

Female Goblin is very glad and flies deep into the mountains.

Aet) 3. henmitsu and v his feur: retainers’ go to ithe Kéoleake
Mountain and catch the monsters who are making trouble
throughout the country. Due to this contribution, Yorimitsu is
pardoned and appointed as a generai. Takafuji, on the other

hand, is punished.

The overall organization of Female Goblin with a Baby
follows the conventions found in the Emperor Yomei and the
Mirror for Craftsmen. Though Yorimitsu is ostensibly the main
character, we do not get a clear idea of his personality. The plot
concerns him but he is not the main player. . The stery of  Yaegiri;
the tragedy scene of the death of Kanjamaru and the story of the
Female Goblin's miraculous baby boy are the main parts of the
play. © Each' aectofoeuses ‘on different icharacters: * Yaegiri- and
Genshichi for the second act; Nakakuni, his wife, Kojiju and their
son Kanjamaru for the third act; and the Female Goblin with her
magic baby boy in the fourth act. Female Goblin with a Baby is
clearly organized on a principle of musical variety and contrast

between scenes and acts.

As in Emperor Yomei and the Mirror for Craftsmen, neither
the frasedy of Akoya's suicide in Kagekiyo Victorious, nor the
tragedy scene of Kanjamaru's death in Female Goblin with a Baby

have any immediate influence on the final outcome of the
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respective dramas (Kanjamaru's actions do help Yorimitsu but
that is not his main intention). Although they are both scenes of
tragedy, and the climaxes of the play, they have little to do with
the focus of the whole play. If the tragedy scene of Akoya's
suicide was omitted from the play, it would make no difference
to the result that Kagekiyo was saved by the Bodhisattva. These
examples display the independent nature of each act in a Joruri
play in its early stage; "the comic interludes performed between
each act were intended to rﬁitigate the  different atmosphere of
each act” (5). It is thus clear that Chikamatsu's early period of
dramatic creation followed the model of No, although in the case
of Chikamatsu, the five acts were all related to the overall theme

of the main characters in the conflict.

The Battles of Coxinga

After the death of Gidayl in 1714, Chikamatsu became the
most . prominent (‘and ‘experienced ‘member: of - the ¢ "Takemoto
Theatre; the relationships among the people around him changed
and he was able to give full play to his talents. Instead of being
restrained by the traditional conventions of performance, he was
able to innovate and concentrate his efforts on strengthening the
plot and dramatic structure. With his position and reputation in
the (‘troupe firmly. i established ‘and ‘his experience ‘accumulated
over several decades, he attempted to bring new content into the

classical form outlined by Gidayu.

The Battles of Coxinga, created in his new style, was a great

success and has been praised as the "highest peak in Japanese



dramatic history” (6). The strengthened structure "had an artistic
charm which would not allow the audience to feel tired, even if
there was mo . interlude between each act" (7). Chikamatsu's
works  ine thiss date) period, thiough still based on. the five act
performance structure, show a further development in the close
connection between each act. Although he still followed Gidayu's
outline in accentuating a different atmosphere for each act, he
arranged sthe whole plot around the core of the tragedy scene in

the ~third {aet

In Act i, 'RiToten, the evil minister, betrays the cmperor
amd: sides with ' the ! ‘Tagtar | generals to roverthrow .the Ming
dynasty. i loyal minister Go Sankei, whose wise counsel is
ignored by, the ‘doolish: emperor, flees: with v the: crown prince

during the uprising. The empire is thrust into chaos.

In Act 2, Ikkan, a loyal minister of the Ming Dynasty in
China, is living in southwest Japan after having been exiled many
years earlier. He has a Japanese wife and a son Watonai, who is
also married to a Japanese woman, Komutsu. Princess Sendan
miraculously arrives alone in a boat, which had floated from
China:after the insurrection. - Learning ‘of the turmeil in China,
likkan, « Watenai,  and +his.-mother set off by different - routes to
revive the Ming government. Watonal battles with a giant tiger,
which. lie “conguers and'makes an ally. - His ferocious braveny
convinces ‘a’ Chinese army to join forces with him ‘against the

Tartars
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Act 3 takes place at Kanki's castle. His wife, Kinshojo is the
daughter of Ikkan and his former Chinese wife. Watonai and
Ikkan arrive and request that Kanki join forces with them to
restore the Ming, but Kanki refuses because he does not want to
appear weak by changing sides just to follow his wife's family.
Caught in this dilemma, Kinshojo kills herself to break the
impasse, and Watonai's mother follows her in death as well.
After this tragedy Watonai gains an ally, General Kanki, who

promptly gives him the official title of "Coxinga".

In Act 4, Komutsu and Princess Sendan's michiyuki begins
with a magical journey to China. Then the scene shifts to a
mountain inhabited by Taoist immortals. Go Sankei and the
crown prince watch from there the action far below of Coxinga's
battles against the Tartars. Go Sankei eventually joins Coxinga's

army.

Act 5 brings the final victory to Coxinga's offensive which

had begun in act 4.

From the outline one can still see that Chikamatsu followed
Gidaya's prcceptsit fhe "love seene® is shown in the first act; it is
filled with beautiful women, and a pleasant appearance, created
by the" sergeous ladies. . The second act, shura (battles), has the
battle tef Watonai and ‘the tiger as the focus. The third act is
imtensely “tragic” and contains the essence of the entire drama.
Thelstonnth s acty has a colourful michiyuki, which leads the
audience out of the dark pit of tragedy to the magical mountain.

The fifth act is "auspicious” and completes the play. However, we
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can see that the plot of this play is linked through the main
character Watonai to Coxinga's future action. This is strikingly
different from Chikamatsu's early plays. The tragedy scene in
the third act, the suicides of Kinshojo and Watonai's mother, not
only provide the motive for Watonai to be united with Kanki to
restore the Ming Dynasty in the third act, but also explains the
later development of the plot in the fourth and fifth act. The
tragedy continues to give a strong spiritual motivating force for
.the later actions of Kanki and Watonai, and thereby it lays a solid
foundation for the final successful restoration of the Ming
Dynasty. The main character, Watonai, is presented as a brave,
resourceful and forthright figure through the whole play. The
whole play was based on the central theme of an indomitable
samurai who made great efforts to help the Ming restoration in
China. The plot was developed gradually, ring upon ring; the
nature of the main characters was carefully portrayed step by
step; and the dramatic structure proved attractive to the
audience. Having experienced such positive audience response, it
is likely that Chikamatsu was encouraged to develop his

innovative method even further.
The Battle at the Island in Shinshu River

After The Buattles of Coxinga, Chikamatsu paid greater
attention to the integration of plot structures in most of his later
creations, with the one exception of Heike nyogo no shima (The
Heikeand the island of women), written in 1719, where one still
finds relatively independent acts which don't seem to fit neatly

into an overall structure. Chikamatsu consistently puts the



tragedy sceme in the third act, making it the climax of the conflict
of the whole play. These tragedy scenes in the late plays were
built ‘on the plot of the secoud dct and had a direct effect o fhe
subsequent actions in the play. Thus, the dramatic effect of 1us

later works was enhanced by a tightly-knit dramatical structure.

The Battle at the Island in Shinshu River, for example, is
another work from his late period, showing clearly his mature
style. It was written when Chikamatsu was sixty-nine years old
and first performed at the Takemoto Theatre in 1721 at Osaka.
Part of the third act is still performed in Kabuki under the fitle

Terutora’s Party. The outline of this play is as follows:

Act 1. Katsuyori, the son of Shingen, and Emon-no-hime,
the daughter of Terutora, each come to Suwa shrine to pray that
their respective fathers might have good fortune when going to
the Capital at the command of the Emperor. The local landlerd,
Murakami Saemon Yoshikiyo (hereafter called Yoshikiyo), lusted
for Emon-no-hime and wanted to have her, so the two young
people who had fallen in love with each other hid themselves
away. Spurred on by Yoshikiyo, the two fathers got angry with
each other over the children's secret tryst and declared a war.
Meanwhile, the young couple were attacked in their hiding place
by a wild boar, but they were fortunately saved by a samurai
named Yamamoto Kansuke Haruyuki (hereafter called Kansuke)
who was living in seclusion in the mountains. Kansuke himself

was injured and maimed by the boar.
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Act 2. Shingen visited Kansuke three times on snowy days,
and requested him to take up the post of military counsellor.
Here he was following the example of Liu Bei in ancient China's
Three Kingdoms Period (220-265 A.D.), who made three calls at
the thatched cottage in order to invite Kong Ming to be his army
adviser. Kansukes notlicr’ was  finally ‘moved 'by.. Shingen's
sincerifyscand ‘amranged for Kansuke to; enter Shingen's service,
Meanwhile the young couple, seeing the flames of the war raging
i the iar  distance, ‘deeply: tepretted : thelr umfilial  behavionr.
When { ‘they. knew ' that their. fathers: were:  fighting ‘each  other

because of ‘their own love, they separated reluctantly.

Acti3.. Temutora was defeated in the first . battle, -and  he
learned that his enemy had a wise army adviser. He, therefore,
tried to woo Kansuke over to his side, and persuaded Kansuke's
mother and wife living on a distant mountain to come to his camp
using Kansuke's brother-in-law, Sanetsuna as a connection. The
mother saw through the tricks of Terutora, and she finally
committed suicide in order to save Kansuke from Terutora and
enable him to return to Shingen. Terutora was deeply touched
by {her actien. n evder ito. pray Sincerely for ‘her, he became’ia
monk jmnd was renamed Kenshin (bereafter called Kenshin)., He
presented hundreds of packs of salt to Shingen's country, where

there was a shortage, and asked Kansuke to deliver the supply.

Act 4. Shingen went to a river bank to wash, and came to
the place where Katsuyori and Emon-no-hime were reunited
after Walien atdseparation, and were lamenting- across the river.

Emon-no-hime approached Shingen and apologized to him on



behalf of Katsuyori. Shingen forgave the girl, in return for her
father Kenshin's salt. Later, Katsuyori killed Yoshikiyo who came

to attack Shingen, so he too was forgiven by his father.

Act 5. Kenshin made a surprise attack in the fifth battle at
Nakanoshima and wounded Kansuke who had disguised himself
as Shingen. This ruse of Kansuke to offer himself as substitute

finally brought reconciliation to the two families.

Obviously, this work was also created according to the
conventional outline established by Gidayu. In the first act, the
love story of Katsuyori and Emon no-hime takes centre stage; in
the second act, the shura or battle section, their fathers have
declared war on each other, and the young couple witness the
flames of war; i thevithind - act, eentred ‘on the . pathasiof
Kansuke's mother's self-sacrifice is the crucial tragic climax of the
play; the fourth act (michiyuki) is opened by a song describing a
peaceful scene in which Shingen's followers are hunting on a
beautiful autumn day, so the audience can relax after the tension
of v Aet 3.ieven theough there is no - trivel scene; .in “the final
auspicious act, the war ends and the fathers are reconciled with
their Son and: daughter. From: this outline; ! we “can :see: the
similarity of this play with the previous plays and that it still
follows Gidayu's general outline. However a number of important

dilferences may still' be 1dentified.

The main plot of the whole play of The Battle at the Island
in Shinshii River develops through a complete progression of

harmony --- break up --- harmony between the families of



Shingen and Kenshin. The catalyst for this sequence of events
was the tryst of a young couple from rival feudal families. The
contradiction was posed in the first act when the two families,
originally on good terms, were incited by Yoshikiyo as the rival in
love of Katsuyori, so a war was declared for the sake of honour.
In the second act the conflict was sharpened. Shingen luckily
obtained the services of an army adviser with great military
knowledge, and both sides prepared to fight to the end. The
young couple were greatly troubled when they learned that their
love altair -was the cause of the baitle, and they ﬁdeparted
reluctantly. So the two generations were pushed to a state of
complete separation as enemies. In the third act, the conflict
reaches a8 climax. = Shingen's success in ‘the firse¢ batile was based
on the advice of his strategist, Kansuke. Kenshin tried to entice
Kansuke to his side, by hook or by crook. He even took Kansuke's
mother and wife as hostage and tried to bribe the aged mother,
by means of a threat and a promise of gain in order to persuade
Kansuke to serve him. The mother maintained her personal
loyalty to: her son,: and did not give way to her feelings for her
daughter and son-in-law, who were in service to Kenshin. She
was faithful to the agreement drawn up with Shingen, and, being
caught between her son and daughter's plights, she committed

suicideiso ithat her son Kansuke .could go back to serve Shingen

again.

Fhisitracic scene was the climax of the whole play, similar
tonthe sstmucture  in. The Battles of Coxinga. This tragedy occurred
net enly “beeanse of the rwivalry of the two generals for the

services of the strategist counsellor, but also for the sake of later
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developments in the dramatic action. The mother also died for
the life of her son, so that Kansuke could complete his mission for
peace which the mother assigned him before he went to serve

Shingen:

At moment, Kai and Echigo are in

the state of war. It is fortunate

Kenshin, moved by the death of the mother, let Kansuke go
back to Shingen, and, moreover, sent a hundred packs of salt to
Shingen. This action by Kenshin not only touched Kansuke but
also 1influenced Shingen's behaviour. Shingen forgave Emon-no-
hime and merged the three divisions (the two generals and the
young couple) into two. Finally, Kansuke, who owed his life to his
mother's sacrifice, showed his obedience to her wishes by using a
strategy -of mixing the spurious with the genuine. Aseithe
substitute for Shingen he was wounded by Kenshin's sword and
soitorged hammony’ between the two families at the cost of his
own blood. Thus the conflict which began in Act 1 is finally
resolved. Chikamatsu developed a fairly clear theme running
throughout the whole play -- the cause and solution of the
conflict between two families -- and he skillfully combined
vasiety Wk dramatic action to suit the changes in - atmosphere
required for each act. Each act, though distinct, was part of an

ongoing single narrative. A conspicuous characteristic of
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developments in the dramatic action. The mother also died for
the life of her son, so that Kansuke could complete his mission for

peace which the mother assigned him before he went to serve

Shingen:
At moment, Kai and Echigo are in
the state of war. It is fortunate
that you are employed as a
revenging by Shingen, and it must
be fate that your brother-in-law
Naoe Yamashiro on the other hand
is Kenshi's vassal, so that, you two
Kens Should make concerted efforts to Kansuke go
back:to:3 help the young master and the Miss yiof wsalt e
Shingen. to become husband and wife. It is {ansuke but
also influ¢ only sully their valour if the two > Emon-no-
hime and fathers fight each other just for als and the
young cou; their generals' personal loyalty. s life 1o his
mother's s; You should prepare. to sacrifise by using a
strategy ‘¢ your life in time if need, to As the
substitute | restore good relations between sword and
so forged ! the two families. cost of his
own blood [ s g

resolved: Chikamatsu developed ca fairly «clear

theme running

throughout the whole play -- the cause and solution of the
conflict between two families -- and he skillfully combined
vantety S ol dvamatic ‘action te  suit 'the <changes' in: atmosphere

requited for cach faet.

ongoing

single imazrative: A

conspicuous

Each act, though distinct, was part of an

characteristic of
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Chikamatsu's later Joruri plays is this sense of continuity and

unity.
Twins at Sumida River

The play Futago Sumida gawa (Twins at Sumida River) was

first performed® in 1720,

svet s set at Yoshida's liome.  He has had twins 'With
Hanjo, “his “coneubine,) they »arel“called slUmewakaniarn s aid
Matsuwakamaru. By ‘the evil sdesigni’gfis Ddijo « Momotsura;
Yoshida's brother-in-law, certain cedars from Mt. Hira are cut
down; the' sacred 'forest is enchanted' by goblins. '@ Yoshida ‘s e
one responsible and the goblins fool him into killing his wife by
mistake. Meanwhile, one of the twins, Matsuwakamaru, is seized
by a tengu (a legendary flying monster with a red face and big

nosc).

Act 2. Umewakamaru flees when tricked into drawing an
eye ‘for the*ecarp en the picture which Yoshida was taking care of
for the Emperor, ‘causing the ‘carp to come alive and jump-inte,the

pond. Yoshida is killed by Momotsura's men.

Act 3. Umewakamaru wanders to eastern Japan and dies at
the cruel hands of the kidnapper and child slavery dealer Sota, a
former servant of Yoshida, who disgraced himself years earlier.
Wihen Seta ‘realizes, that ‘the boy whom the fkilled ‘is* his' former
master's sow, ‘he ‘commiits' suicide ‘and becomes a rengu through

his force of will to help the restoration of the Yoshida's family.
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Act 4. The tengu (former Sota) brings Matsuwakamaru to
his mother, Hanjo, who travels about deranged at the loss of her
children.  Yoshida's servants and family members gather at the

Sumida River.

Act 5. The evil brother-in-law, Daijo, is punished Yoshida's

family is restored, and young Matsuwakamaru made the heir.

The play certainly follows the conventional form which
demands musical and dramatic variety among the five acts. In
the third act, the tragedy of Sota's suicide occurred because he
had earlier wasted a huge sum of money belonging to his master
Yoshida and on top of that killed the young heir by mistake. In
Act 1 Daijo had mentioned this loss of money as an excuse to
oppose Yoshida. The unfortunate Sota longed to serve Yoshida
and was saving up money through child slavery in order to pay
back the debt. His will to serve is so strong that after his suicide
he turns into a goblin to find Matsuwakamaru and save the

Yoshida family.
Tethered Steed and the Eight Provinces of Kanto

Kanhasshu  tsunagiuma (Tethered steed and the eight
provinces of Kanto), was Chikamatsu's final work and was first
performed in January 1725. The plot is as follows. In Act 1 Mida
is nearly shamed and ruined after being caught dallying with the
maid Keche at. the night ceremony for the celebration of  the

Yorimitsu (Raiko) family's inheritance. However, he is saved by
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Yorihira. Yorinobu, the brother of Yorihira, is celebrated as heir of
the family. Through an evil plot of Kocho, Yorihira and Eika,

Yorinobu's fiancee, become lovers, and have to finally run away.

Act 2. Kocho is the younger sister of Yoshikado (a survivor
of the Taira clan who oppose Yorimitsu) and is trying to kill
Yorimitsu. Kocho is found while informing against Yorimitsu's
family “and«is killed.. "Yoshikado flees. © Yorihira ‘and Eika are
compelled to join Yoshikado while roaming about, and attack
Yorinobu; Yorihira's. brother; However, Yorihira -and Eika are
caught by Yorinobu. Mida asks Yorimitsu to save Yorihira's life

and then hides him in his own house.

Etild. To repay Yorihira's kindness, Mida substitutes

himself for Yorihira and accepts Yorihira's death penalty.

Act 4 The Yorihira couple are exempted from punishment
as .a result of Mida's death. < Then the scene shifts fo Yeorimobu's
wife who suffers from the spider demon which is the spirit of the

former Kocho.

Act 5. Yoshikado dies in a battle, while his sister Kocho's
spirit changes into a spider and attacks the soldiers and officers,
bue:is ifinallyitkilled vby ' the action of the shitenno, the four

heavenly guardians of Buddhism (four loyal retainers of Raiko).

From'the ontline we ‘ean sce that this play contains a wide
variely s ofieventsiiand actions, but as in Twins at Sumida River,

the actions in Act 1 influence and are tied the later events. The
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substitution scene of Mida for Yorihira follows on from the event
of "cutting the tassel" in Act 1 when Mida was saved by Yorihira.
Mida swore to defeat the enemy and dedicated himself to fight
alongside ' Yorihira's horse 'in battle. However, Yoriliixa
unexpectedly surrendered to the enemy, and then was captured
by his brother, Yorinobu, who sentenced him to death in Act 2.
Mida's tragedy arises in this context in Act 3 as he tries to
persuade the stubborn Yorihira to unite with his brother to wipe
out the ememy Taira Clan. His tragédy saves Yorihira and spurs a
change in the Minamoto fortunes and influences the whole plot
which is only resolved when all the brothers unite and defeat
their enemies, Yoshikado and his sister Kocho of the Taira Clan, in
the final act. This play is thus another example of Chikamatsu's

late, tightly-plotted plays.

From the seven plays analysed above, one can observe their

similarities and differences. Table 2.1 shows this clearly.

We can see that the majority of Chikamatsu's later works,
starting » from - The Battles of Coxinga in 1715, bhave 4 Tauly
integrated conception, no matter whether it concerns two families
who move from close friends to bitter enemies and then become
recanciled in  .The Battle at the Island in Shinshi_River: or. the
Yoshida's family move from destruction to resurrection in Twins
at Sumida River; or Yorimitsu of the Minamoto Clan switching
from being preoccupied with clan fights to a concern for greater
unity in Tethered Steed and the Eight Provinces of Kanto. In

these dramas, the tragedy of the third act becomes the peak of
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the whole play with the other plots of each act developed around

this peak.
Table (21
Play Variety of Effects of the
performance form main tragedy
on the end of
the plays
Kagekiyo Victorious yes no
Emperor Yomei and the
Mirror for Craftsmen VES no
Female Goblin with a Baby yes no
The Battles of Coxinga yes yes
Twins at Sumida River yes yes
The Battle at the Island
in Shinshu River yes yes
Tethered Steed and the Eight
Provinces of Kanto VeESs yes

Thus from the examination of the seven plays one can find
that Chikamatsu came to place emphasis on integrating the
overall dramatic plot into Gidayu's traditional structure which

called for musical and dramatic variety.

Act 1 “seis up the dramatic conflict and draws the audience

into the plet;
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met o) procecds: with the  dramatic  conflict initiated in the
first act and lays a clue for the scene of tragedy in the next act;

Aet Oeredchess the climax, . with .an  intense moment of
tragedy;

ol wprovides, va s change:din - the «dramatic. conflict ‘and the
dawn of the final settlement;

aet -3 viresolves the conflict, \and rends with -am: auspicious

outcome.

This,  five-aet: structufe . follows: a ! single:smajor. splot
throughout the play. It is a feature not evident in Chikamatsu's
earlier plays. Thus Chikamatsu created the works of his later
period by concentrating on the third-act and its dramatic climax.
This structure gave the plays a feeling of relative continuity and
sequence ' as the emotions of the audience were carefully
channelled along the dramatic rise and fall of the fortunes of the
main characters. The audience was thus encouraged to follow the
action and resolution of the conflicts throughout the entire play.
Thus, the strengthened structure of the play effectively changed
the nature .of a’'daywof pesformance. Ewen the comic interludes
between taels.  dezisned @ apl ielaxing ‘relief for ‘the' audience,

became less significant. As Suwa Haruo pointed out:

it s net difficult to understand why
there were no comic. interludes between
maki in Chikamatsu's sewamono
(contemporary-life plays) when you see
the tightly-knit plot in each maki and
completed drama (9).
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In view of the tight-knit plots and the need to maintain the
audience's attention, we can also understand why "after The

Battles of Coxinga the interludes were omitted" (10).

Chikamatsu focused his attention on the overall plot of the
five-act structure in his later works, and removed the comic
interiiides. Vhetween cach - act. All: these inmovations: were
developed after the death of Gidayu, when Chikamatsu cleverly
combi'ned a single plot with the creative theory of Joruri based on
the performance form outlined by Gidayu. In freeing the history
plays from the influence of a structure based on a collection of
distinct No plays, Chikamatsu established an independent five-act

structure for Joruri drama.
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CHAPTER THREE

MUSICAL STRUCTURE

Musical drama in general must have an integrated overall
plotdand! suit Sthe | tequirements: ‘of reach « genres: in Jovuri . iu
particular, music and plot are traditionally closely interlinked.

As Yuda commented:

loruri was . written to . conform o
particular musical conventions, and the
music was written and played to
enhance' ithe “plots; so the drama's plot
and  music are .two .sides of the same
coin (1).

The more . complex and well-integrated plots evident 1n
Chikamatsu's later works are reflected in changes in the dramatic
musical structure: the chanterss seem to have altered the musie
to express, both subtly and effectively, the meore sophisticated

plots and characters.

Joruri plays are best approached, as Gerstle (1986) pointed
out, as musical dramas. The notation is an essential guide to the
StEnchineand meaning of the text, -and the structure  cam be
better understood in terms of musical rather than dramatic units

() Thus while the dramatic plot "is “relevant te ' our
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understanding of Joruri, an analysis of musical structure further

enhances the interpretation.

Both the dramatic and musical structures of Joruri plays are
basedt endithe wtormuala: . jo,; . ha and kyu (imtroduction,
intensification, and quick conclusion). The five-act structure of
history plays is arranged in the order of one act of jo, three acts
of ha, and one act of ky#, with the dramatic climax occurring in
the second act of ha. Every act is subdivided into several scenes
and each scene is sub-divided into tan’i (primary music unit) (3).
The same formula is evident in each section - in acts and seenes

as well as in each primary musical unit.

In writing plays for Kaganojo and Gidayu, Chikamatsu
inherited this conventional formula upon which he structured his
plays. Further, he was influenced, as we have seen, in particular
by Gidayu's theory of Joruri, in which Act 1 has a pleasant and
redined caumosphere;*  Act 2 18 comic and fiercelycactivesy  Act
portrays death and sacrifice and the atmosphere is therefore
dark: and solemmn;  ‘#Aect 4, in contrast, has ‘a light musical mood:
ande At S concludesithe ‘play with a return ito 'the “court ‘setting
and to auspicious unity (4). However, although both his early
and later works followed this general pattern, after Gidayu
passed away, Chikamatsu expanded the length of each act and
each scene, producing a different style of play. Chanters, who
composed the music, then tended also to expand the length of the

primary music units.
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Certain music notations used in Joruri, defined in this thesis
in the Appendix following Glossary B in Circles df “Fantasy {3}, ¢an
be used as a guide to the structural divisions and enable us to
recognize the changes made in order that the musical mood
should complement® the' ‘dramatic  plot in' edch’ act. More
specifically, sanjii, which is a term of Joruri music notation
indicating a full musical cadence that ends a scene in jidaimono
(6), has been used as a guide to divide the acts into scenes. An
analysis of the use of sanji shows a distinction between the
organization of plays from the early and late periods. Sanju
notations and consequently the number of scenes are reduced in
the later plays; each scene becomes longer with more space to

develop the plot 'in ‘mere” ‘detail.

Three representative plays are analysed in some detail in
this chapter in order to examine the musical structure of the
scenes. Kagekiyo Victorious and Female Goblin with a Baby are
the two early plays written in 1685 and 1712 for Gidaytd, and
Twins “at “Sumida “River ‘is ‘the later play written in: 1720 for
Masatayu. The remaining seven plays are examined, using the
same methods "of'scoring the number of ‘scenes i the plays, Yo
support a comparison between the plays of these two periods in
Chikamatsu's™ lite ¢~ Ahe 'secene” divisions based on’'the sSanjn
notation can be summarized as follows for the two plays with
page numbers in brackets based on the original works in

Chikamatsu zenshu (7).



Kagekiyo Victorious (8)

This play was written when Chikamatsu was thirty-two
years old.s licis neasiy 20 thousand charactersi(ji) in: length, and
can be: divided anto seventeen scenes on the basis of the music

notation sanji.

Act 1. Kagekiyo leaves the house of the Daiguji (his father-
in-law) and his wife Ono in the Atsuta area of Owari province to
seek revenge..{Withinm «the  act,. cach scene break is: ‘marked by

sanju):

1. Kagekiyo's determination for revenge (sanju p.602).

2. Shigetada, Yoritomo's senior general, inspects the Todai
temple (sanju p.605).

3. Kagekiyo attempts revenge but, when his identity is

revealed; he flees (sanji. p.609).
Act 2. Akoya's betrayal.

4. Kagekiyo visits Akoya (his lover) and their children, and
goes to Kiyomizu temple to worship Kannon (sanju p.610).

5. Akoya's jealousy (sanju p.616).

6. Akoya's brother reports Kagekiyo's whereabouts (sanju
p-618):

7. Kagekiyo breaks through 600 encircling enemies and

flees (sanju p.620)..
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#Ct 3.0 "Ono s 'travel song

8. Daiguji is captured and held hostage (sanja p.621).
9. Ono's journey and capture (sanji p.624).
¥ ¢ Kagekiyo ' surrenders in order to rescue his father-in-

law and wife Ono (sanji p.629).

Act 4. Kagekiyo in prison.

11. Kagekiyo prays to Kannon in the prison and Ono says
goodbye to him (sanjiu p.632).

127 Akoya killsivher Ywosons and ‘herself in ‘Front#fol
Kagekiyo because he refuses to accept her explanations (sanju
p.640).

13. Kagekiyo kills Akoya's evil brother Juzo (sanju p.641).

Act 5. Kannon's mercy.

14. Yoritomo commands the death of Kagekiyo and orders
the release of all prisoners (sanji p.642).

150 Koritemo- is told “that Kagekiyo i1s not dead (sanji
p.643).

16. Yoritomo is surprised by Kagekiyo's devotion (sanju
p.645).

17. Kagekiyo gives up his sword and eyes and goes away

(sanju p.650).

I'his "ic "the shortest of Chikamatsu's jidaimono, but it still

has a large number of sanji musical notations and separate
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RGetier. - . Thiere ke ab least ithice "Seenes ' in each aet - and fotr
secnes 1 dbothiAets® > vamd 5" cach iseene covers om: average ronly
two or three printed pages in the present edition and marks a
change ' in"“ihic "dratmatic’ atinasphere.:. The e¢limax: of the tragedy
Scehe occurs in Aet 4 dnstead of 3, so the jo ha kyu patterm 1S
somewhat different within the play and Gidayu's later model of

distinctive atmospheres for each act is also not fully evident.

Twins  at Sumida® River (9)

This play was written when Chikamatsu was sixty-seven. It
is ' nearly' thirty thousand characters: (ji) in leéngth, cand can: be

divided, following the sanju, into 11 scenes.

Act 1. Yoshida falls prey to a plot by Daijo (his brother-in-

law).

1. Daijo cuts down certain trees, a forbidden action, and so

arouses the anger of tengu (sanju p.104).

2. Yoshida's wife interviews Hanjo (Yoshida's concubine)

and her son Matsuwakamaru (sanju p.113).
3. Tengu causes Yoshida to kill his wife and kidnaps his son
Matsuwakamaru (sanju p.118).

Aect 2. Yoshida's family is destroyed.

4. Daijo plans to steal the picture (sanju p.120).
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5. One of his twin sons, Umewakamaru, flees when tricked
into tearing a picture which was donated by the Emperor (sanju
p.128).

6. Yoshida dies (sanju p.131).

Act 3. Yoshida's former samurai Sota commits suicide.

7. Takekuni, Yoshida's samurai, brings Hanjo to the court
and meets Oe no-Masafusa (sanjﬁ p.133)

8. In the court, both Hanjo and Yoshida's brother-in-law
ask to inherit Yoshida's property (sanju p.139).

9. Sota commits suicide, turns into a goblin and flies into
the sky to seek Matsuwakamaru who was kidnapped by tengu

(sanju p.154).

Act 4. Yoshida's samurai and family members gather at the

Sumida River.

10. Gunsuke, a samurai of Yoshida, comes to the Sumida
River, looking for Umewakamaru (sanju p.161).

11. Hanjo is led to the Sumida River by a Yamabushi priest
(sanju p.168).

12. Sota (now a goblin) brings Matsuwakamaru to the river

(sanji p.172).

Act 5. Yoshida's family is restored.

13. Sota, by his magic, sends Hanjo's group to their home in
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Kita-Shirakawa. He punishes Daijo and restores Yoshida's family

(p-175).

In comparison with Kagekiyo Victorious, the number of
sanjii notations and scenes are reduced in Twins at Sumida River
as'therc " ‘are “only "elie "o thrce 'séenes int Aets 2 3 ands 5
However, the scenes are much longer. The central tragedy in Act
3 consisted ot only 'thiee scencs - ithe seventh, eighth and ninth
scene but, after a short introduction in the sixth and eighth scene
(seven pages), the ‘ninth scene 'is very long: and covers: fiftcen
pages. It is clear that the ha pattern is followed in the action of
these "thice “scenes.” " 'The climax of the iragedy occurs alter the
short introduction in the seventh and the eighth scenes, and a
dark solemn stage atmosphere dominates the main ninth scene

which is central to the whole dramatic plot.

Through both a long narrative and the dialogue between
So6ta and Takekuni about Sota's motive, Chikamatsu gives a
complex. depiction and minute description of the contradictions in
the heart of this former guard of Yoshida's family. With the hope
of returning to his previous post, he chose an immoral occupation
(child stealing) to amass a fortune to repay his debt, despite an
uneasy conscience. He almost has enough money and will be free
after selling the last child, who turns out to be Yoshida's heir
Umewakamaru. However, before Takekuni, another samurai of
Yoshida, appears, the child is tortured too much and dies. The

tragic climax is reached when Sota sacrifices himself and turns
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into a fengu to help the Yoshida family. Sota's wife and Takekuni

then bury his corpse in an atmosphere of mourning.

The "main “chiaracter® Sota in this tragedy scene  gradually
Dbecormes” coniscious ‘of the' fact that all ‘his* efforts over a whole
decade have' come ‘to nought.' To foster the development of the
tragic emotions mingled with his disappointment and grief, the
dark, < solemn ! 'mood ‘of this tact’ is enhanced by the music which
creates an' ever heavier. atmosphere ‘up to the ‘end’ of thie ninth
seene. \ihistclimax sceme ‘is set in'Sota's ‘home, and as the plot
revolves around Sota, Chikamatsu made this scene the longest
and meost fully''developed in the play.. Gidayu's idea ‘that Act 3
should focus on pathos is followed throughout the whole act. In
fact, in this play, Chikamatsu still followed closely Gidayu's
overall 'structure;. Aet'2" is frercely active and Act 4 Teturnis 'toi-a
lighter mood. This play also follows Gidayu's theory of having
different musical atmespheres for each act but-is integrated
throughout by a continuous plot. The dramatic effect is greatly
enhanced by the combination of the plet and the mood 'of the
music based on the jo ha kyu pattern. Twins at Sumida River is
net “an isolated "ease but ‘an' example of  the ‘peneral “trend in

Chikamatsu's later works.

In the early play Kagekiyo Victorious, Chikamatsu placed
thie “tragiec fsecene in "Act '4, which includes three ‘scemes with
considerably different moods: Ono waves farewell to Kagekiyo in
seeme il o Skeova " eomes to'‘the prison to confess her guilt, then
fiellionvs ¥ lieedisicide "im scene' 12; ‘amd Jazo (Akoya's  brother)

comes to the jail and is killed by an angry Kagekiyo in scene 13.
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fese: three Yssenesticonirdast: with | each. other rzather than : link
together as one continuous® plet.  Consequently, the traditienal® jo
ha kyiu music pattern does not follow the development of the
plot. Scene 13 changes to a lighter mood abruptly when Kagekiyo
i1s enraged by Juzo's swearing and throws off his shackles, dashes
out of the prison, and kills Juzo. By this action, Kagekiyo gives
vent to his indignation. The quick action perhaps has the effect
of tousing the -audience . after . the  dark solemn meed of the
i)revious scene. Act 4, therefore, does not have a unified tone

reflecting one of the five different music mood.

The atmosphere of Act 3 in Twins at Sumida. River, on the
other hand, is far more unified as it builds towards an intense
tragic climax. It follows not only Gidayu's theory but also the jo
havkyn © mmusicwpattern. = The changes of the sScemes and. ithe
arranigement of the climax ‘act. are clearly evident when we
compare the organization of scenes between the four early plays
and ithe sfiveldater ‘ones (see Table 3.1). The climax of' the tragic
scene is clearly fixed in Act 3 'in the later plays rather than in the
second jorthird *ors fourth ° act as in the -early omes.  The total
number* of scenes  is redueed : from . between ' thirteen and
seventeen: in¥thel carly: period te: eleven, twelve or ‘thirteen 1n the
later; iithe ‘seenesvin Act 3 are reduced to two consistently instead
of three. The integration of a more dramatic plot with Gidayu's
theory bears fruit in the late plays. The main features of the late
plays are a reduction of scenes (marked by sanju); a unification
of dramatic plot; and a stage atmosphere more focused on one of
Gidayt's musical moods within each act. Moreover, the jo ha kyu

musical pattern is followed more regularly in these plays. In the
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later plays, from: @The Battles of Coxinga onward, Chikamatsu
makes more ingenious use of Gidayu's theory to integrate plot

and musical mood.

Table 3.1 Comparison of the scene organization in the plays

firom: the two periods (10)

Play No. of scenes ~ Toial Tragedy No.of
L ARts 23 AT scenes in act Nag..~ pages

Early works

Kagekiyo Victorious s4'3 34 1] Act 4 43
Five Soga Brothers L R S Act 4 80
Emperor Yomei and the

Mirror for Craftsmen Ludsd 4 2% 15 Aet 2 1 Gl
Female Goblin with a

Baby o 2 AAsl e 13 et 3 76

Later works

The Battles of Coxinga 355 2 B4l 12 et 3 102
Heike and the Island of

Women b U T R TR ) Act 3 o
Twins at Sumida River 383 gol - 513 Act 3 78

The Battle at the Island

in Shinshu River sy G| Act 3 80
Tethered Steed and the Eight

Provinces of Kanto SE3 80 Sl 12 Act 3 104




Table 3.1 indicates clearly that the number of scenes .in the
Foier plays  have been . redueed © considerably, especially
considering that they tend to be larger overall. Most of the later
plays have only two scenes in the third act and all of the fifth
aets ‘have only one scene. The total sceumes in the, garly plays
range from a minimum of thirteen and a maximum of seventeen,
but the later plays vary from a minimum of only cleven: o8
maximum of thirteen, although the actual length of the  later
plays is longer. That is to say, the length of the scene 1s extended

and the tragedy scene 1is concentrated in the third act in. the latce

plays.

The musical notations, 'ji amd fushi, are the terms which
indicate the primary musical unit (tan’i,) outlined by Gerstle in

Circles of Fantasy (1986). Normally a unit is started with ji (or ji-

iro) and finished with a fushi cadence. Sometimes, okuri and
sanju are also used as fushi to mark the end of a primary unit
(11). ' Each scenc includes several units which are the clementary
building blocks of Joruri music. There are two types of primary
units: one called jigoto (dramatic) which is the most common one;
and fushigoto (song), which occur mainly in the fourth act. The
Jigoto = umit 1S used in dramatic parts of a play (12), and the Jfi
notation, which begins a new dramatic primary music unit if it
follows" sanjum, okuri of fuski (13), is used here as a guide o
divide the scenes of tragedy acts into primary music units. The
fushigoto is a song passage in the play and harufushi, fushi or
fushiharu usually begin a new song primary music unit and it

ends with fushi (14). A comparison of the forms and numbers of
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these units in the plays over the two periods is made here in

order to see the difference of the musical structures.

along with the reduction in the mumber of scenes per det
and the consequent lengthening of each scene, a similar pattern
can be observed in the number and length of the primary units.
This can be seen in comparing the primary units in the third acts
between two plays: Female Goblin with a Baby, a representative
of the early period and Twins at Sumida River from the later
period. Both are divided into several primary units based on the

fushi (or harufushi)-fushi and ji-fushi music notations.

Analysis of the early play:

Female Goblin with a Baby was written in 1712, two years
before the passing away of Gidayu. Act 3 in this play can be
divided .into. twe scenes and 25 unius. The page numbers

referred to are once again from Chikamatsu zenshu (15).

Scene 1.

1 Slandered ' by  Takafuji (brother of the Emperor's
mother), Yorimitsu (Raiko) is reprimanded and has to hide in the
house of his father's former guard Nakakuni who is now a judge
in Mino province (p.830 okuri).

2 (i) The judge and his wife Kojiju' warmly receive
Notimitsu (p.831 okuri ).

£ (fushi‘) The judee hangs a lot. of lanterns to  divert

Yorimitsu from boredom (p.831 fushi).
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4. {song) ‘Fhe  description of the materials of: the lanterns
(p-832. fushi} .

5. (ji): The -vavious decorations of the lanterns (p.832 fushi).

b (i Yerimitsu's two samurai, Watanabe and Sadamitsu,
ask permission to go out to recruit followers (p.833 fushi).

7. (ji) Sadamitsu's proposal of a toast for Kanjamaru
(Nakakuni's son, who is sacrificed later) makes Kojiju shed sad
tears (p.834, fushi).

8. (a) (ji) Kojiju explains that Manju was the father of her
son, Kanjamaru. (p.835 suete).

(b). (ji) Kanjamaru did not learn a single word of Buddhist
Scripture in the two years he was sent by his father Manju to the
moeuntain. itemple, but learned -the skills of riding horses and
shooting arrows. Manju orders him to be killed, but he is saved
by the sacrifice of a substitute (p.835, fushi).

9. (ji) Manju then sent the mother and son to Nakakuni, the
judge, and arranges the marriage between Kojiju and Nakakuni
(p.836, fushi).

10. (i) Kojiju feels sorry for her son who has been so
unfortunate because of the influence of her own mediocre life
(p-837, fushi).

11. (ji) Yorimitsu reviews the three kinds of mercies of his

father Manju (p.837, sanju).

Seene 2.
12. (ji) At the lantern feast, Kojiju is praying in the room
fixed with a sacrificial altar (p.838 fushi).

13. (a) (jiiro) The judge comes into the room (p.838, fushi).
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(b) (speech) The judge shows his wife the order from
Takafuji to eliminate Yorimitsu (p.839, suete).
(c) (speech) The couple discuss the way to protect
Yorimitsu by sacrificing Kanjamaru (p.840, okuri).
14. (fushi) Kojiju prepares the sword (p.840, fushi).
15. (harufushi) Kojiju orders Kanjamaru to change clothes
and worship the ancestors (p.841, fushi).
16. (jiiro) Kojiju stands behind her son, and then she is
filled with maternal love for him (p.842, fushi).
17. (i) Kojiju cannot slaughter her son (p.843, fushi).
18. (ji) Kojiju calls for Nakakuni (p.843, fushi).
19. (a) (jiiro) Kojiju encourages Kanjamaru to sacrifice
himself for the sake of justice (p.845, suete).
(b) (speech) Nakakuni persuades Kanjamaru, but then he
wants to flee and his mother puts him to the sword (p.845, fushi).
20: . Ajiire) Kojiju siill 1feels ashamed for her timid :son
(p-846, fushi).
21. (jiiro) Kanjamaru's will is found (p.847, fushi).
22 (ji) In the will, Kanjamaru states his wish to die for
Yorimitsu (p.847, fushi).
23. (ji) And he also explains his timidness in front of his
mother (p.848, fushi).
24. (ji) Nakakuni's mental agony (p.848, fushi).
25. (ji) With grief and indignation, Kojija tells Yorimitsu to

flee and she prepares to deal with Takafuji's soldiers (p.849).

There are 25 units in this act divided on the basis of the ji-
fushi notations, and they are all simple units except the 8th, 13th

and 19th. These three units are subdivided into several sections
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based on the fushi and suete notations. As Gerstle has explained,
"Usually, after the fushi musical cadence, a unit will reach a
conclusion, but as a rule only if it is followed by a ji or jiiro,
which begin a new unit" (16). Suete notation is a musical pattern
that expresses an intense emotion, usually sadness. It has a light
cadence and often makes a division within a primary unit (17).
These three primary units are then relatively complicated in
music pattern and longer than the other simple units. The simple
units in this play, however, comprise the bulk, their ji-fushi

pattern is regular.

Analysis of the late play

Twins at Sumida River was written when Chikamatsu was
sixty-eight. Act 3 can be divided into three scenes with a total of

twenty units (18).

Scene. 1,

1. ..Takekuni, Yoshida's officer of rtegency, brings Hanje
(Yoshida's concubine) to the court (p.131, fushi).

2. (a) (jiiro) Takekuni tells Oe no-Masafusa the purpose of
their visit (p.132. suete).

(b) (speech) Oe no-Masafusa confronts Hanjo and Daijo,
the. latter .is. Yoshida's brother-in-law, who muordered Yoshida
(p.132. fushi).

3 a) (Jiiro) Takekuni encourages Hanjo to appear in court
bravely (p.133, suete).

(b (speech ') Hanjo comes to the court timidly (p.133,

sanju).
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sScene. 2

4, (jikaru)y The dignity of the court (p.133, fushi)

J. v} The deseription of the court (p.133, fushi).

6. (a) (ji) Takekuni airs the reason for Hanjo to be chosen
as the heir of the Yoshida family, but Daijo wants to monopolize it
for himiself (p.135, fushi).

(b) (speech) Takekuni points out Daijo's ambitious designs
(p-135, suete). -

(c) {jiiro) The chief councillor erders the officers; to find
out: the evidence before he reaches his judgement (p.136, fushi).

7. {(a) {Jiiro) Hanjo is. terribly frightened by.etlie 'sefious
arguments.  When the court judges that Hanjo should inherit
Yoshida's property, she becomes distraught (p.137, suete).

(b) (song) Hanjo's mad behaviour makes the chief
councillor angry. Daijo seizes the opportunity to call people to kill
her (p.139, fushi}.

8. (jiiro) Takekuni and Hanjo escape from the court to the
mountain (p.139, fushi).

9: (Ji) They lose touch with each other. durimg a-storm &n

the mountain (p.139, sanju).

Scene 3.

10 (yushiy At Sota's home by the Sumida Ttiver, his wife
manages the household affairs (p.140, fushi).

Ik (jitre) Seta is a trader in human beings (p.140, fushi),

12 (3} (jiire) Haisashizra, Soeta's partner, brings in a boy

(p.142, fushi).



(b) (speech) Sota arranges another business with two girls
(p.143, okuri).

13. (jiiro) Sota is planning his business with complacency
(p.143, fushi).

.. (iire) Yazo, Sota’s henchman, cannot  scll tihe “hay
(Umewakamaru) and brings him back (p. 143, fushi).

15. (jiiro)y Sota disciplines the boy because 'he “has' been
disobedient, and the boy finally collapses from ‘the “heavy
physical punishment (p.145, fushi).

16. (ji) Sota's wife takes the boy and attends ‘to him; « Seta
is silent and drops his stick (p.146, fushi).

17. (a) (harufushi) Sota's wife realizes that the boy will die
(p- 146, suete).

(b) (Jiiro) Umewakamaru makes his final requests with a
very weak voice and then dies (p.147, suete).

(c) (ji) Takekuni, who is looking for Umewakamaru, comes
to Sota's home (p.148, fushi).

(d) .(speech) Takekuni tells all the news of the Yoshida
family (p.148, fushi).

(e) (Speech) Sota asks Takekuni for mere details of the
young master Yoshida (p.148, fushi).

(B)es ispeech) . Takekuni describes Matsuwakamaru's
appearance, and’ Sota's wife  feels: an: ominous . presentiment
(p-149, suete).

(g) (ji) Sota also realizes that the boy he has finished was
his young master (p.150, fushi).

18. (a) (ji) When Takekuni learns that Sota has killed the

boy that he has been looking for, he is very angry and is going to
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fight with Sota. Sota explains his reason for trading in human
betrips (p. 1952 " fushi):

(b) (speech) Sota sorrowfully throws down all his money
which he has saved for years (p.152, suete).

(c) (ji) Takekuni and Sota's wife feel both angry and sorry
fior "himt‘atter they (have ‘heard his ‘words (p.152 fushi).

(d) (speech) Sota commits suicide and becomes a fengu,
flying ‘1 into: theviisky te7 leekiidfer (ki rother young ~master,
Matsuwakamaru (p.153, fushi). ‘

19.1¢Kji) Sota's corpse’ looks just a5 thomgh “he“is deeply
sleeping ({(p.153, Jushi).
20, <(ji)80ta's’ wife and “Talkekuni'. grieve s ands‘burythe

corpses of Sota and Umewakamaru (p. 154).

The differences in the musical structure in the third acts of
the two history plays are similar to those of the contemporary

plays that have been analysed by Gerstle (1986):

Chikamatsn's = plays . ‘wzitten . fos
Takemoto Gidayu have exaet,
predictable. ‘structures. The  pattern . of
primary units (ji to fushi) is regular, and
variations:. are.  unsaally . sionificant,
coming  at ‘the ' dramatic climaxes  of
scenes. After Gidayu's death in 1714,
however, a change is noticeable...(19).

The Twins at Sumida River is considerably longer than the
Female Goblin with a Baby, but it has fewer units. The number of
complicated units in the Twins at Sumida River is seven, that

makes over one third of the total number, while in the earlier
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Female Goblin with a Baby, there are only three, less than one
eighth of the total. As most of the units in Female Goblin with a
Baby are relatively "simple", the ji-fushi music pattern is regular
and «thesvariations. usually.icomei at:the climax.-of the sceme. - ln
contrast, more complicated units are present in Twins at Sumida

River andse the pattern is-less regular.

If we compare the musical pattern with the dramatic
content;s as: well as its.dramatic ending, -we can understand to
some extent why the chanters increased the complicated units in
the imusical ‘structure.. For, example, the puits 17 and 18 ef Aet 3
in Twins at Sumida River are the two longest units consisting of
eleven subunits and covering seven pages of text. - There s
hardly any third-person narration. Instead first-person speeches
and. actions: svhich - refleet' Sota's inner feeling - are mused while
things go contrary to his wishes. The tragedy of Sota's death
takes place in these units. Because of this death, Sota could

become a tengu to restore the Yoshida family at the end of the

play.

Each movement, expression and speech of the characters in
the subunits has an integral relationship with the dramatic plot,
For example, subunit (a) of unit 17 presents the reactions after
Sota's wife sees the boy who is on the verge of death; the boy
makes his final requests in (b). Then Takekuni appears to look
for the boy in (c); (d), (e), (f), (g) subunits contain all the dialogus
between Sota and Takekuni about their master Yoshida and his
family.  The dead boy then is clearly identified as the young

master. This is the background to Sota's suicide in unit 18.
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In this 18th unit, subunit (a) describes Takekuni flying into
4 rage andbkstaking wouit his sword (to: kill SGta.. The latter now
disappointedly lifts the mat in front of the store room, takes out
the money packs which are his many years' earnings and throws
them on the floor, and recalls his ten-year dream of repaying
Yoshida. This is something he has never told anyone before, not
even: hisg wile, In subugit (b). he kicks the money bags
despairingly and the money scattérs all ever the fleer. - Havisg
heard his explanation, both his wife and Takekuni sympathize
with him; this is shown in subunit (c), and the tragedy happens at
last in subunit (d) when Sota commits suicide and subsequently
is transformed into a tengu. Thus all the movements and
speeches in these long and complex units 17 and 18 are centred
around Sota's inner conflict and the collapse of his dream of
returning to his master. Correspondingly, these units are also
musically complex. Although the subunits (c), (d), (¢) in the 17th
unit and (a), (c¢) in the 18th are signalled as the conclusion by the
fushi cadence, '"there is no jJi notdtion to show any new unit.
Instead, the kotoba  (speech) .notation 1S used to express the
painful inner world of Sota. The following paragraph 1s a
translation of subunit (d) of the unit 18 with musical notation to
show the form of the subunit  The first jushi cadence marks the
ending of the (c) subunit, the following kotoba then leads to the
next snbumit, (d)." "The last fushii, at the end’ of fhis paragraph is

used to mark the end of subunit (d).
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fushi u
...Karma could not be known. It is a samurai's

iro kotoba
shame to tell 'what 1 have dome. Wife, please
forpive | 'me: foni netivmaking © your - life comfortable

even if for one day. You always suffered from being

poor because I always hoarded the money. It
wds neither loyalty nor filial piety but 1 see
now I was only saving the traveling expenses

u Jiharu
for the journey to hell. What a shame.” He

kami
kicks over the pile of money packs and
suete
sgdtters the coing. in a mess, and suddenly
throws himself on the floor and cries.
Jjiharu
His wife also feels deep sorrow.
nakanoru

Listening to the reasons, Takekuni chokes in

haru fushi
tears as well and can no longer hate him.
kotoba

Sota says, "There ‘is no use in regretting; 1
was Sota, the kidnaper before | knew he was
Umewakamaru, "but 1 ‘an¥ now 'Awaji mno
Shichiro Toshikane and must avenge the death
of my lord and follow the way of the samurai."

haru jiu
Shichiro suddenly takes the sword beside him,
draws it from its sheath, and stabs himself

iro

from his left to the right of his stomach.
Jjiharu

His wife is surprised and cries out loudly.

‘ iro kotoba
Takekuni steps forward. "Shichiro, why did
sion et et e 'strike first?? “Fergive me. 1



kidnaper

have only one remaining care. No matter what,
Umewakamaru can never return.  Since
Matsuwakamaru maru was captured by the
tengu, | can't find him unless | transform
myself into a tengu. | take My intestines and
throw them into theisky, let my bridled spirit
held in check for eleven years enter into the
world of magic and jiu
change into a tengu. 1 will cross the mountain
u
ridges and go to remote mountains, deep
valleys and everywhere tengu live to seek out

haru

Matsuwakamaru and restore Yoshida's family."

iro u

"Takekuni! pull out my intestines and chops
iro kotoba

them into pieces. My wife, you are

not Awaji Shichiro's wife if you do not strike at
Sotd. the enemy of your husbasd's master;
remember my words. Do not cover the corpse
with earth or soil, but show this guilty person
who killed his master to the passersby and
cast the corpse out to shame. This is my

Jiharu
offering to Umewakamaru. Now watch,
Shichiro will become a tengu." He suddenly
chu

puts both hands into his opened belly, and

u
pulls out his vital organs and casts them

kohari

into the sky, and then throws his bright

u
red intestines into the air. Suddenly there is
raging fire. The tengu rises, making the fiery
mark of demons.  He fans the wind, a

64
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naosu
devil wind, and sand blown by the wind rises
sanju
strongly, making the tree tops ring and peal.
toru fushi
Into the clouds he fleetingly disappears (20).

The musical composition here is complex and sophisticated.
The audience is subtly led further and further into Sota's misery
capsed by his disappointment, regret and shame. These
complicated units create emotional intensity at the climax of a
tichtly-knit plot. The ji-fushi musical pattern in thesc ‘umits is
not as regular as in the early plays. This is demonstrated if we
examine the translation of the last two units of the third act of

the early play in Female Goblin with a Baby:

J
The resolute Nakakuni also bursts out crying
suete
and laments in despair.' He sighs sorrowfully and is
fushi Ji

deeply grieved. . Mother sobs and says, "One's
lineage will always show itself. He truly was
Manju's son...(21).

With longer units and fewer scene changes, we find fewer shifts
of the music patterns. As we can see in the third act of Sumida
River, the sad music starts at the beginning and finally ends with
Sota's tragedy. However, we do not see such consistency in the

third act of Female Goblin with a Baby.
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Female Goblin with a Baby, along with other early plays,
focuses on performance and on giving chanters ample chances to
show off their skills. These features are reflected on the stage by
the array of characters' actions and by the frequent changes of
BEene. Primaty wunits in the early plays edach tend to have
different characters and distinet actions. . The munits. seem . to be
relatively self-contained. = For example different characters in
Female Goblin with a Baby appear in each of the following units:
Lo 2 e T e e a0 L] T 18, 200 240 28 it 3, 4, aawd 5 aee
descriptions of  the different . lanterns from  thice aspecis.
Although Kojiju is the only character in units 14 to 19, her actions
are considerably different in each. upit:  preparing the sword
(unit 14); asking Kanjamaru to pray (unit 15); becoming resolute
(amit  16); hesitating to kill her oply son (unit 17} calling
Nakakuni for help (unit 18); and finally slaying Kanjamaru (unit
19). . We hear little of the inner conflict of  the character, .only ‘a@

narrative of the actions.

The later work Twins at Sumida River is constructed very
differently. In this play, one third of the anits im Act 3 aie
complicated, and cover more than half the length of the whole
act. Though the simple units mainly narrate action, such as when
Takekuni and Hanjo flee from the court and are separated in the
storm (units 8 and 9), and the introduction of Sota's story (units
10 and L1}, these umits comnstitute less than half of the act. The
nse “ofihel dialepuec "notation, koftoba, 1s inercased after the
conclusive fushi and the light cadence notation, suete. It is used
I mone mhaits than in the earlier plays, rendering the primary

unit more complicated and the dramatic plot more detailed.
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Characters speak their thoughts and feelings in greater detail and
intensity. . There are 25 units in the third act of Female Goblin
with a Baby but only 20 in Twins at Sumida River. we are taken

much further into the hearts and minds of the main characters.

Most late plays follow this trend of having less units and
mere korobu (speech). Table 3.2, shows 'how" the' form " of "the
climactic third act changed over Chikamatsu's career to

incorporate this change.

Table 3.2. The changes in the numbers of units and kotoba

in the third acts

play No. of unit No. of kotoba

Early works
Kagekiyo Victorious I 1
Emperor Yomei and the Mirror

for Craftsmen 23 27
Female Goblin with a Baby 25 2

Later works

The Battles of Coxinga 28 34
The Heike and the Island of Woman 21 7l
Twins at Sumida River 20 39
The Battle at the Island in Shinshu River 16 59

Tethered Steed and the Eight Provinces
of Kanto 19 74
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A significanth reduction’ of simple wunits, an increase of
complicated units, and more use of kotoba notation signal the
genetal trend Tin the later plays. The ratioo of the number of
kotoba notations to the number of units in the early works such
as in Kagekiyo Victorious is almost one to one, while in the later
works it rises by average of nearly 3:1. The chanters responded
cleverly: to . Chikamdtsu's move toward more depiction of the
thoughts and feelings of characters by incfeasing the number of
complicated units. The kotoba notation with its realistic function,
was introduced to enliven the soul of the inanimate puppet. In
these ways the performers adapted the musical units to express

more subtly the complexity of these late plays.
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CHAPTER FOUR

THE PORTRAYAL OF CHARACTER

Chatagetern, 18 .another ' important eclement, in . tragedy.
Creating the personalities of characters and portraying their
natures 1s always impc;rtant for dramatists, and Chikamatsu is no
exception. Along with a change in dramatic structure in the late
plays, the depiction of character also became more sophisticated.
In Naniwa miyage (Souvenir of Naniwa, 1738), Chikamatsu 1is
quoted as pointing out that since Joruri must compete with the
Kabuki theatre of live actors, a Joruri playwright must give his
puppets rich feeling in order to grip the attention of the audience
(1). Chikamatsu also’ discussed the arl’ of effective portrayal of
character through the creation of suitable language for the
different characters and the third-person narration. This dual

emphasis is distinctly mirrored in his later plays.

In Chikamatsu's five-act history plays, it was after The
Battles of Coxinga (1715) that he started to create vivid and more
fully drawn characters. He also began to develop characters over
several acts. For instance, in The Battles of Coxinga, Watonai is
depicted in Act 2, Act 3 and Act 5 as a courageous, determined
and resourceful” gemeral; In Act 2 through ‘the tense encounter
with' the fierce tiger, Chikamatsu set off Watonai's brave

personality.



He stands perplexed when a gale all at
once arises, blowing fiercely enough to
scoop holes in the ground and curl back
the bamboo leaves. The bamboo stalks
broken by the wind are like swords, and
the scene horrifying beyond description.
Watonai is not in the least perturbed (2).

At last "half the geer's: fur has been pulled ont (3) .and
Watonai “"seizimpg the figer by the base of its tail,” flings *it
backward, farces it dewn...” (4). "In' Act 3, four lines showiig
Watonai's determination to restore the Ming Dynasty and his
ferceful character appear before the readers. When he sees  the
sign of the blood (in fact the powder) flowing in the river, he

knows that the General Kanki does not want to join him, so:

His feet rush forward furiously up the
rapids of the river. When he reaches the
moat .at his .destination, ‘he: leaps across,
climbs the inner wall, tramples down
wattled fences and lattice railings, and
finally arrives at the spring within the
garden of the women's apartments of
Kanki's castle (5).

His commands to his soldiers in the final act show him as a

resourceful leader.

We still do not know whether my father
is dead or alive. We must be extremely
carefull« o Thiere ¢ ate . twelve ‘major gates
and thirty-six smaller ones around the
walls of Nanking, and if we leave even
ene wmeuarded’ the enemy 'is Sure to
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escape through it. Keep a sharp lookout
en all sides  then let's attack (6).

diliis: Jeind ® of sextended portrayal. is rare in Chikamatsu's
early history plays. Both the main characters, Prince Hanahito
and Yorimitsu (Raiko), in the early plays Emperor Yomei and the
Mirror for Craftsmen and the Female Goblin with a Baby
respectively, are clear examples. The 1mage of the leading
character Kagekiyo in Kagekiyo Victorious 1is described
throughout -the  five ‘acts, and 18 indeed rather fully .draown
However, we only witness his action as a samurai with strong will
to revenge, not his inner thoughts on revenge nor his agony when
he s defcated and’ surrenders..  Therefore, in the depiction of /a
samurai's character, this play can still not be compared with the

later plays.

There are also a few examples in earlier works of detailed
descriptions of subordinate characters and other figures in the
central tragedy scene, such as Watonai's mother in Coxinga. An
analysis comparing .self-sacrificing  (particalary fcmale}
characters in the tragedy scene and highly-ranked historical
figures in plays from the two periods shows the innosations

Chikamatsu brought to Joruri.

Chikamatsu created a wide range of female characters and
they increasingly came to fill prominent roles in his late works.
While it is not possible to analyse all the female characters
individually, a corhparison of similar characters from the two

petiodsean’ piovide ‘some insights into the development of
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Chikamatsu's treatment of character. Forl -example, there are
similarities between Muneoka's mother in Emperor Yomei and
the Mirror for Craftsmen (1705) and the mother of Kansuke in
The Budlile ‘ar the lsland in Shinshu River (1721). . These tweo
samural mothers ate in the same situation: = both are widows,
both live together with their samurai sons, and both in the end
sacrifice ‘themselves for their '@sons. However. there are
significant differences in their dispositions and their features. In
the.earlier play, to 'delineate the mother's inner weorld . of
maternal love, Chikamatsu laid particular emphasis on describing
the actions of the mother handling the conflict between her son
and daughter. The ‘mother earmestly desires that her sen,
Muoneaka, work in. the service of Prince Yamahiko and® be
promoted. She does her best to give Muneoka confidence, and
she finally ‘sacrifices herself without hesitation 1n order to
reconcile the conflicts between her son and her daughter and the
daughter's lover, Moroiwa. Although this image of the mother as
a good and honest woman is clearly outlined, it is still limited in
its presentation. Moreover, as the mother first appears only in
the second part of Act 2 when her son returned home with Prince
Yamahiko's order from Echigo province, the development of her

character is confined to only a few pages.

In contrast, Chikamatsu provided a wider background, in
The Battle at the Island in Shinshui River, to reveal the nature of
a kind-hearted but strong-willed samurai mother.  Chikamatsu
created this figure .through three decisive heroic episodes. In
both the scene of her battle of wits with Shingen and that of her

decision to send her son to serve Shingen in Act 2, this samurai
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mother i1s shown to be a clever, knowledgeable woman with both
pride and determination. Indeed Hara Gord, a guard of Shingen,

initially thought that

She is only a poor ronin (3% A ) and
an old woman, knows nothing of the
world. If Kansuke is her son, |
sdppase® he' 15" not"“imuch “'of * a
samurai(7).

Whoever, he was given a big surprise later by her profound
military knowledge and had to admit "She is indeed a strong-

minded old lady"(8).

In the scenes when she is brought to the castle of Terutora
(Kenshin) who is Shingen's rival, until she is dispatched to her
son-in-law's house in the first half of Act 3, her loyalty to the
master of her son becomes increasingly 1mportant. Facing
Kenshin, she insists on the contract that she made for her son,
without any fear from his threats nor without being susceptible
to his lure even though he is the master of her son-in-law. These
scenes reveal a staunch and indomitable character and present a
moral ideal of the samurai class in conflict with a mother's

private feelings for her son and daughter.

From the point when Kansuke is tricked to enter Kenshin's
castle till the dramatic climax of Act 3 when the mother throws
herself onto the swords which her daughter and daughter-in-law
were fighting with, another aspect of this heroic women's strong

character emerges. Besides her duty in the relationship between



mastensands servant, she is, after all, an elderly woman and- a
mother who cherishes her son and daughter. When she realizes
that her son has been deceived on her account, she decides that it
would ‘bevbetter for her to kill herself in front of General Kenshin.
In this way, she can win the General's sympathy for her son;
otherwise Kansuke would surely be killed if he makes Kenshin
angry by disobeying his order. Moreover in this way she would
not bring more trouble to her daughter's family who now serve
Kenshin. Her self-sacrificing action reveéls ay sneble: mature:
Althengh: this i sequence’ of events covers: only three 'scenes ‘ol ithe
story, a fully-drawn complex image of the mother has been
gsenerated: :ishe «is‘suchia resolute heroineyand: yetiishe has:ia
mother's warmth and simple truthfulness. Her character creates
a deep impression. In comparison, the character of Muneoka's
mother is less effective than that of Kansuke's mother and part of
the ¢ «directivenese ' ol iethe « Hlater + portrayal Snderives #2 fvom
Chikamatsu’s -motre deliberate ‘development of i the amether's

character' over more than one ‘act.

Fhere* are of Ceurse isome impressive: depictions  of
characteisitcven in: the early. plays: Hor: example;: the judge
Nakakuni and his wife's sacrifice of their only son, Kanjamaru, to
save General Yorimitsu who temporarily falls into disfavour in
Female Goblin with a Baby, Moroiwa, Prince Hanahito's former
samurai, forces his lover to kill her brother Muneoka to save his
master Hanahito in Emperor Yomei and the Mirror for Craftsmen.
Froin® thiesc * characters one  may ‘obtain ‘a hint ‘of a deeper
personality. However in the former play, Nakakuni, his wife and

their only ‘son, Kanjamaru, appear only in Act 3 and do not
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fodppeaci betore or ‘dfter that |tpagic * séene.’ "Later, the loyal
samural appears only in Act 2. The emphasis in these plays is
ol ctiestheis (loyal behavieur' o their masters ‘sl “ithe

development of character is limited.

In ‘the later works such as Twins at Sumida River and
Tethered Steed .and the Eight Provinces of Kantd, in contrast,
Chikamatsu ‘gave ‘the' seclf-sacrificing hero’ more* chance to dct;
speak and appear on stage. Theréfore, these plays contain more
subtle descriptions of this kind of samurai such as Sota and Mida.
In these works Chikamatsu portrayed major characters in more
important = situations through which their thoughts and feelings
gradually emerge. ' Here the character's aetions ‘are shownimione
broadly: the appearance of the samurai is not limited only to Act
S =ef* the ftrapedy scenes ‘or to'a single role. ~ We catl “see in the
following analysis that the development of the characters such as
Sata in Sumida River and Mida in Tethered Steed goes well

beyond their roles as substitutes for their masters.

In Twins: ‘at ‘Sumida River, the 'audicnece 1s given an
introduction to Sota, Yoshida's former samurai (also called Awaji-
mo-Shichire) 1a Act’ 1. and Act 2, through 'a reference to. his
squandering of ten thousand ryo (a measure of gold in the Edo
period) from his master. In Act 3, Chikamatsu carefully arranges
a dramatic coincidence: Sota has earned, by hook or by crook, a
sum of money over ten years' business just equivalent to his debt
to his master, and then he has an unexpected reversal of fortunes
with' the Sasitchild te be sold. There is a lively description of

Sota’s actions. This seemingly evil child-stealer Sota "sheds tears
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without any movement” (9) when he recognizes the boy he killed
as his young master, and realizes all of his dreams from the past
eleven years have suddenly vanished. After stabbing himself,

through his force of will:

He puts both hands into the wound at

a breath, and pulls out his vital

organs, casts them into the sky, and

then throws his bright red intestines

into air (10).
He "does this to becomie a tengu demon in order to restore thie
Yoshida fortunes. The tragic effect is achieved both by a third-
person narration of the action, showing Sota's crisis, and through
Sota's own words which reveal his inner feelings. For example,

before his suicide the narrator uses the following words to show

Sota's crisis:

He stands up, goes to the back room,
pulls up the tatami mat at full steam,
and tretches his hand under the
bamboo blind and takes out the packs
which contain 50 ryo, 30 ryo and 100
ryo of money. ... suddenly he sets the
money in front of them (11).

Both words and action depict his crisis. He realizes that he was
neither the loyal nor the filial servant, and that the money he
saved in the eleven years is no longer useful. The narrator
continues with the following words discussed previously for their

musical impact, which reveal Sota's disappointment:
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He kicks over the pile of money, scatters
flie’ coins 1  mess, abruptly throws
Btmscl " ow the" fleor ‘and “starts T o
ey (52 )

Sota's own words reveal his innermost thoughts and feelings as
he relates how he diligently earned the money over the past
decade 'hopine to repay . his master, and serve . him again.
However, his means were cruel and in the end that brings him to
his crisis. The words and expressions which explain his feelings
cover  nearly four pages.in the Japanese  transcription (13) and
not ‘enly touch his wife and Takekunni's  heart .but also - is
calculated to move audiences to tecars. It is such an effective
tteatment .of  chardeter that cven after Sota kills himself and
becomes a supernatural demon, the impression, of realism

remains; his agony is so great that his spirit must live on.

Sota's death changed the dramatic mood of the play from
tragic to auspicious. The 'demon' Sota finds out and brings back
the other twin, the young master Matsuwakamaru, to his mother
Hanjo in Act 4, and sends them to their home in Kita-Shirakawa
by his supernatual magic power. In the last act he punishes Daijo
and restores the Yoshida family. Chikamatsu developed this
portrait of a loyal samurai through a series of stories over several

acts instead of having the characters appear in one scene only.

Tethered Steed and the Eight Provinces of Kanto (1724),
Chikamatsu's last play, provides another example of Chikamatsu's
dramatic skills. Here the samurai Mida appears in the first two

acts in order to foreshadow the later development of the plot.
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INIiad appedisy tn ‘the: important scene of electing ! the heir of
ewniisn o (Raik6)ys family din the 'first-aet; :On accoumt of his
being caught dallying with the maid Kocho, he considers suicide to save
his reputation. Yorimitsu's youngest brother, Yorihira, stops the
event becoming public and so saves Mida's life. Mida is deeply
gratefnl and immediately determines "to ‘give his life in battle
against the (enemy) Taira clan” (14). . So, in the second act, when
Yoriliifa s ferced to surrender to the enemy and is captured by
his bro'ther Yorinobu, Mida risks being accused of colluding with
the enemy and begs for Yorihira's life, so that Yorihira is allowed
to stay in his home temporarily. Finally, in Act 3, Mida commits
suicide in place of his master, Yorihira, who refused to admit his
fault. The plot develops around the conflict arising from
Yorimitsu's order to his younger brother to admit his guilt and
Yorihira's stubborn refusal. At the climax of the conflict, Mida
kills himself and begs his master to join his own family again and
fight the enemy together with his brothers.  Through Mida's
sacrifice, Yorimitsu and his brother were united together, and

finally they defeat the Taira clan.

Chikamatsu painted a full picture of Mida both as an
individual and as a brave samurai. Furthermore the audience is
clear about the motivation behind his action of self-sacrifice. A
distinct portrait is created of a samurai who 1is indiscreet in his
personal life but who redeems himself at the critical moment in
order to save his master's life. Thus, through the four actions in
ghicecsactsi@hilcamatsn. deseribed: and  developed  Mida's
personality: by Mida being almost exposed and disgraced for his

shamieful " behavior in the first act  (15); requesting Yorimitsu
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boldiysievallow thim "to' hide the culprit, Yorihira, at the risk of
Polies suspocted ! asi teolluding - with ' the enemy. im act 2 (16}
inquiring about the judgment for Yorihira around the streets and
alleys, showing his deep concern for Yorihira's life in Act 3 (17);
until Mida's dying advice in a final long speech in Act 3 (18). The
character 'is 'delineated both through the ' expression  of ' inmer

emotions and through external actions.

I ‘these’ ‘two stories ‘Chikamatsa cheose to expose the
internal emotions of characters to display their dispositions.
When tragedies befell Sota or Mida in the third act, they are well
known to the audience, which is decidedly different from the
case in the Nakakuni family of Emperor Yomei and the Mirror for
Crajtsmen .’ Thete ‘15 no need to ‘introduce’ Seta: or- Mida "in "the
third act, as they have appeared on the stage in earlier acts or at
least their names have been mentioned. Since Sota is known in
the first act to have cheated his lord Yoshida out of an enormous
amount of money (19), the author could therefore concentrate on
expressing Sota's personality as a samurai. The other tragic
character, Mida, is shown to have a samurai's resolute loyalty to
his master, but the audience is also made privy to his foolishness
as. we 'sec bl drunk in Aet 1. The dramatic cffect 15 more
powerfully portrayed when the characters gradually reveal their
feelings and choose their actions. Such a technique seems more
sophisticated tham a simple narration of the character's
movements and then of having the character appear for only one

occasion to figure at the climax of the tragic scene.
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Fimally, «the  overall ‘descriptions of the aristocratic. historical
figures are consistently more detailed in the later plays. Although
Prince Hanahito in the Emperor Yomei appears in all five acts and
Yanimitsh in : theFemale Goblin in four: actsy: they are. 'public!
figures and ‘not the focus of the tragic sceme. Theimage of 'the
two most powerful characters, the resourceful General Shingen
and ‘the ‘brave' General Kenshin,»dn The Battle at: the Island’in
Skinshu River,-in contrast,: are described inv great detdil  for | the
andicmee’s vbenefitl: For' example; Shingenmitells: his rservant “to
invite an army adviser is just like to beg the grace of god, do not
beirmde*(20); cwhen' the cold s weather makes Shingen's lip  frost
bitten, he says to his servant "if you feel warm when you bury
your feet under the snow, that means this year will be a bumper
harvest, »do: not yvou:feel warm?" (21). It shows: us the resourceful
Shingen is very patient in gaining Kanki's loyalty. On the other

hand, Kenshin clearly knows that

From  ancient times, people respected the
wise military counsellors as if their own
parents. I take an oath, if Kansuke would
serve me, no matter how rudely he treats
me, 1 will exercise patience(22).

However, while Kansuke's mother kicks over the table and
scafters the. sround with food, the iritable Kenshin flares up,
"holds the sword that is almost a metre long, ready to cut off the
head of the old lady with a wrinkly face"(23). We see a contrast

between the two generals.



Chikamatsu, also however, gave these two "public" figures
seme ~ common characteristics ~which . are developed over the
whole play. Both Shingen and Kenshin handle the arguments
among their soldiers in a tolerant manner and appear as a friend
toiitheinsaldierss an the first'vact. 'The' brave  Kenshin . wags/iithen
defeated in- the ‘first fight and also: failed to win over the arnyy
adviser, Kansuke, but he still sends Shingen a cart of salt when
Shingen is trapped, unlike the evil Yoshikiyo who cut off supplies.
Kenshin then in the third act encourages Shingen to maintain his
army to fight again. Emon, Kenshin's daughter, sees Shingen
beside the river and intercedes for Katsuyori, Shingen's son. In
the fourth act, Shingen forgives Emon, to repay the kindness of
her father. Chikamatsu also describes the resourcefulness and
benevolence of these two generals separately in the incidents of
wooing Kansuke to their side. One wins the adviser by three
times' visiting Kansuke's mother high in the mountains covered
in ice and snow. His hard journey and his sincerity move the old
mother, .and finally she agrees to send her son to him.  The other
general, in contrast, although determined to restrain his passion
to ask the old mother to send her son to him, finally loses his
temper at her insulting action of kicking over the food he serves.
These two portraits of the generals, with their different natures,
are also presented in great detail through the different manners
they treat Kansuke, the army adviser. Thus the theme of The
Bartle ‘ag the 'island “in Shinshw. : River which is <about the
relationship between these two generals is understood well by
the audience. By comparison, the historical figures in earlier

plays are almost never more than stereotypes.
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Mindmaoteo ne Yeorilura, one of the main g¢haracters in
@icihered Steed and'the Eight Provinces of Kanto, is similarly a
fully-drawn high-level figure. Chikamatsu gave considerable
space’ w0\ 'deseribe’ his loyalty * toward his ' lover and his
stubbornness toward his brothers. Being secretly in love with his
elder brother's fiance, Eika, Yorihira smoothed the matters over
for* Nida™ 1 “they election 'of 'the family heir. " Then, to 'save Eika's
life, ‘he goes ‘over to the enemy when they elope, and explains to
his® ‘wet ‘nurse “that he'is mnot ‘going te admit hisi 'guilt™ to s
brothers. Finally, being aroused by Mida's sacrifice, he returns to
his brother's side. Both the description of his actions and his
specchies’ oceur over severdal “scencs o that''a senior samurai’s

character is described both from within and without.

The difference can be observed by the comparison of the
tliree " pairs “of characters” 1n 'plays of the twio periods = “Firsthy
Chikamatsu's female characters created in early plays, such as
Muneoka's mother, Niko, in Emperor Yomei and the Mirror for
Craftsmen, are limited as they appear on the stage only once and
for the purpose of substitution. However, Kansuke's mother in
The Battle at the Island in Shinshu River on the other:hand,
comes to the stage twice where we are shown the two aspects of
her personality: fortitude and maternal instinct.  Secondly, the
tragic characters in early plays are only introduced in the same
act as the tragedy, such as the Nakakuni couple and their son
Kanjamaru in Female Goblin with a Baby, and Niko in the
Empetior . Xomel. | Sota and Mida in the later plays, Twins at

Sumida River and the Tethered Steed and the Eight Provinces of
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Kanto, are different, as they are portrayed both as individuals

and as "samurai" over at least two acts.

Finally, 'we seec the same pattern for aristocratic historical
figures. For example, both Prince Hanahito (Emperor Yomei and
the mirror for Craftsmen) and Yorimitsu's (Female Goblin with a
Baby) appearence only introduce the new story to the audience.
We are given no hint from the plays of what they are like as
individuals. On the conirary, the wise General Shingen and brave
General Kenshin in The Battle at the Island in Shinshu River, are
given lively depictions especially in the scene in which they
invite the army. adviser,, Kansuke to: join them. Yorihira in the
Tethered Steed is the same; his stubborn character -- from the
time of his going over to the enemy to finally coming back to the
brothers -- is vividly revealed. In studying Chikamatsu's later
plays, we can see that his treatment of characters became more
detailed and . effective. Chikamatsu seems to have put into
practice his theory that Joruri playwrights must compose words
changed with feeling to allow the chanters to bring the puppets
to life. Déspite his sixty years of age, Chikamatsu still managed
to continue to develop more effective ways to depict character
and thereby produced some of his greatest works after the age of
sixty-five and his genius was most fully displayed in the

brilliance of his writing.
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CHAPTER FIVE

CONCLUSION

Chikamatsu's long career as a playwright shows his
peusistent; rdevelopment iof: the . art .of - Joruri < drama. Fhis
development his zelated s to.; they influence . of . the i perfonmers;
especially in mid-career -- Takemoto Gidayu, the Kabuki actor
Sakata «Tojiise, the Jeoruri iroupe ‘manager Takeda  Izumeand

finally Takemoto Masatayi. Mori Shu notes that

After Chikamatsu served a court noble
as a servant, he then. was variously
connected with Kaganojo, Gidayu, and
Kabuki, until he was finally employed in
the. Takemoto . Theatre (1).

This thesis has analysed Chikamatsu's history plays written
for the Takemoto Theatre and argued that from The Battles of
Coxinga onward Chikamatsu's plays show an ever-deepening
exploration of the relationship between performance and
dramatic plot. This process can be traced in the development of
the dramatic structure, the overall integration of the traditional
musical® structure, and the development of characters over
several acts, particularly in The Battles of Coxinga, Twins at
Sumida River, The Battle at the Island in Shinshi River, and
Tethered Steed and The Eight Provinces of Kanto. Though these

plays. arc " still 'quite different from the ideal of a tightly-knit
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western dramd they' are “not' the same as ' Chikamatsu's early
plays which paid relatively more attention to individual scenes as
influenced by the No plays, rather than to integration of fthe

scenes into one long tale.

Chikamatsu wrote most of his plays for Gidayu starting with
Kagekiyo Victorious written in 1685, until Gidayu's death in
1714. During this period he spent ten years (1695-1705) writing
Kabuki and then wrote exclusively for Gidayu until that chanter's
death. His early plays show clearly that Chikamatsu followed
Gidayu's theory of Joruri. The interpolation of comic interludes
between acts broke the flow of the narrative and separated the
different moods in each act. A large full-day performance was
rieh”'in' 'changes ‘of musical ‘patterns” and  in ‘the ‘diversity "ol
incidents in the plot. For example, in Emperor Yomei and the
Mirror for Craftsmen, it is easy to recognize the range of musical
styles described by Gidayu in his treatise: the love music in the
story of Hanahito who was staying with his lover while they meet
persecution; the shura music in the story about the family of the
samurai Muneoka; the tragedy or pathos music in the sad story of
Muneoka's mother in Act 2 and Moroiwa's wife in Act 3; the
travel song in the story of Sanro, who was in fact Prince Hanahito,
and his fiance Tamayo and, finally, the concluding auspicious

music when Hanahito was promoted to become Emperor.

However, the main character, Hanahito who appears
throughout the whole play has only a few songs and speeches. It
is therefore not easy to identify his personality and the audience

would®nott find interest in the overall “plot.  Nevertheless, the
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audience is attracted by the various music patterns, the carefully

chosen phrases, and the chanting styles of each scene.

In the early plays we rarely find a complex portrayal of the
nature: ‘ol vithe s chiaractens acrossatlie - five acts, ‘eveniamongtithc
characters who faced tragedy in Act 3 and who had the strongest
appeal to the audience. Such characters appeared on stage only
when they were needed as a sacrifice to lead the play to a tragic
climax. Muneoka's mother, in the Emperor Yomei, and Kanjamaru,
in Female Goblin with a Baby, are two good examples of main

characters who appear only in one act.

In ‘contrast, in -his: 'later works Chikamatsu seemed to' have
consciously tried to focus more on integrating the dramatic plot
into the traditional performance form, making a tight connection
between each act and thereby imbuing the plays with a more
coherent dramatic flavour. The tragedy of the death of Watonai's
mother and his sister Kinshojo in the third act of The Battles of
Coxinga, fer example, is d direct consequence "of events in the
second act in which Watonai came to China with his parents,
looking for assistance to drive the aggressor Tartar people out of
China proper and restore the great Ming Dynasty. This tragedy
affects both Kinshojo's husband who did not mean to be a partner

of Watonai but joins him later and, finally, the course of history.

This consistency of plot becomes common in the later plays,
as in The Battle at the Island in Shinshii River, where the main
plot that threads through the whole play is the relationship

between the two generals, Shingen and Kenshin. At the end of
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the first act, their intimate relationship is disrupted by Yoshikiyo,
the rival in love of Shingen's son Katsuyori. Then their conflict
grows sharply, along with their fighting, in the following two acts
amid ‘after the viragedy socents din the secondyhalt ot Acts 35 1648
resolved finally in the last two acts. By this stage in his cateer
Chikamatsu had firmly located the climax of the whole play in
the:third  act & ande it s dndduss later . plays: that swealse, find <a

colierent plot helding the  entire play together.

To complement Chikamatsu's new control of the dramatic
structure,. the chanters cadapted; ‘the musical sfructure #o ;Surl the
plot and heighten the dramatic effect. These changes were made
mainly at.the leveliveof the scenes.and the'igniis primary musie
unit, but the distinctive atmosphere in each act still followed
exactly Gidayu's music theory and the jo ha kyu music formula.
The climax consistently occurred in the third act and, in terms of

the music pattern, on the second ha.

The changes' in the lengthened scenes; marked iby isanju
notation, and the longer primary music units, marked mainly by
ji-fushi music notation in the later plays, supported the more
detailed  'dramatic  plot.. « For« example, ‘ the  17¢h./and the =18th
primary music units in Act 3 of the Twins at Sumida River (2),
witiche areicomplieated = units covering seven : pagecs, allow
sufficient space to describe the complex feelings of Sota. Kotoba
(speech) notations are used frequently here to express Sota's
regrets and his painful emotions directly when he acts contrary
to his own wishes. A large number of kotoba notations follow the

cadence of fushi and light cadence, suete, and these make the
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primary music unit longer and more complicated. These kotoba
Lotationst sdraw autdithe Gmtensity ‘of  the “expression: 'of “the
characters' feeling and the irregular musical unit give a complex
and ' rich wariety to eachiyscene.’ ! The increased. speech: notations,
as Yokoyama Tadashi pointed out, suggest that Joruri is moving
in the direction of realistic dialogue plays (3). In Chikamatsu's
later plays, ! we: isee’ the: chantersiuse 'music. 45 a' supplemeiit 4@

enhance the effect of the dramatic plot.

Chikamatsu himself said that the intention behind his plays
was to focus attention on the actions on the stage and to give rich
feelings: to (the! puppets: (4). Mori Shu infers that this was
Chikamatsu's :theory ‘in his ' later years from - a Tepertcd
conversation between Chikamatsu and his friend Hozumi Ikan
whenvthe latter came to ©Osaka around: FF1G (5). Chikamatsu
certainly did use more space to develop his characters in his later
plays, and this was probably based on the development of this
theory. The most distinguishing features of the works in
Chikamatsu's later period are his ability to display the rich
feelings “of  the characters and ‘to ‘portray their ‘natures. * These
qualities are especially evident in the description of those who
are sacrificed as substitutes (migawari) and although they are not
the main aristocratic characters, they play important roles in the
conflicts andi"development: of the drama: He: deliberately
intmoducced Vand deseribed” these characters: through several acts,
so that they became familiar to the audience, preparing them for
the impact ‘of the tragic scene. Some of the best examples of this
technique are Kansuke's old mother who sacrifices herself for her

son in The Battle at the Island in Shinshii River; Sota, the former
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protector of Yoshida's family, who became a tengu in Twins at
Sumida River; and Mida, the guard of Yorimitsu (Raiko)'s family
in Tethered Steed and the Eight Provinces of Kanto. Chikamatsu
provides a broad and deep portrait of these characters over at

least emne ontwaacts: before  they take centre stdge.

Adlof he changes, 'whether -in musical style or. imgihe
depiction of characters, seem to reflect Chikamatsu's developing
conception of a tightly-knit plot. His late playé show a
consistency in the coherence between the second, third and the
fifth acts: the third act of a tragedy always happens on the basis
of the events in the second act, and subsequently influences the
conclusion of the fifth act. Although he still remained faithful to
Gidayu's ordering of the musical moods for each act, Chikamatsu
developed a sense of continuity in the dramatic action which
provided links between the acts and contributed to the unity and

dramatic climax of plays as a whole.

The evolution of Chikamatsu's style, first of all, must not be
separated from his cooperation with the performers Gidayu,
Tojuro, Takeda Izumo, and Masatayu from whom he obtained
rich insights into both Joruri and Kabuki. He wrote plays to suit
the particular creative skills of each chanter and actor, and from
these ‘he pradually developed his own  distinctive style. . He
absorbed the element of realistic writing from Kabuki in order to
create the tightly-knit sewamono plays and then later applied
this approach to the structures of jidaimono plays. Secondly,
after the death of Gidayu, he was able, within the conventions of

the theatre, to give full play to his own ideas, especially it seems



under the stimulation of the producer Takeda Izumo and to serve
the needs of a new generation of performers. He himself became
the senior member of the troupe and, as Masatayu, the young
heir to Gidayu, had a much less powerful voice than Gidayu, and
was Hstilli oo dnexpetienced | to: smestore ' the “Theatre's fortunes,
Chikamatsu was called upon to produce new plays to attract
dudicmeesion byl theiry Snaewative . plets and  complex
characterizations. In this situation Chikamatsu wrote his Coxinga,
which became the classical model for later Joruri pl.aywrights. It
was this successful experience which gave him more confidence

to experiment further with Gidayu's theory of musical moods.

Chikamatsu gave his whole life to the creation of Joruri
drama and made a great contribution to the development of this
dramatic genre which had originated from biwa ballads and other
storytelling. He became one of the most important playwrights in
Japanese literary history. From the early Kagekiyo Victorious
and the Emperor Yomei through to The Battles of Coxinga and the
Tethered Steed, his works demonstrate his continuous attempts
to innovate and make his works more effective. His maturity as
a ‘playwright is reflected 'in:his practical  attitude; to his . aré
"Joruri must compete with the Kabuki theatre of live actors, so a
Joruri playwright must, through lively language, give his puppets
rich feelings in order to grip the attention of the audience"(6).
Chilscamatsu's  genius enabled  him ‘to._ achieve ‘'this aim by

reshaping the dramatic and musical form of traditional Joruri

plays.
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APPENDIX *

MAJOR MUSICAL NOTATION

Musical Cadence

Sanju 1) cadence indicates setti-ng change.
2) used at the climax of battle scenes.
Okuri cadence indicates exit or entrance of a
characterand usually a change in the
atmosphere on the stage.
Fushi 1) cadence which signals transition or end
of primary unit.

2) style of singing of the fushigoto (song)
sections of the play, such as
michiyuki.

Sucte musical pattern that expresses an intense
emotion, usually sadness. It is a
light cadence and often marks a

division within a primary unit.

* This glossary was originally presented in Gerstle C. Andrew, Circles of

Fantasy: Convention in the plays of Chikamatsu, Harvard University
Press, Cambridge and London, 1986, p. 217-218.



i

Ji 1o

Iro

Kotoba

Haru fushi

Noru

g

Delivery Styles

sung with samisen accompaniment (if follows
sanji, okuri, or fushi, then it begins a
new primary unit).

sung, but less melodious than ji; begins new
primary unit if it follows cadence.

1) transition between chanting styles.

2) delivery stylt;, between ji iro and kotoba.

speech. No melody or musical accompaniment.

style used in songs (fushigoto). Often begins
fushigoto units

singing style in which voice rides lively rhythm

of samisen.
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