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This thesis explores the world of Chishingura. It is a story based on the actual vendetta
referred to as “the Akd incident” which occurred on December 14" of 1702. The forty-seven Ak
ronin (masterless samurai) avenged their lord’s death on Kira Yoshinaka, a high-ranking official
of the Tokugawa bakufu. They were the former vassals of Asano Naganori, daimyé (feudal lord)
of the Akd han (domain), who was forced to commit seppuku (suicide by disembowelment) as a
punishment for attacking Kira in Edo Castle on March 14" of 1701. The Asano vassals became
ronin. They believed that this affair was a kenka (fight), but Kira was declared innocent.
Infuriated by the unfair bakufu judgement, the Ako ronin led by Oishi Kuranosuke, karo (chief
retainer) of the Ako han, successfully carried out the vendetta. A month and a half later, all the
vendetta league members were sentenced to seppuku. This incident had a strong impact on the
people in the peaceful Genroku era and it has since been taken up in various forms of
entertainment and art. Among them, a kabuki and joruri play (Japanese traditional puppet play)
Kanadehon Chishingura has maintained an unsurpassed status since its first performance in 1748.
After Kanadehon, the term Chiishingura has become the title of almost all the Akg-mono (works
with the theme of the Ako incident). However, this play mainly depicts the fate of fictional
characters outside the vendetta league. The first purpose of this thesis is to investigate the reasons
for the long-lasting popularity of Kanadehon as the most representative Chiishingura story, in
spite of the clear absence of historical facts. As the second purpose, this thesis will examine the
recent polarization trend in Chashingura productions. Until a few decades ago, the
straightforward vendetta stories with Oishi the hero versus Kira the villain boasted overwhelming
popularity. While the popularity of these “orthodox” stories is rapidly diminishing, Chiishingura
stories with diverse perspectives, such as those featuring defectors, have been steadily increasing
in the modern age. Performances of Chiishingura parodies written by Tsuruya Nanboku 1V in the
early 1800s are also increasing both in traditional and contemporary plays. After having
investigated this polarization trend and ascertained its reasons, | will try to forecast the future of

Chiishingura.
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Chapter 1: Introduction

Until a couple of decades ago, almost all Japanese knew the story of Chashingura.
This story has been taken up in numerous forms of entertainment and art.* Theatrical
performances range from traditional kabuki and bunraku? to modern avant-garde or
underground plays, as well as one opera, one ballet and one Takarazuka musical
(Takarazuka Kagekidan is an all-women revue group which has theaters both in Tokyo
and in Osaka). The story has also been featured in films and TV programs including
dramas, documentaries, dialogue or discussion, quiz, variety shows, travel and even one
cooking show (Dec. 1975). Additionally, it has been represented in a variety of engei
(vaudeville-type traditional Japanese popular entertainment) such as kodan (oral story-
telling), rokyoku (story-telling accompanied by shamisen music), rakugo (comical story-
telling) and manzai (slapstick and wisecracks by a comedy duo). Some Chashingura
songs are found in enka (Japanese traditional popular music), as well. Printed works
including ukiyoe (Japanese woodblock prints) and various types of writings such as
jitsuroku (historical records), popular fictions, more serious novels and academic papers
have also addressed the story. This thesis will explore such a dazzling Chishingura world.

Foreigners will wonder, “What on earth is Chashingura?” Even in Japan, some
young people do not know Chashingura these days. It is a story based on an actual

incident. The following is a rough outline of the story referred to as “the Ako incident”:

! Data from comprehensive Chiishingura Vol.5 compiled by Akd Shi-Shi Hensanshitsu (Ak-Shi
City History Compilation Room).

% Traditional puppet play accompanied by gidayii chanting. This performance was originally called ningyé
Jjoruri; however, “bunraku” is usually used in modern days. In the Edo period, the term joruri seemed to be
more common. So, I’ll use the either term depending on the situation.
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On the fourteenth day of the twelfth month of 1702, the former vassals of the late

Asano Naganori, the lord of the Ako han (domain), avenged death of their lord on Kira
Yoshinaka,* a high-ranking official of the Tokugawa bakufu. One year and nine months
before that incident, on the fourteenth day of the third month of 1701, Asano was
sentenced to seppuku (ritual suicide by disesmbowelment) by the bakufu because he
attempted to kill Kira in Edo Castle during the welcoming ceremony for the imperial
envoys from Kyoto. His han was confiscated and his vassals became ronin (samurai
unemployed by the loss of their lord, for one reason or another). Meanwhile, there was no
punishment against Kira. The Ako ronin became infuriated by this fact, thinking that the
judgment of the bakufu was one-sided and blatantly unfair. They believed that Kira was
to blame for this scandalous affair because his outrageous taunting made Asano attack
him. So, they decided to seek justice for this unfair judgment by killing Kira with their
own hands. Eventually, the forty-seven Ako ronin led by Oishi Kranosuke, karé (chief
councilor of a domain) of the Ako han, successfully executed their lord’s vengeance on
Kira.

There had been no war for one hundred years since the establishment of the
Tokugawa bakufu in 1603. The peaceful society contributed to the remarkable

development of economy and culture which is especially referred to as genroku-bunka

3 Strictly speaking, the incident occurred at around four o’clock in the morning of the next day, but people
at that time thought it was still December 14™ because those vassals stayed awake from the previous day. In
the Edo period, the lunar calendar was used. By the solar calendar, it was January 30" of 1703 (Keene,
Chiishingura: Studies in Kabuki 5). Because of this discrepancy, academic papers usually describe the
dates as follows: on the fourteenth day of the twelfth month of 1702. | will adopt the same notation in my
thesis. Incidentally, the year 1702 was the fifteenth year of the Genroku era (1688-1704) of the Edo period
(1603-1868). During the Edo period, Japan was under the reign of the Tokugawa Shogunate (the
government of a shogun, a hereditary commander of the Japanese army). The Fifth Shogun Tsunayoshi
ruled the country in the Genroku era.

* Some people call him Yoshihisa.



(culture). While chanin® (townsmen) started to gain economic power, most samurai
(warriors) were reduced to mere salaried employees, rather than warriors, without any
opportunity to show their fighting skill and spirit (Kawahara 160-163). This incident
occurred in such a historical context. Both samurai and commoners were deeply
impressed by the determined action of the forty-seven vendetta league members. These
AKkG ronin became legendary heroes when the bakufu decided to sentence seppuku to all
of them® in spite of the strong popular support for them.

This incident was immediately adapted into a kabuki play entitled Akebono Soga
no Youchi, as kabuki was one of the most popular entertainments for commoners those
days (Matsushima 128-132). Although this play was banned after three days of
performances, many Ako-mono (works covering the Aké incident) continued to be staged
in kabuki and joruri theaters, specifically after death of Shogun Tsunayoshi in 1709.
There was no concept of copyright in those days, so, new productions used to borrow
important episodes and characters from the preceding plays. In this way, the Ako-mono
plays became gradually more sophisticated, and Kanadehon Chishingura was created in
1748.

This play was the culmination of the Ako-mono. It was first performed as joruri.
Because of its great success, this play was immediately adapted into kabuki. Since then, it
has been performed either in kabuki or joruri theaters almost every year, totalling 1,671

times (kabuki 1404; joruri 267) between 1748 and 2011 (See Table 1 in Appendix II)

® «“Chanin were generally merchants, though occasionally craftsmen and artisans were included in their
number” (Online Encyclopedia Britannia). They were different from commoners in general. Only the
townsmen who owned their houses were regarded as chonin.

® The number of the Akd ronin who committed seppuku was actually forty-six. Terasaka Kichiemon left the
league after the attack. Various speculation has been made about the reason. | will elaborate on this issue in
Chapter 2.
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(Ako Shi-Shi Hensanshitsu 10-790; Osaka Shochikuza Senden-bu Jan. 2010; Kokuritsu

Gekijo Data Base).” Kanadehon Chiishingura was so popular that the term Chiishingura
became the title of almost all the subsequent stories with the theme of the Ako incident
(Matsushima, 177; et al.). In actuality, though, Kanadehon does not depict the historical
events faithfully. It consists of eleven acts, and the protagonists change from act to act.
Most of them are fictional characters outside the vendetta league. All the same, this play
has remained the most influential Chizshingura story up to the present time. In some
cases, the world of Chiishingura means that of Kanadehon. Therefore, the first purpose of
this thesis is to scrutinize Kanadehon Chishingura and investigate the reasons for its
long-lasting popularity as the most representative Chishingura story, even though it
neglects the historical truth and focuses on the fictional characters who did not, or could
not, join the vendetta, rather than highlighting loyal league members who actually
became heroes in history.

As the second purpose, this thesis will explore the reasons for the recent
polarization trend in Chishingura productions. As mentioned above, Chiishingura has
been taken up by various forms of popular entertainment. Especially, many films (207)
and TV dramas (116) have been created with this theme (See Table 3 in Appendix II).
However, the number of new films drastically decreased in the 1970s after the spread of
television. The other traditional entertainment such as kadan and rokyoku had already
disappeared from the mainstream media by then with the maturing of post-war

generations who could choose from more diverse entertainment including Western films

" Until 1946, | referred to the data provided by Ako Shi-Shi Hensanshitsu (City History
Compilation Room). From 1947, I referred to programs of Shochiku affiliated theatres and
Kokuritsu Gekijo Data Base. However, the data of the latter two references cover the
performances only in major cities. Many Kanadehon have been staged in local cities in
addition to the performances included in Table 1.



and music. Then, the number of new TV dramas started to decrease in the 1990s. In the
2000s, only seven TV dramas with the theme of Chishingura were created. Furthermore,
five out of the seven dramas have turned out to be either meimeiden (each member’s
story) or gaiden (the story of the people outside the vendetta league) (Table 3).

In contrast, the number of performances of Kanadehon Chiishingura has not shown
any notable decrease until today (Table 1). Another interesting trend is that Chiishingura
performances by modern small theatrical groups started to increase in the 1990s. Some of
them were known as avant-garde or underground play groups. In the 2000s, their
performances outnumbered the orthodox Chishingura-mono usually staged in large
theaters. By “orthodox,” | mean the straightforward vendetta story with Oishi the hero
versus Kira the villain. If Chiishingura parodies written by Tsuruya Nanboku IV® are
added, almost one hundred (95 to be exact) plays have been performed in small to
medium theaters between 1990 and 2011 (See Table 2: Most of them are small theaters
with a capacity of less than five hundred, which are predominantly used by modern fringe
play groups). Nanboku’s plays started to attract the interest of underground play groups
as early as the 1960s. Since then, his popularity has continued to increase. In this way, the
polarization of Chishingura productions has been proceeding. After having investigated
this trend and ascertained its reasons, | will forecast the future of Chishingura including

Nanboku’s parodies.

The Composition of This Thesis

& Tsuruya Nanboku IV is a playwright who created many sarcastic but insightful plays in the Bunka and
Bunsei era (1804-1830). He became a popular writer at the age of 50, and remained to be active until he
died at the age of 75 in 1829 (Engeki-kar Jul. 2011). He wrote four Chiashingura parodies. Two of
them, 76kaido Yotsuya Kaidan and Kamikakete Sango Taisetsu, started to gain high
popularity after THE SECOND WORLD WAR.



This thesis consists of four chapters and conclusion. Chapter 1 is the Introduction.
In Chapter 2, I will examine the historical Ako incident. In order to explore the
Chishingura world, it is imperative to find out what actually happened. The first task is
to distinguish between the facts and the legends of the Ako incident. A considerable
amount of historical records were left about this incident; however, some of them are
based on rumors and speculation. Various legends also developed from unreliable records
and people’s expectation or imagination. It is crucially important to discern the facts
among those mixed-up records and stories.

Next, | will explore legal, moral and philosophical issues. No difficult legal issue
was involved in the sentence of seppuku to Asano Naganori because he violated the law
prohibiting the drawing of a sword inside Edo Castle. His conduct was a crime deserving
of death penalty. Shogun Tsunayoshi ordered Asano’s seppuku immediately after the
incident. Yet, a moral issue came up. The fact that Kira was declared innocent was the
cause for this vendetta incident. Kira did not attempt a counterattack against Asano. From
Tsunayoshi’s viewpoint, there was no reason to punish Kira. The subsequent grave
consequences must have been beyond Tsunayoshi’s imagination because he simply acted
in accordance with the bakufu law, even though his decision may have been too hasty. In
contrast, it took more than a month and a half before the bakufu finally delivered the
judgment of seppuku to the Ako ronin. | will investigate four different arguments by four
Confucian scholars to find out how the disposition of the Ako ronin was decided in the
course of this long debate.

A philosophical issue also needs investigation. Viewed from the outside, this

vendetta league appeared to be firmly united. In actuality, though, members had been



facing serious internal strife because of philosophical differences until the government
decided not to restore the Asano house. They were divided into two groups: moderate
Oishi’s group and Edo radicals under Horibe Yasubei Taketsune. Oishi’s group
prioritized the restoration of the Asano house, while the Edo group insisted on killing
Kira under any circumstances. Their conflict arose over their different conceptions of the
samurai honor. Organizational honor came first for Oishi, whereas Edo radicals
emphasized personal honor (Ikegami 228). Just as the vendetta league was falling apart,
the bakufu finally rejected the Oishi’s plea to restore the Asano house. Receiving this
news, Oishi eventually decided to carry out the vendetta.

In the last section of Chapter 2, | will explore chronologically the social impact of
the Ako incident, as well as the change of people’s interest in this incident over years.
During the Edo period, the Ako ronin were criminals although they were heroes,
specifically among commoners. After the Meiji Restoration, Japanese governments
started to utilize the Ako incident to enhance patriotism, and the detailed accounts of the
incident were included in school history textbooks. Meanwhile, Chiishingura stories with
new perspectives appeared during the Taisho and the early Showa periods; for instance,
Kikuchi Kan recuperated Kira Yoshinaka in his novel Kira Kozuke no Tachiba (1931).
This trend was noticed only in literature, though. Popular entertainments continued to
focus on loyal and self-sacrificial gishi (righteous samurai). After the Second World War,
the inclusion of the Akd incident in textbooks drastically decreased (See Table 4 in
Appendix I11). The incident has no longer been used as a tool for patriotic education. Still,

orthodox Chiishingura stories praising heroic deeds of the gishi maintained its popularity



until the mid-90s, when they were then steadily replaced by stories with diverse
perspectives (See Tables 2 & 3).

Chapter 3 will be devoted to the discussion on the stage adaptation of the Ako
incident. After examining the stage adaptations preceding Kanadehon Chiishingura, |
will scrutinize this play and elucidate the reasons why Kanadehon is regarded as a
masterpiece of kabuki and joruri plays (Kanagawa Prefectural Museum of Cultural
History 9; et.al). Following the discussion on its component elements including title,
composition, playwrights, main characters and play structure, | will explore the reasons
for the popularity of Kanadehon Chiishingura. Aesthetic elements are one of the reasons,
but more important are its themes.

The most common notion may be that its main theme is the unconditional loyalty
of the faithful vassals to their lord. Donald Keene says in the introduction of his
translation of Kanadehon, “The whole point of the play is the unconditional nature of
loyalty” (17). The Allied Occupation banned Kanadehon Chishingura after the Second
World War because they thought this play was based on feudalistic ideas with the theme
of loyalty.

However, | argue that its main themes are love and death. In actuality, various
interpretations have been given about its themes, but many critics and writers agree that
this play mostly depicts the destiny of people who were not members of the vendetta
league. Its protagonists change from act to act. Oboshi Yuranosuke (the name of a
character who corresponds to the historical Oishi Kuranosuke) is the protagonist only in
Acts Four and Seven. Besides, in the second half of Act Seven, ashigaru (the lowest rank

of samurai) Teraoka Heiemon is the protagonist, and the play depicts his desperate efforts



to be included in the vendetta league, as well as the sibling love between him and his
sister Okaru. He was originally excluded from the league because of his low rank. Only
after he showed his sincere loyalty by trying to kill Okaru who happened to know the
content of Yuranosuke’s confidential letter, was he allowed to join the league. None of
the other protagonists are league members, either.

Kabuki was the entertainment mainly for commoners in the Edo period. This fact
may explain the above characteristics of Kanadehon. Although commoners applauded the
dramatic vengeance prepared over one year and nine months’ period and finally carried
out successfully, they were ordinary people. They presumably had strong sympathy with
the sufferings of the members’ families and even defectors who could not become heroes
because of their different personal circumstances. None of the three playwrights of
Kanadehon were samurai, either.

The ulterior side of this vendetta story was more grossly exposed by Nanboku’s
parodies. He was from the lowest class of the society, and was most active as a
playwright in the Bunka and Bunei era, which witnessed the corruption of the bakufu and
the breakdown of the established order (Engeki-kai: Yonsei Tsuruya Nanboku 8-9). Such
a milieu could have influenced his life philosophy and play style. Since his plays are
attracting considerable attention in the modern age, I will discuss his most popular
Chashingura parody, Tokaido Yotsuya Kaidan, in detail in the section on stage
adaptations after Kanadehon. I will also analyze Genroku Chashingura as the most
frequently performed kabuki piece after Kanadehon, and investigate the reasons for its

lower popularity compared to Kanadehon.
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In Chapter 4, after having investigated the recent polarization trend in Chiishingura

productions, | will examine the reasons for the emergence of diverse perspectives about
this story. I predict Chashingura-mono including its parodies will survive a changing
society, although the orthodox vendetta stories will continue to decrease. Kanadehon will
also maintain its strong popularity in the future, if it preserves the plurality of the original

script.

Theory

In order to support my argument, | will adopt the text theory of Roland Barthes. He
distinguishes between “the readerly text” and “the writerly text”: The former is solely to
consume, while the latter is produced by readers’ cooperation (S/Z 4-6). In the writerly
text, a reader is inspired to join in, because it is open to plural interpretations. | agree with
his theory. Popular entertainment, just like literature, can be demarcated with this theory.
| argue that films and TV dramas with a simple storyline of Oishi the hero versus Kira the
villain are readerly texts. They present an exclusive and absolute viewpoint. There is no
room for other interpretations; they are just consumed and gone. On the other hand,
kabuki and bunraku are writerly texts which have multiple perspectives in a single play.
Kanadehon interweaves plural threads of various materials such as style (jidaimono,
sewamono, shosagoto®), history (the Muromachi and Edo periods), culture (those of
samurai and commoners), philosophy (Confucianism, humanism, etc) and so on, and it
has allowed multiple interpretations from different viewpoints. However, there has been a

tendency to impose specific perspectives by omitting some acts indispensable to this play,

® Kanadehon is a combination of jidaimono (history plays), sewamono (plays of common people) and
shosagoto (dances).
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especially after the Ako ronin became ethical models in the Meiji period. In order for

Kanadehon to survive a rapidly changing society, it will be crucial for this play to return

to the original script and spirit of the Edo period.

Method

| concentrated on the literary review. Aside from the close reading of Kanadehon
Chashingura, | covered the following genres in addition to perusing academic books and
papers: kabuki and bunraku; an opera; films; TV dramas; rakugo inspired by Kanadehon
(Shichidanme); rokyoku performed by a new-generation rokyokushi (rokyoku performer)
who plays shamisen like a rock guitar; kodan; three ukiyoe exhibitions; and a wide
variety of jitsuroku and fictions. Most of the theatrical performances were DVD
recordings, but I saw a few live kabuki stagings, as well. | had been to kabuki theaters
almost every month for fifteen years before | became a graduate student in University of
Victoria; however, never have | viewed the performances so intensively, and | could
enjoy them academically — only a little bit. I also enjoyed Chashingura novels with
diverse perspectives. Some novels were written from the standpoints of either fu-gishi
(defectors) or Kira’s side. It is amazing that so many writers have felt challenged to
create their versions of Chashingura. This story has also been taken up by various
theatrical groups as aforementioned. This fact shows that Chashingura has enchanted
Japanese people regardless of the difference of their ideologies or standpoints.

Lastly, I would like to attach a couple of photos of Gishi-sai (Festival in
commemoration of the Ako ronin’s vendetta) held by Sengakuji Temple in Tokyo (the

forty-seven ronin are buried there together with their lord Asano Naganori) and Ako-Shi
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on December 14" every year. In addition to participants in the parades and other

ceremonies, many tourists visit the two places. In 2002, the year of the three hundredth
anniversary of the vendetta, 130,000 people visited Ako-Shi with a population of only
50,000 (Kyodd Tsashin, Dec. 15 2002). In 2010, on the 108™ festival, the number
decreased to 70,000 (Kobe Shimbun, Dec. 15 2010). Still, it is a large number. Festivals
are also held in several other places, including the former Kira residence site in Honjo
Matsuzaka-cho, Yamashina (Kyoto: Kuranosuke’s temporary residence before he moved
to Edo), Shibata-Shi (Niigata: the hometown of Horibe Taketsune), Fukuoka-Shi and
Sunagawa-Shi (Hokkaido).™ Chishingura is alive in the mind of Japanese people even
now. Most festival participants may support orthodox Chiishingura stories. All the same,
these festivals will serve as important agents to transmit Chiishingura to future
generations, whatever forms it may take.

Figure 1: Ako-Shi Gishisai (2009) Figure 2: Sengakuji Temple Gishisai (2009)

19 5ource: Website of Aka-Shi. As of 2000, the exact number was 52,077. The number is based on national
population census.

! Both cities have temples where graves of the forty-seven ronin were built in the Showa Era
(Fukuoka 1935; Sunagawa 1953).
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Chapter 2: The Ako Incident

Historical Background and Its Impact on the Society

I. Facts and Legends

A. Facts: What Actually Happened?

1. Records of historical events (Jitsuroku ): The Ako incident is a very rare case in
that a considerable amount of historical records were left, although this incident involved
the crucial issue of the relationship among shogun,*? daimyé (Japanese feudal baron with
10,000 koku™ or more) and his vassals (Tahara 7). These historical records are called
jitsuroku, and includes “primary documents from the league itself - such as the manifesto
of the league, or Horibe Yasubei’s account” (Smith, “The Capacity of Chiishingura” 16),
as well as many commentaries and articles written by outsiders. These documents are
generally regarded as true records of historical events, although we should treat them
with great care because many inaccurate secondary manuscripts and rumors are also
included. Other Chiishingura™ texts which are mostly regarded as fictions also rely on
jitsuroku for the description of the historical background. In actuality, it is extremely

difficult to distinguish between jitsuroku and fictions because legends have been

12 One of a line of military governors ruling Japan until the revolution of 1867-68 (Merriam-Webster Online
Dictionary).

3 A unit of the measurement for rice. A koku of rice weighs about 150 kilograms and it was supposed to be
the amount enough to feed one person for one year in the Edo period.

4 As mentioned in Chapter 1, Kanadehon Chishingura was so popular that the term Chiishingura became the
title of most of the subsequent stories with the theme of the Ako incident
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inseparably incorporated into true stories.

One of the most comprehensive jitsuroku is 4k6 Gijin Sansho (FRFEFE A SEE)
published in 1910-1911. These three-volume collections were mainly assembled by

Nabeta Shozan (5 H & 111)" in the Edo period, and include many important documents
about the Ako incident; such as Aké Gijinroku (ZRFE 3% A %) by a Confucian scholar
Muro Kyiiso (M 5: 1703, revised 1709), Ako Shoshirki (FRFE## 75 i) by Sugimoto
Yoshichika (1245 #%: 1703)'® and Kaseiki Kenmonki (7T.7% 5L EE) which was
supposedly compiled by Ochiai Yozaemon (% & 5-724#FH), the chamberlain of the late
Asano’s wife, Yozen-in.'” Kaseiki Kenmonki “includes numerous primary documents that
are clearly authentic” (Smith, “The Trouble with Terasaka” 8; Tahara 18).

Bito Masahide adds Ako Gishi Shiryo (F7FE 1% #}) (1931) edited by Chao
Gishikai (938 1+-22)"® and Kinsei Buke Shiso (T {1252 B 48) edited by Ishii Shiro
(A H4EER) (150). Miyazawa Seiichi names Chiishingura Vol. 1 & 3 published by Ako
Shi-Shi Hensanshitsu (7% il 7 S f@ %% 22)"™ as highly useful documents (“Akd roshi”
15). Izumi Hideki refers to Sekijo Gishinden (ZR¥E#E FAz) (1719) compiled by

Katashima Takenori (/1 |5 #:%5) not because they include authentic documents but

1> A vassal of Iwaki Taira han (43 V-7 domain) (1778 —1858).
16 A vassal of Kaga han (I1747%).

" Some of the other important documents included in Aks Gijin Sansho are: Sekijo Meiden (7R3 1)
written by Maehara Isuke and Kanzaki Yogord, two league members; Horiuchi Den emon Oboegaki (J 7Y
A5 53 written by a vassal of the Hosokawa house which was commissioned to take care of the
seventeen Akd ronin after their attack on Kira; and Ogyiz Sorai Aké Shijiz Roku Shi Ron (3K A= 10 /RFE DU
A L),

18 Central Gishi Society. It was established at the end of the Meiji period. Gishi means righteous samurai.

¥ A division of Ako Municipal Office in charge of compiling Ako City History.
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because almost all the works cited by him were books banned by the bakufu (176-178).%

Izumi says that we could understand the ideological standpoint of the Tokugawa bakufu
by knowing what kinds of books were banned in the Edo period. Katashima also printed a
large number of copies in defiance of the bakufu’s prohibition against printing documents
about the Ako incident (Marcon 450). For the first time in a printed book, the Ak ronin
were described by real name (Smith, “The Trouble with Terasaka” 13).

2. The true story: If the Ako incident is to be reconstructed only with the primary
reliable documents, the following will be the true story. On the fourteenth day of the third

month of 1701, Asano Takuminokami Naganori (7& % WNIEEA & ), daimyo of the Ako
han (domain), suddenly attempted to kill Kira Kozukenosuke Yoshinaka (5 B #7472

1), a senior bakufu master of ceremony, in the Pine Gallery (Matsu no oroka) of Edo

Castle. Asano had been entrusted with the task of welcoming the imperial envoys from
Kyoto, and Kira was his supervisor. The cause of the attack was unknown because Asano
did not give any detailed accounts to his investigators. According to the record written by

Kajikawa Yosobei (1211 5-#2 1), a bakufu official who had happened to witness the

incident, Asano shouted at Kira, “Do you remember my grudge from these past days?”
(Bito 150). The only other words of Asano known to us are the following: “I should have
informed you about this matter in advance, but what happened today could not be helped,
and it was impossible for me to let you know” (Bito 151). This was an oral message

Asano left to his vassals, but it was too short and vague to know the reasons for Asano’s

% Miyazawa comments that Sekijo gishinden served as a model for numerous historical stories of the gishi in
later years. This book has also had considerable influence on gishi studies of modern days (“Chiishingura
Genss” 10).
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attack on Kira.

Asano was sentenced to seppuku on the same day. The next day, the bakufu
decided to confiscate the Ako han, and sentenced Asano’s younger brother Daigaku

Nagahiro (K2%F Jiv) to heimon (form of house arrest) (Bito 156). He was the legitimate

heir of the childless Asano Naganori. Kira was only slightly injured, and there was no
punishment against him, to the great dissatisfaction of the Asano vassals who regarded
the incident as a kenka (fight) between their lord and Kira. They thought that Kira must
have been responsible for causing Asano’s violent action and complained that the bakufu
decision was “in violation of kenka ryaseibai (the principle that both parties to a fight
were to be punished equally)” (Bito 154).

On the nineteenth day of the third month, the first messengers arrived in Ako (a
province approximately 660 km away from Edo) and reported the Asano’s attack on Kira
in Edo Castle. Subsequent messengers brought more detailed information about the
incident; however, it was not until the twenty-eighth day of the same month that the Ako
vassals received the information about the bakufu order to confiscate the Asano house

from a relative of Asano. On receiving this information, Oishi Kuranosuke Yoshio (KA
B Bh EL ) 2 karo (chief councilor) of the Ako han, summoned all the vassals to Akd

Castle on the same day and fierce debate was undertaken for two days over what actions
to take (Miyazawa, “Akd roshi” 54-55).%2 The opinions of the vassals were divided into

rojo (to hold the castle), junshi (to follow death of their lord by committing suicide) or

21 Some people call him “Yoshitaka.”

2 Kikuchi says this general conference was held for three days from 1701.3.27 to 3.29 (52). The
chronological table Inoue attached to his novel shows the same date for this conference (372). However,
what is important here is the fact that the conference ended on 3.29 and two messengers were dispatched to
Edo.
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peaceful surrender to the bakufu. They could not reach agreement. The memorandum of

Okajima Yasoemon, who was the Ako han’s fiscal officer at that time, recorded what had
happened during those chaotic days (Bito 157).

On the twenty-ninth day, the Ako vassals accepted Oishi’s proposition to dispatch
two messengers to Edo to “deliver a petition to the two bakufu inspectors who had been
appointed as receivers of Ako Castle” (Bito 158). In this petition Oishi wrote, “They
(vassals) are unable to hand over the castle so long as their opponent remains alive and
well” (Bito 158). Although Oishi did not clearly say that Kira should be punished, he
expressed the frustration of the Ako vassals against the bakufu decision. However, this
petition did not reach the inspectors who had already left Edo when the messengers
arrived there. Instead, the petition was passed on to Asano’s relatives. Toda Uneme,
Asano’s cousin and daimyé of the Ogaki han, sent a letter to Oishi, requesting him to
surrender to the bakufu peacefully.

Eventually on the eleventh day of the fourth month, the vassals agreed to leave the
castle peacefully for the moment, but many of them expected to take actions to defend
their honor at a later stage. During this period, more than sixty vassals submitted oaths to
Oishi declaring that they would follow his decision.”® In many popular Chishingura
stories including most of the films | saw, Oishi urges the vassals to sign the vendetta
compact at the general conference; however, Oishi’s priority at this stage was to restore
the Asano house (Ikegami 228). His intention to secure oaths from the vassals was to
prevent them from taking rash actions (Kikuchi 55), because some radicals had

demanded the immediate retaliation on Kira. This conflict of opinions among the Ako

% |ess than half of them joined the vendetta (Matsushima 49).
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ronin caused a serious internal strife later on. In any case, Ako Castle was peacefully

handed over to the bakufu emissaries on the nineteenth day of the fourth month. By the
middle of the sixth month Oishi moved to Yamashina (a ward in the city of Kyoto), and
about three hundred vassals who became ronin (masterless samurai) dispersed to various
places including big cities such as Osaka, Kyoto and Edo.

While Oishi lived in Yamashina with his family, he dispatched messengers to Edo

twice to appease radicals such as Horibe Yasubei Taketsune (Jii &l 22 fefail ) who

had insisted on attacking Kira immediately (Ikegami 228). In the beginning of the
eleventh month of 1701, Oishi himself went down to Edo and discussed the issues with
radicals. Compromising with radicals, Oishi agreed to execute their lord’s vengeance by
next March, the first anniversary of their lord’s death. Detailed records are included in

Horibe Taketsune Hikki (¥ it /f 25 50) (Kikuchi 61-64). However, in the meeting held

at Oishi’s house in Yamashina on the fifteenth day of the second month of 1702, Oishi’s
moderate group and some radicals agreed to wait until Asano’s second death anniversary
of 1703 to carry out the vendetta against Kira (Miyazawa, “Ako roshi” 109-111). Oishi
persuaded the meeting participants that the bakufu would decide on the issue of the
Asano house restoration by then.

Dissatisfied with this agreement, other radicals decided to part with Oishi’s group.
They were almost ready for the attack on Kira in the beginning of the seventh month,
when the bakufu finally delivered its decision to confiscate the 3,000 koku fief of
Daigaku Nagahiro and place him in the custody of the Asano’s head family in Hiroshima
on the eighteenth day of the seventh month (Matsushima 90). On the twenty-eighth day

of the same month, nineteen league members held a meeting in Maruyama, Kyoto
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(known as Maruyama Kaigi), and the attack on Kira was unanimously decided

(Miyazawa, “Ako roshi” 130-131). It was also agreed that all the league members would
act as a group, prohibiting individual action by any member. After Maruyama Kaigi,
many members dropped out of the league and the number decreased by more than half
(Matsushima 90-92).

During this period, Oishi sent his wife and children® back to her birthplace in the
fourth month,?> and some jitsuroku such as Kaseki Kenmonki included accounts about
Oishi’s frequent visits to pleasure quarters in Kyoto and Fushimi. In kabuki plays as well
as films and TV dramas, this episode of his “dissipation” (Marcon 458) occupies an
important part, but “the reliable historical records offer little” (Smith, “The Capacity of
Chashingura” 18) about his dissolute life. With regard to the other Aké ronin, such
documents as letters included in Horibe Taketsune Hikki refer to some of them, but many
anecdotes of the Ako ronin told by popular entertainment media are rumors, speculation
or total fictions.

Finally, in the early morning of the fifteenth day of the twelfth month of 1702, the
forty-seven Akd ronin attacked Kira’s mansion and killed him.?® They took Kira’s head
to the temple of Sengakuji to report to their deceased lord, and then, they surrendered to
the bakufu authorities. There was a long debate on the disposition of the Ako ronin.

“Although it is unclear what sort of debates actually took place within the bakufu” (Bito

 His eldest son, Chikara, remained with him and joined the vendetta.

% |n the tenth month of 1702, Oishi divorced his wife before he went down to Edo (Miyazawa, “Ako Rashi”
137).

% As aforementioned, it is customary for Japanese people to regard 14™ of December as the attacking day
because the Akd ronin actually started their actions in the evening of the fourteenth. Events such as gishi-
sai (gishi festival) are held on this day. In solar calendar, it was January 30™ of 1703 (Keene,
“Chuishingura” 5)



20
166), it took more than a month and a half before the sentence of execution by seppuku

was passed on to the Ako ronin. On the fourth day of the second month of 1703, all of
them®’ committed seppuku.
B. Legends Developed from Rumors, Speculation or Imagination

Chushingura legends can be roughly divided into three groups. These legends were
transformed from accounts in jitsuroku and have been repeatedly adopted in Chishingura
stories of popular entertainment media such as bunraku (traditional puppet play: in the
Edo period, it was called joruri), kabuki, koshaku (oral story-telling. It was called kadan
from the Meiji period), rokyoku (oral story-telling accompanied by a Japanese stringed
instrument called shamisen. It is also called naniwabushi), films and TV dramas as well
as historical novels. These legends should be distinguished from the obvious fictions such
as most episodes in Kanadehon Chiishingura. The playwrights of Kanadehon
Chushingura presented this play as a total fantasy based on a real incident. They either
borrowed episodes from the world of Taiheiki?® (for instance, the episode of Moronao’s
amorous feeling for Kaoyo, Enya Hangan’s wife,?® and her rejection) or created new
episodes. Many Chiishingura anecdotes told in the above-mentioned popular
entertainments were assumed to be based on true historical records drawn mainly from
jitsuroku.

1. Kira’s harassment of Asano: The first group includes anecdotes about Kira’s

%" The number of the Akd ronin who committed seppuku was forty-six. Terasaka Kichiemon was missing
either before the attack on Kira’s mansion or when the league members arrived at the temple of Sengakujji.
Whether he should be included in the league members or not has been a controversial issue for three
hundred years (Smith, “The Trouble with Terasaka”).

% A historical book about battles between Northern and Southern Courts of Japanese Imperial Line in the
fourteenth century.

 Moronao=Kira Yoshinaka, Kaoyo= Asano Naganori’s wife and Enya Hangan=Asano Naganori.
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harassment of Asano. Asano’s attack on Kira seems to have attracted little interest at

first; for instance, Gotadaiki® includes only brief and simple accounts about this incident
(Bito 156). Besides, Asano died without telling the reasons for his assault on Kira.
Lacking in true records, many speculation and rumors spread later on (Smith, “The
Capacity of Chashingura” 4). Among them, “the standard explanation has become that
the Asano house had failed to give an adequate bribe to Kira” (Bito 152), and Kira
taunted Asano out of his illogical and illegitimate indignation because bribing is unethical
at least theoretically. This episode appears “in both Ako Shashaki and Aké Gijinroku, the
two seminal chronicles appearing within a year after the incident” (Marcon 453).
However, it is likely that this episode is based on rumors (Bito 152).

The other anecdotes which are frequently included in popular entertainments but
highly suspicious are as follows: The overnight change of two hundred tatami (Japanese
straw mat) in the reception room. This story also became “a standard feature of modern
Chashingura films” (Marcon 454); the change of tsuitate (a portable partition) with ink
brush painting to a color-painting one after Kira’s criticism that the ink brush painting is
too somber; the change of dinner menus on the very day of welcoming party for the
imperial envoys, because of Kira’s deliberate wrong information; “Kira’s inappropriate
guidance about what Asano should wear to the ceremonies for the imperial envoys”
(Marcon 457); and Kira’s scorn when Asano asked him where to sit to welcome the
envoys, either on the top or the bottom of staircases in the entrance (T. Sato 59). The

credibility of these anecdotes is limited; however, most Japanese presumably believe that

% «The private account of events during the reign of Tsunayoshi kept by a ronin scholar Toda Mosui (7 F /%
Hﬁ).”
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all, or at least one or two, of them are true. I myself had believed in the bribe anecdote

until | started to explore the facts about the Ako incident.

2. Legends of Oishi Kuranosuke: The second group includes legends concerning
Oishi Kuranosuke. Some jitsuroku include a story of the battle between the wasps and the
hornets which Oishi had witnessed as an omen before he received the news of Asano’s
seppuku. “It is clearly the result of a literary imagination” (Marcon 454-455), and this
story was not included in any of the thirteen Chishingura films (including TV dramas) |
saw, while it may have been a favorite anecdote in older times when people were still
superstitious. The most famous legend about Oishi is a story of his dissipation in pleasure
quarters, which | assume a majority of Japanese people believe to be true. As | mentioned
previously, though, reliable sources are scarce.

The more historically established anecdote is the story about Oishi’s mistress,
Okaru. This historical Okaru is a different person from the famous fictional Okaru®" in
Kanadehon Chishingura. From Oishi’s letter of 1702.11.25 addressed to a priest in
Kyoto, Okaru seems to have been expecting a child between her and Oishi (Marcon 458).
Ikemiya Shoichirc wrote Saigo no Chiishingura (The last Chiishingura) based on this fact.
This was a new type of Chiishingura fiction with two historical defectors as its
protagonists, and a TV drama series with the same title was broadcast in 2004. In this
novel, Seo Magozaemon who was Oishi’s retainer was asked by Oishi, just before the
attack on Kira, to serve Okaru and his child after his death. Thus, Ikemiya depicted
Magozaemon as a loyal retainer all the more because he decided to live as a defector by

accepting a secret mission entrusted by his direct master (Oishi).

%1 She appears in Acts Three (a lady-in-waiting), Six (a hunter’s wife) and Seven (a prostitute) in Kanadehon
Chishingura. She is one of the main characters in this play. In Chapter 3, I will discuss the important roles
she assumes in these acts.
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3. Meimeiden and gaiden: The last group includes anecdotes of individual vendetta

league members, as well as people outside the league. This is the sphere where people’s
imaginations have been greatly stirred, and many fictitious anecdotes have been created
from certain facts. Each member’s story is called meimeiden, and the story of the people
outside of the league is called gaiden. From abundant sources, story-tellers and writers
picked up some facts and embellished them with prolific imagination.

In meimeiden, the anecdotes of the following AKo ronin are especially popular:
Horibe Yasubei, Akabane Genzo, Okano Kin’emon, Isogai Jirozaemon, Otaka Gengo,
Hashimoto Heizaemon and Mari Koheita.

Horibe Yasubei is the most popular Ako ronin next to Oishi Kuranosuke in
Chiishingura stories®” and he was one of the main characters in many films | saw,
although the stories about him are mostly legends transformed from some historical facts.

Akabane’s anecdote has a title Akabane Genzao Tokurino Wakare (787 7%7/
2 4/7#1)*® and one of the most favorite stories in popular entertainments (Sato T. 100-
101). His episode was included in two films | saw; however, this is not based on
historical fact.

Okano appears in many stories as a member who obtained the floor plan of Kira’s

mansion through his girl friend. His episode was included in three films I saw, and he is

% For instance, forty Yasubei-mono (films featuring Yasubei) were produced between 1924 and 1959 (Satd, T.
96-97).

% Akabane Genzo visited his brother with a Japanese wine (sake) bottle (tokuri) to bid farewell just before the
attack on Kira. He had been hated by his sister-in-law because he had been disguising himself as a big
drinker. Since his brother was absent, he borrowed his brother’s haori (a kimono jacket) and two wine
glasses. He drank sake alone, pretending that the haori was his brother. Hearing the news of the vendetta,
his brother regretted that he had not been at home during Genza’s visit, and laid up the tokuri Genzo had
left in lavender.
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also one of the two protagonists in the opera Chishingura. This anecdote is also dubious,

but Kanzaki Yogoro’s poem is left which implies Okano’s love story.

Isogai’s episode appears in Genroku Chishingura written by Mayama Seika (See
Chapter 3.111.A). Based on a presumably historical fact that koto no tsume (a plectrum of
a Japanese harp) was found in Isogai’s pouch after his seppuku, Mayama wrote a tragic
love story between Isogai and his fiancé. This episode was also included in one of the
films | saw. Inoue Hisashi developed a completely different story from this plectrum. In
his story, a defector named Nakamura Seiemon and Isogai loved each other. Both of them
were good koto players. Nakaumra defected from the league at the last moment because
he realized that he could not die for his lord who, he suspected, had been emotionally
disturbed at the time of attacking Kira. Nakamura told Oishi that he would join the
second round of attack and avenge death of Isogai if the Oishi’s group should fail in
killing Kira. Isogai understood Nakamura’s feelings, and they exchanged their plectrums
(7-27). Whether or not Inoue was conscious of Mayama’s story, these two fictions show
how writers’ imagination creates colorful stories from a tiny piece of fact.

Otaka’s anecdote of meeting Takarai Kikaku, Japanese haikai (Japanese short
poem) poet, on Ryogoku Bridge on the eve of the vendetta day is another popular story.
Answering the hokku (opening stanza of a linked poem) of Takarai’s, Otaka concluded it
with lines which implied the attack on Kira. Kabuki plays Matsuura no Taiko and
Tsuchiya Chikara are based on this anecdote. Otaka was also a haikai poet and knew
Takarai; however, a meeting among the league members was being held around the time

Otaka was said to have encountered Takarai (Kikuchi 114-116).
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Hashimoto and Mari were defectors, and a variety of fictitious stories exist about

them. Hashimoto was the other protagonist of the opera Chiishingura.

Marcon refers to Amanoya Rihei (456). He was a historical merchant, but “no
primary evidence survives about any real ties with the Ako ronin” (456); nevertheless, he
is a popular character in gaiden. “Amanoya Rihei wa otoko de gozaru” (Amanoya Rihei
IS a man) is a very famous line which is uttered by Amanoya Rihei when he (or his son
depending on different stories) is tortured and ordered to confess his relationship with the
vendetta league. He appears in many popular entertainments including Chiishingura films

and TV dramas.

l. Legal and Moral Issues

When Asano Naganori was sentenced to seppuku, no controversy arose inside the
bakufu. His punishment simply followed the legal procedure and precedents; however,
the bakufu had to face severe criticism from people who thought the bakufu judgment not
to punish Kira was one-sided. As a result, the second attack on Kira by the former Asano
vassals occurred. This time, intense debates took place over the disposition of the forty-
six ronin. The followings are the legal and moral issues discussed in the two cases of
seppuku.

A. The seppuku of Asano Naganori

The bakufu decision was based on the argument that Asano violated the law
prohibiting the drawing of the sword inside Edo Castle and disrupted the order by his
violent behavior especially “on the occasion of a state ceremony” (Bito 154). There had

been four precedents of sword attacks within Edo Castle, and all the attackers, except for
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one who was Killed on the spot, were sentenced to seppuku (Bitd 155). From the

viewpoint of the bakufu, the disposition of Asano was totally legal.

However, criticism was sparked mainly over the disposition of Kira, who was
declared innocent. The bakufu viewpoint was that Asano unilaterally attacked Kira, who
did not fight back. The bakufu did not regard this incident as a kenka (fight); Kira was the
victim of Asano’s violent action and there was no reason to punish him. In contrast, this
incident was obviously a kenka in the eyes of the Asano’s vassals. This conflict of views
resulted in the historical vendetta one year and ten months later, ending in the honorable
seppuku of the forty-six Ako ronin. Confucians continued to debate the legal and moral
issues about these two incidents until the end of the Tokugawa period (McMullen 294).

Dazai Shundai (K524 13), a Confucian scholar, expressed his views about the

disposition of Asano in his essay in the early 1730s. He wrote that “the shogun’s
punishment of Asano had been excessive” (McMullen 308) because Asano did not
actually kill Kira. His view may have been the feelings shared by many people since
Asano committed seppuku.
B. The seppuku of the forty-six Ako ronin

This vendetta incident occurred in the reign of Shogun Tsunayoshi who strongly
advocated Confucianism. The imperative concern for Confucians was to maintain order
by respecting regulations (Bito 153). Accordingly, the discussion about the disposition of
the Ako ronin was focused on the issue of conspiracy which was banned by the law. The
eventual decision of the bakufu was that the Ako ronin disturbed the order of the society

by acting in conspiracy. This “was more than enough legal cause to sentence them to
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death” (Smith, “The Capacity of Chaishingura” 7); however, it took more than a month

and a half before the bakufu finally delivered this judgment on the Ako ronin.
1. Four Confucian scholars: The public including many Confucians seem to have
been sympathetic with the Ako ronin (Matsushima 121-122). Such public sentiments

presumably caused the delay in the bakufu decision. Ogya Sorai (#k 4 1H.#K), a

Confucian scholar in the service of a shogun councilor Yanagisawa Yoshiyasu, is said to
have influenced the bakufu to decide on sentencing seppuku to the forty-six ronin (Bito
166; McMullen 293).% Sorai argued that they “engaged in mass violence without
authorization for the sake of one who had been punished by the bakufu” (Bit6 167). Their
actions were legally unacceptable. Consequently, the forty-six should be executed;
however, Sorai said, it is advisable to sentence honorable seppuku to them because they
acted to maintain the samurai honor.
Among other Confucians who argued that the Ako ronin should be strictly

punished, the following three scholars are especially notable. Sato Naokata (=15 /7)

was the most critical of the forty-six. He expressed the following view a few years after
the vendetta incident: Asano was a criminal who violated the law by attacking an
innocent Kira. Consequently, the Ako ronin’s murder of Kira was immoral as well as
illegal (McMullen 300). He also claimed that the forty-six should have committed
seppuku instead of surrendering to the bakufu authorities. Their action was “a devious
ruse to escape death and gain employment in other domains” (McMullen 300). The

counter argument by Ise Sadatake ({J*%4 5 5)* would have been the common sentiments

% Tahara doubts the credibility of the document which suggests Sorai’s influence (65-69).

% He was a bakufu official in research section of ancient rituals.
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of the public. He said that the Ako ronin would not have planned the vendetta against

Kira if they had had the selfish wish to get employed after the incident (Ishii 434).
Contrary to Naokata, Asami Keisai (¥ /.f175) regarded the Asano’s assault on

Kira as a kenka and suggested that the shogun’s judgment was one-sided in his essay
written in 1706 or later. Keisai argued that the actions of the forty-six were righteous
because Kira had been responsible for Asano’s death. However, the forty-six were “rear
vassals of the shogun; it was a rear vassal’s duty to obey his lord’s lord, whether that lord
was right or wrong” (McMullen 303). Thus, Keisai came to the same conclusion as
Naokata; the Ako ronin should be punished because they did not obey the decision of the
shogun (their lord’s lord). The absolute obedience and loyalty to the shogun was
imperative to both Confucian scholars.

Dazai Shundai (K524 1) expressed a different opinion from both of them in his

essay written in the early 1730s. He maintained that the forty-six should have resented
the shogun’s judgment because it was the shogun, not Kira, who had caused their lord’s
death (McMullen 309). However, they attacked Kira. In this regard, their actions were
wrong. They should have showed protest against the bakufu by committing suicide in
Ak Castle when the bakufu messengers came there. Or they should have immediately
marched to Edo to kill Kira as an open protest to the bakufu decision. It was also wrong
that they surrendered to the bakufu after the vendetta. They should have committed
seppuku at the temple of Sengakuji without waiting for the bakufu judgment. On this
point, he shared Naokata’s criticism although their rationales were opposite: Naokata
claimed that the forty-six should have shown the repentance of their enormous sin by

committing suicide at Sengakuji, while Shundai criticized their surrender to the bakufu as
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the failure of showing protest and resistance against the authorities. In actuality, many

league members had been prepared to commit seppuku in the temple of Sengakuji, but
Oishi followed Fuwa Kazuemon’s advice that they should report to the bakufu and
request for its judgment, lest their vendetta be treated as a simple violent action by ronin
(Kikuchi 151; Miyazawa, “Ako roshi” 176)

2. The birth of legends: As discussed above, Naokata declared that the actions of
the forty-six were wrong both morally and legally. Sorai was sympathetic with them, but
claimed that they should be executed because their actions were unjustifiable. Keisai
clearly admitted the moral righteousness of the forty-six, but he also demanded strict
punishment because the bakufu law was absolute. Shundai’s views were in a way
revolutionary because he argued that the Ako ronin should have openly protested against
the bakufu, and “angrily condemned by later bakufu Confucian scholars as seditious”
(McMullen 310). However, Shundai’s views meant death of the forty-six because there
would have been no possibility for them to survive if they had openly protested against
the Tokugawa regime.

The bakufu decision to execute the Ako ronin by seppuku was far removed from
the feelings of the general public. “Views critical of the forty-six were likely, in any case,
to have been a small minority” (McMullen 310). Shundai complained that everybody
admired the forty-six. Ikegami also says that “many Tokugawa people, samurai and
commoners alike, revered the forty-seven samurai as cultural heroes” (234). Chiishingura
legends presumably started because of this unreasonable and tragic ending. People
strongly sympathized with the Ako ronin, being resentful at the discrepancy between the

legal judgment and the moral approbation; the Ako ronin were sentenced to seppuku in



30
spite of their moral righteousness. This fact was an important element to turn the Ako

ronin into heroes of a tragic story.

1. Philosophical Issues: Motivations of the Forty-Seven Ronin

A. Loyalty to a Lord: Was It the Central Motivation?

Most Chuashingura stories depict the forty-seven ronin as self-sacrificial loyal
vassals who had deep bonds with their deceased lord. It seems true that some league
members had close (possibly sexual) ties to Asano Naganori, but there were those who
did not have “any particular indebtedness towards Asano” (Bito161; Ikegami 229).
Strong family ties also existed among members; Smith says that “just over half league
members were related to one another by blood or adoption” (“The Capacity of
Chashingura” 9). In this case, younger members may have been motivated by the filial
duty and the inspiration from older family members. In addition, there were even some
who admitted that Asano’s behavior in Edo Castle had been thoughtless (Ikegami 229).
Thus, the league members were divided into “many different factions and kin groups”
(Smith, “The Capacity of Chashingura” 12), but they had a common goal of defending
the samurai honor.

Defense for The samurai honor: The most serious issue in the league was a conflict
about the conception of the samurai honor between moderate Oishi’s group and Edo
radicals under Horibe; Oishi prioritized organizational honor, while Edo radicals
emphasized personal honor (lkegami 228).

a. Oishi’s conception of the samurai honor: At first, Oishi’s group focused on the

restoration of the Asano house. “For him (Oishi), and for many others, the continuity
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of the o-ie (the household of the master) was the most important precondition for

maintaining the honor of the Asano vassals” (lkegami 228; Tahara 18-31). Oishi
emphasized that the restoration of the Asano house was the first priority in his two
letters sent to Edo radicals in the seventh month of 1701 (Matsushima 65).

In case Daigaku Nagahiro had been allowed to succeed to the lordship, Oishi
might not have joined the vendetta against Kira; he wrote in his letter that he might
become a priest if the Asano house was restored (Matsushima 65; Tahara 43).
Nevertheless, it seems to be the general assumption that Oishi was determined to
attack on Kira under any circumstances (Kaionji 208; et al.). Noguchi Takehiko
refers to accounts in Horibe Taketsune Hikki and Ako Gijin Sansho to support his
argument that Oishi would still have killed Kira even if the Asano house had been
restored (121). However, Horibe Taketsune Hikki also includes the above mentioned
Oishi’s letter about the possibility of entering the priesthood. These contradictory
facts may show that Oishi did not have firm determination to kill Kira, while he had
anticipated that the attack on Kira would be inevitable. Smith suggests that the
restoration of the Asano house was not realistic (“The Capacity of Chashingura” 6);
however, Oishi wanted to pursue even the slightest possibility of the Asano house
restoration to defend the samurai honor he had conceived (Miyazawa, “Ako roshi”
96).

b. Edo radicals’ conception of the samurai honor: In contrast, Edo radicals thought
that their honor would not be maintained if Kira remained alive while Asano had been
sentenced to seppuku. They insisted that the kenka initiated by their lord should not

be left unfinished; they should fight with Kira on behalf of their lord. The core of
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their honor was ichibun (pride and dignity). “From the beginning, the radical

members repeatedly demanded that their sense of pride (ichibun) be satisfied”
(Ikegami 228-229). The personal loyalty to their deceased lord was emphasized by
these radicals. They were not telling lies; however, they were subconsciously
concerned with their own honor and reputation, as is revealed from Horibe’s frequent
reference to seken (the imagined community of honor), hitomae (social appearance in
the seken) and hyoban (reputation) in his letters (Ikegami 230-231; Tahara 51-52). In
the Edo period, samurai became increasingly concerned with sekentei (appearances in
the face of public opinion), as the urbanization of samurai class progressed and the
samurai “living within the dense information space” (lkegami 237) increased.
Especially Horibe and other Ako ronin who lived in urban Edo must have been
conscious of sekentei (Smith, “The Capacity of Chashingura” 11). For them, the
samurai honor was closely connected to good hyaban in seken. Oishi was insightful
enough to “criticize their concern for their reputation in the seken as too preoccupied
with externals” (Ikegami 231).%

It was when the hope to restore the Asano house was extinguished that Oishi
finally agreed to kill Kira, and they successfully avenged death of their lord on Kira.
After their honorable seppuku, the forty-seven ronin came to be regarded as
righteous samurai who showed unconditional and self-sacrificial loyalty to their lord
(Smith “The Trouble with Terasaka” 30, 47). Their internal strife had rarely been

indicated until a few decades ago (Smith, “The Capacity of Chashingura” 9).

% Tsubouchi Shoyd also said that the main motivation of the Akd ronin was seken no kikoe (the public
reputation), in defiance of the climate to admire the gishi after Sino-Japanese War of 1894-95 (Miyazawa,
Chashingura Genso 76-77).
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B. Another Possible Motivation: Appeasing Vengeful Spirits

In the Edo period, people were more superstitious than modern days. As Maruya
Saiichi proposes, it is possible that the motivation of the Ako ronin was to appease
vengeful spirits of their lord who had died with a grudge against Kira. Maruya says that
people of that time believed in the afterlife and they were in awe of the spirits of the
deceased who, they thought, would talk to them (203). Although his proposition is more
literary than academic, its possibility cannot be totally denied. There were as many as
forty-seven members in the league. It is probable that some of them lived in the world of
superstition.*” Even in modern days, some religious rituals such as segaki (feeding the
hungry ghosts) are held in temples and shinto shrines across Japan every year. Some
people visit shrines to expel evil spirits when they have a sequence of misfortunes, and
shamans such as itako still live and have visitors. In modern days, people who believe in
spirits may be a minority, but people in the Edo period would have feared spirits in the
total darkness of night.

Maruya also proposed that the actions of the Ako roin were inspired by literary
sources. Smith refers to Taniguchi Shinko who cited passages from Ak ronin’s letters to
support Maruya’s notion (“The Capacity of Chashingura” 12, 15). It is plausible that
heroic acts in literary sources become models for living people. The Ako ronin
themselves became models for anti-bakufu samurai of the Satsuma han in the bakumatsu
period (final years of the Edo period) (Izumi 181-182). They may also have been models

for kamikaze (Japanese suicide) attackers during World War Il because the military

% Sato Tadao refers to Sorei Shinkg (#5212 1: veneration of the deceased). He proposes that the Akd
incident developed into a myth because the public regarded it not as a simple vendetta story but as a story of
the reunion of the forty-seven ronin’s spirits with that of their lord through a blessed ritual of the ronin’s
seppuku. | do not intend to argue about his proposition here. | just want to mention that Sato also points out
the people’s belief in the existence of spirits in the days when the Ak incident occurred (222-224).
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upheld the Chashingura story for promoting their campaign of kokuminteki katakiuchi

(great national revenge) in the final years of the War (“The Capacity of Chashingura” 27).

1. Impact on Society

A. Impact on the Public in the Edo Period

The vendetta against Kira by the Ak6 ronin had a strong impact on people from
samurai to commoners. This incident occurred on the fifteenth day of the twelfth month
of 1702, the Genroku era (1688 — 1704) of the Edo period (1603-1868). There had been
no war for one hundred years. The peaceful society contributed to the remarkable
development of economy and culture which is especially referred to as genroku bunka
(culture). While chanin (townsmen) started to gain economic power, most samurai
became passive bureaucrats without any opportunity to show their fighting skill and spirit.
Samurai had been losing sight of the very reason for their existence as warriors; it was
extremely difficult to maintain their dignity in a peaceful world (Kawahara 160-163). In
such a historical context, the actions of the Ako ronin presented the way to defend the
samurai honor and were admired as models of true samurai with self-sacrificial loyalty to
their lord.

Commoners were also deeply impressed by this incident. On the sixteenth day of
the second month of 1703, only twelve days after the seppuku of the Ako ronin, a kabuki
play entitled Akebono Soga no Yo-uchi (Night attack at dawn by the Soga®) was staged
in Edo (Matsushima 132). It was based on the Ako incident. This play was banned after

three days of performances; however, “between 1748 and 1900, over fifty full-length

38 Keene, Chiishingura 3
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plays on the Chishingura theme were written for the joruri and kabuki theaters” (Keene,

“Variations on a Theme: Chiishingura” 10). * The most popular play among them was
Kanadehon Chiishingura, originally written for ningyo joruri (bunraku) in 1748 and
immediately adapted to kabuki. I will discuss the stage adaptation of the Chiishingura
story in more detail in Chapter 3. The Chiishingura story was also popular in kashaku
(oral story-telling). Kashaku-shi (kashaku performers) created their own versions of
Chushingura stories based on jitsuroku. These popular entertainments contributed to
increasing the popularity of Chishingura. Officially, however, the AkO ronin were
criminals during the Edo period.
B. Utilization of Chashingura by the Authorities to Enhance Patriotism

On the fifth of the eleventh month of 1868, the first year of the Meiji period,*° the
Meiji Emperor dispatched his envoy to the temple of Sengakuji with his message praising
Oishi Yoshio “for his righteousness in following his lord and carrying out revenge”
(Smith, “The Capacity of Chashingura” 26). The fervent Chashingura fans interpreted
this Emperor’s message as the official recognition for Ako ronin’s actions. Since then,
the story of the Ako ronin as kokumin densetsu (national legend) started to spread,
surviving a few crises such as the enactment of the law to ban vendetta in 1873 as well as
the trend to criticize the Ako ronin during the period of bunmeikaika (modernization and
enlightenment period through Western culture in the 1870s — 1880s) after the Meiji
Restoration (1868) and the Taisho democracy movement (from 1910s to 1920s)

(Miyazawa, “Chashingura Genso” 13-15, 31-32).

% I meimeiden and gaiden are included, the number exceeds one hundred.

%0 |_unar calendar



36

The government started to include the detailed accounts of the Akd incident in
school history textbooks around 1880. The texts were mainly based on Aké Gijinroku by
Muro Kyaso (Miyazawa, “Chaishingura Gensd™ 49). In the 1890s the trend was reversed
and the accounts of the Akd incident suddenly disappeared from the textbooks in 1902
(Miyazawa, “Chashingura Genso” 105). However, a “gishi-mono” (works featuring the
gishi, that is, righteous samurai) boom started after the Russo-Japanese War of 1904 to
1905 with the explosive popularity of gishi-den (the story of the gishi) by rokyokushi

(rokyoku performer) Tochiiken Kumoemon (¥kH #2245 45 FH) and the publication of
Genroku Kaikyoroku (GG R254%) written by Fukumoto Nichinan (f&4< H F5)* in 1909.

This book made a sharp distinction between the gishi and fu-gishi (unrighteous samurai)
(Miyazawa, “Chiishingura Genso” 79-80, 87-89). In 1920, the revised elementary school
textbooks included the story of the gishi again under the title of Oishi Yoshio (Sato T.
101-104). The gishi’s actions were praised as having enhanced the public morality which
was degenerating during the Genroku era. The Ako incident was not a simple vendetta
story of loyal samurai any longer; Oishi became an ethical model for students (Miyazawa,
“Chushingura Gensd” 132-133).

Gradually, loyalty of the Ako ronin to their lord came to be regarded as loyalty to

the nation (Matsushima 211). The words of Utsumi Sadajird (PN & i), an author of
Shinsetsu 4ko Gishi Roku (E 7R FE 7% 1-8%) of 1933, represent the ideological stance of

patriotic Chashingura partisans of those days. He “declared that the self-denying, self-
sacrificing behavior of the gishi served as an ideal model of all Japanese citizens in a time

of national crisis” (Smith, “The Capacity of Chashingura” 30). Utsumi’s book was

*! He was a journalist and founding member of Chiid Gishikai.



37
published several years before the Second World War. Chaishingura was utilized to

enhance patriotism and encourage self-sacrificial actions among the public.

As a typical example, the Japanese military government planned to make kokusaku
eiga (propaganda film) with the theme of Chashingura. Mizoguchi Kenji accepted the
offer of directing this propaganda film because of the unlimited funds he could coax out
of the government. He chose to cinematize Genroku Chzshingura, a shin (new) kabuki
play written by Mayama Seika (See Chapter 3.111.A). In accordance with the philosophy
of Mayama’s book, Oishi Kuranosuke was depicted as a model samurai with sincere
loyalty to his lord and deep reverence for the Emperor in this film (First Part 1941;
Second Part 1942). Nevertheless, the film turned out to be artistic and in the opinion of
one critic, “the most beautiful movie ever made” (Stevenson 53), contrary to the purport
of the government, because Mizoguchi did not have any loyalty to the nation (comments
by Shindo Kaneto, art director of the film, in the bonus footage of Genroku Chashingura
DVD).

After the Second World War, the inclusion of the Ako incident in textbooks
drastically decreased. | checked one hundred and thirty-nine textbooks for senior high
school students published between 1951 and 2010. The result is shown in Appendix IV.
Only thirty-one textbooks (22%) included the accounts of the Akd incident. There was no
mention of the incident in the remaining one hundred and eight textbooks. The most
common description was to refer to it in the footnote in relation to Tokugawa
Tsunayoshi’s reconciliation policy with the Imperial Court. The focus in this case was on
the welcoming ceremony for the imperial envoys as an example of his policy. Some

textbooks described the reaction of citizens as follows: The incident surprised citizens in
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the peaceful Genroku era. At the same time, it pleased those who were suffering from

Tsunayoshi’s “Shorui Awaremi no Rei” (eccentric decree not to kill any living creatures)
and accelerating inflation. A few textbooks referred to the long debate in the bakufu over
the disposition of the Akd ronin. No textbook emphasized loyalty of the Akd ronin. Even
in Atarashii Rekishi Kyokasho for junior high school students compiled by Japanese
Society for History Textbook Reform® and published by Fusosha in 2009, the Akd ronin
were not praised as ethical models. It gave a full page to the Ako incident, but its
description was based on historical facts; however, it made a lengthy reference to
Bushido in connection with the notion of loyalty and defined loyalty as working for the
public, citing words from Hagakure (114).
C. New Perspectives in Literature

Meanwhile, different perspectives were brought to Chashingura stories in literature
during the Taisho and the early Showa periods. Some writers started to focus on the fu-
gishi as well as “villains” such as Kira and Ono Kurobei. Ono was ichidai karé (chief
retainer of one-generation only) of the Ako han in charge of financial administration, and
the contributor to the affluence of the Ako han. However, he is often depicted as a traitor
because he strongly opposed fighting against the bakufu and insisted on peaceful
surrender. He moved out of Akd on the twelfth of the fourth month after the surrender of
the castle was finally agreed (Miyazawa, “Ako roshi” 72). Akutagawa Rytnosuke (Aruhi
no Oishi Kuranosuke written in 1917), Kikuchi Kan (Kira Kozuke no Tachiba written in
1931) and Naoki Sanjiigo (Ono Kurobei no Shisé written in 1931) were three big names

who wrote Chashingura stories from new perspectives. Smith says, “Akutagawa set a

“2 This organization is regarded as conservative and reactionary by some civic and political groups.
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new pattern for a more psychological understanding of the Ako avengers” (“The Capacity

of Chiishingura” 30). Kikuchi and Naoki recuperated Kira and Ono respectively.

It was a natural development that writers who penetrate people’s inner struggles
with sharp eyes gradually turned their attention to the fu-gishi and some “villains.” It
should be noted that the actual vendetta group was a minority among the Ako ronin;
forty-seven out of three hundred-odd vassals, that is, only fifteen percent of them decided
to join the vendetta at the last moment (Noguchi 89). The number “forty-seven” is not
small in itself, but its percentage among all the vassals was a small minority. Oishi was
the only karo in the list of forty-seven league members (lio 373-379). None of the other
karo joined the league. lio (199-200) and Tsumoto (376) pointed out that almost seventy
vassals who had originally submitted the oaths to Oishi resigned from the league by
September 1702, including many high-ranking vassals. Defectors rapidly increased after
the final decision of the bakufu not to restore the Asano house. It seems likely that they
chose to live in dishonor rather than dying respectfully when they confronted the reality
of death. Tahara says that those defectors were less emotional and had a broader view
than the radical gishi for whom the retaliation against Kira was the only way to live as
respectable samurai (58-59). In this regard, the defectors were just realistic and ordinary
people. Although the fu-gishi could not live as heroes in the Chishingura stories, they
surely had their own stories in their diverse circumstances.

This fact probably motivated some writers to feature the fu-gishi, or more broadly,
unrighteous samurai including traitors and enemies in their novels, and this trend has

continued until the present day. For instance, Fu Chiishingura (A~ 8 FLJEL) written by

Inoue Hisashi (1988) is a story of the nineteen fu-gishi. One of the two protagonists in
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The opera Chushingura (first performance in 1997) is also the fu-gishi, Hashimoto

Heizaemon. Ura-Omote Chisshingura (2855 f£FjER) written by Kobayashi Nobuhiko
(1988) and Genroku Jizgo-nen no Hangyaku (T fk—+ .4 0 53 written by 1zawa

Motohiko reversed the common concept of Kira and treated him as a master of virtue.

D. The Change in the Interest of the Public

1. Why were the public interested?: Why were the public in the Edo period
interested in this vendetta incident? Firstly, the sheer number of forty-seven ronin was
startling. As Satd Tadao says, this vendetta may have been ignored as an eccentric and
abnormal action if it had been carried out by only one or two ronin; however, forty-seven
ronin became a kind of pressure group which could claim its righteousness (12-13).
Furthermore, they fought a real battle which most of the public had known only in
historical stories.

Secondly, this incident started with the seppuku of Lord Asano of the Ako han on
the fourteenth day of the third month of 1701 after his assault on Kira Kozukenosuke
inside Edo Castle, and ended with the seppuku of his former vassals on the fourth day of
the second month of 1703 after their vengeance of their lord on Kira on the fifteenth day
of the twelfth month of 1702. This real story was much more dramatic than any fiction.

Thirdly, the vendetta league members seemed to be perfectly united under the
leadership of Oishi Kuranosuke. The Ako ronin had to leave their beloved ones to pursue
their cause. They gave up all the private happiness to defend their honor as samurai, and
finally accomplished their purpose without falling apart for almost two years. Since the
public probably knew little about the internal strife of the league members, they were

impressed with the strong solidarity of the Ako ronin (Matsushima 131).
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Fourthly, the fact that the Ako ronin were all sentenced to seppuku in spite of their

moral righteousness stirred the sentiment of Hogan Biki (the sentiment of favoring the
weak, unlucky, oppressed or defeated side) among people. The public hailed the Ako
ronin as the heroes and denounced Kira as the villain. An impressive hero story
presumably started here.

2. The gradual decrease of orthodox Chashingura stories: As discussed earlier,
new types of Chashingura stories appeared in literature during the Taisho and the early
Showa periods; however, in popular entertainments such as kodan, rokyoku, films and
TV dramas, orthodox Chashingura stories maintained their popularity even after the
Second World War. By “orthodox™ stories, | mean straightforward vendetta stories of
“the Ako ronin the hero versus Kira the villain” with the battle scenes in Kira’s mansion
included as the climax. In one of the orthodox films | saw (Chashingura released in
1954), even Mori Koheita, a famous defector, was depicted as a righteous samurai who
died of terminal tuberculosis in the street when he was hurrying to the league’s meeting
place on the day of the vendetta. Thus, he spiritually remained the gishi although he
could not physically join the attack.

Such orthodox Chashingura stories used to promise high revenues and good
viewer ratings. Since the first Chishingura film made in 1910,* more than eighty full-
scale Chashingura films (the number exceeds two hundred if meimeiden, gaiden and
parodies are included) have been released. After television started to become common

entertainment among people in the late 1950s, more than one hundred Chashingura

*® It was in 1907 that the first film with the theme of Chishingura was shown in movie theaters, but this was a
record of kabuki stage performance.
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dramas have been made including four NHK taiga dramas (a year-long historical drama

series). It has also been customary to broadcast Chashingura dramas on television
towards the end of every year (Miyazawa, “Chiishingura Genso” 5-6; Ako Shi-Shi
Hensanshitsu 811-888). Most of them were orthodox Chashingura stories. In the 1990s,
the situation started to change. The straightforward vendetta stories have been rapidly
decreasing, while Chashingura stories with diverse perspectives are steadily increasing,
specifically in theatrical performances. Before exploring this polarization trend, 1 will

scrutinize the stage adaptation in the next chapter.

Summary

A vendetta known as the Ako incident occurred on the fifteenth day of the twelfth
month of 1702. This incident shook the peaceful society of the Genroku era. The forty-
seven Ako ronin led by Oishi Kuranosuke, karo of the Aka-han, avenged their lord’s
death on Kira Yoshinaka who was a high-ranking official of the Tokugawa bakufu. One
year and nine months before this incident, their lord Asano Naganori had been sentenced
to seppuku because of his attack on Kira in Edo Castle. The former Asano vasssals, who
became ronin, believed that this affair was a kenka (fight) between their lord and Kira;
however, the bakufu did not punish Kira. Outraged by this one-sided and unfair
judgement, the Ako ronin decided to kill Kira with their own hands, successfully carrying
out the vendetta. The public was deeply impressed with the apparently unbending
cohesion of the vendetta league members. In actuality, there was serious strife among the
members over the samurai honor: Oishi’s moderate group prioritized organizational

honor and adhered to the restoration of the Asano house, while Edo radicals insisted on
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killing Kira to preserve their personal honor. It was only after the bakufu decided not to

restore the Asano house that all the league members agreed on the vendetta.

The league members surrendered to the bakufu after the vendetta. It took a month
and a half before the bakufu finally sentenced seppuku to all the members. Shogun
Tsunayoshi was assumedly influenced by the view of Ogya Sorai, a Confucian scholar in
the service of a shogun councilor Yanagisawa Yoshiyasu. Although Sorai was
sympathetic with the Ako ronin, he argued that they should be executed by honorable
seppuku because their actions were illegal. As regards moral righteousness of the Ako
ronin’s conducts, the views of Confucian scholars ranged from the harshest
condemnation by Sato Naokata to Asami Keisai’s claim that their conducts were morally
right because Kira was to blame for death of Asano; however, all the Confucians agreed
that the vendetta league members violated the bakufu law and deserved death penalty.
The bakufu decision was against the public sentiments. People revered the forty-seven
samurai and resented the discrepancy between the legal judgment and the moral
approbation. After their death, the Ako6 ronin became legendary heroes. Yet, they were
criminals during the Edo period.

In the first year of the Meiji Period, the Emperor sent a message to the temple of
Sengakuji, and praised Oishi Yoshio as a righteous and loyal samurai. This message was
interpreted as official recognition for Ako ronin’s actions. Since then, loyalty of the Ako
ronin to their lord became deliberately misinterpreted as loyalty to the nation, and the
incident started to be utilized to enhance patriotism. This tendency continued until the

end of the Second World War, while Chaishingura stories featuring defectors, traitors or
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even enemies on Kira’s side appeared in literature during the Taisho and the early Showa

periods.

Although the patriotic education was abolished after the War, Chashingura stories
continued to highlight the heroic and loyal deeds of the forty-seven ronin in the popular
entertainment. Many Chashingura films and TV dramas were produced because they
promised good revenues and high viewer ratings. Most of them were straightforward
vendetta stories, with Oishi the hero versus Kira the villain. However, the popularity of
those “orthodox” Chashingura started to fail in the 1990s (Table 3). By contrast,
unorthodox stories and parodies of Chashingura have been steadily increasing,

specifically in theatrical performances, since the mid-1990s (Tables 1 & 2).
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Chapter 3: The Stage Adaptation of the Ako Incident

l. The Kabuki and Joruri Plays Before Kanadehon Chiishingura

A. The Boom of the 4ka-mono (Works Covering the Ako Incident)

Following death of Shogun Tsunayoshi in the first month of 1709, pardons were
granted to Asano Daigaku Nagahiro and four Ako ronins’ sons who had been exiled to
Izu Oshima Island as the punishment for their fathers’ crime.* Daigaku returned to Edo
from Hiroshima, and the Asano house was restored in the next year, even though the fief
granted to Daigaku was only five hundred koku (Matsushima 124-125). After the
“effective end of the entire incident” (Smith, “The Trouble with Terasaka” 14), the
bakufu seems to have loosened the crackdown on the adaptation of this incident into
popular forms of entertainment such as kabuki, joruri*and ukiyo zashi (popular fictions
in the Edo period). The boom of the 4ko-mono (works covering the Ako incident) started
in 1710 (Miyazawa, Ako roshi 2-3).

Toward the end of 1747, Terasaka Kichiemon died. As discussed earlier, there has
been a controversy for three hundred years over the reason why he did not surrender to
the bakufu authorities together with other league members, although he had most
probably joined the attack on Kira. Smith says that “all the evidence works to conclude
that his exclusion from the league was in essence a denial of the honorable sentence of
seppuku” (“The Trouble with Terasaka” 44) due to the fact that he was a low-ranking

ashigaru (foot soldier). Regardless of whether he should be included in the vendetta

* One of them, Mase Sadahachi, had died during his confinement in the island.

** As mentioned in Chapter 1, ningyé joruri is the formal term for this puppet play. However, it was
customarily called joruri. In modern days, it is commonly called bunraku.
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league or not, he was the only survivor directly involved in the incident. It is probable

that his death enhanced the interest of the public in the Ako incident and brought about
the great success of Kanadehon Chiishingura the following year.

In kabuki and joruri, more than a dozen 4k6-mono had been written and performed
before Kanadehon Chiishingura, which incorporated some characters and episodes of the
preceding plays and came to be regarded as the culmination of the Ak6-mono
(Matsushima 132-143). Kanadehon Chishingura was so popular that the term
Chushingura became the title of most of the subsequent stories with the theme of the Ako
incident (Matsushima, 177; et al.).

B. Kabuki Plays

The Ako-mono boom was triggered by a smash hit of a kabuki play Onikage
Musashi Abumi (V8 =& 2244 7545°°) written by Azuma Sampachi (Z-2£ = /\). It ran for
one hundred and twenty days from the tenth day of the sixth month of 1710 (Imao 178).

In the same year, Taiheiki Sazareishi (A -7t & &4),* another 4ko-mono, was also
staged in a kabuki theater, followed by its sequel Sazareishi Go Taiheiki (f§#% A F-5t).
After the successful performance of Chiishin Iroha Gunki (‘B FE.\ AT EFD) in

1717 (Watanabe, Chishingura 46), there had been a period of stagnation until the A4o-

mono came back to kabuki stages in the late 1720s (Matsushima 138-140). In the sixth

*® In some books, Chinese characters “Ej&” instead of “SE{A &> is used (Kawatake S. 168; Matsushima 135).
This is betsu-dai (alternate title) (Nojima, 131).

“"Playwright is unknown, but Watanabe assumes it was written by Azuma Sampachi (Watanabe, Chishingura
68).
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month of 1747, Oyakazu Shijia-shichi Hon (k%% P4 +-£4)* with Sawamura Sajiird |

(WK 52 -1EB) playing the role of Ogishi Kunai (the historical Oishi Kuranosuke)
generated full houses in Kyoto Nakamura Kumetaro-za (Kawatake, S. 171). Ogishi’s
drunken behavior in pleasure quarters is said to have become a model for the puppet of
Oboshi Yuranosuke in Kanadehon Chiishingura which was first staged as a joruri play in
the following year (1748) (Matsushimal54).
C. Joruri Plays

In 1710, Kenko Hoshi Monomi-guruma (F41-1£Rl4) i #) and Goban Taiheiki (3
% R ST-5E) written by Chikamatsu Monzaemon (T #AFH #2147 F5) as well as the joruri
version of Onikage Musashi Abumi by Ki no Kaion (47 %)*° were staged. The year of
the first performances of the two Chikamatsu plays is disputed; either 1706 (Matsushima
133; et al.) or 1710 (Imao 182; et al.). Kabuki Gedai Nenkan Meiwa Bon (#5144 4E
# B FnA: a kabuki almanac compiled in the Meiwa era) wrote that Goban Taiheiki was
performed on the first day of the sixth month of the third year of the Hoei (1706)
(Watanabe, Chiishingura 42).>° In the first month of the same year, Kira Yoshichika (&5
F %)), Kira Yoshinaka’s grandson and his legitimate heir, died in Suwa (a

mountainous area approximately 200 km away from Edo). After the vendetta incident,
the fief of Yoshichika was confiscated, and he was placed in the custody of the lord of

Suwa domain (Matsushima 125). He was a victim of the Aké incident. It is possible that

*The same titled play was first performed in 1726. Azuma Sampachi also wrote the same titled play in later
years. The play staged in 1747 was written by Namiki Eisuke (ibid. 46-47).

*® This joruri play was inspired by the same titled kabuki play by Azuma Sampachi.
%0 Watanabe argues that this description is erroneous.

% 1n some documents, his name is read Yoshimasa.
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Chikamatsu was inspired by Yoshichika’s death to write the above plays, but the

performances ran only for a short period. Then, the performance of Goban Taiheiki in
Osaka Takemoto-za in 1710 after the start of the Ako-mono boom achieved success
(Miyazawa, Ako Rashi 3). In 1732, a joruri play Chiishin Kogane no Tanzaku (FEF 4278
fit) was staged. It was a collaboration with Namiki Sosuke (3 A< 52 8)) as a main
playwright. He was one of the three playwrights of Kanadehon Chiishingura, although he
wrote Kanadehon under the name of Namiki Senryti (7 A1) (Matsushima 138).
D. Gidayii kyagen

It should be mentioned that kabuki and joruri were interdependent. A good
example is the aforementioned episode of Sawamura Sojurd I. Chikamatsu Monzaemon’s
experience of writing kabuki plays for Sakata Tojiro (Y% H A%&+FE[S) also contributed to

improving the quality of joruri plays from simple folktales or hero stories to insightful
human dramas (Kawatake T., Kabuki no Zahyao 12). Conversely, many popular joruri
plays were introduced into kabuki especially during the Enkyo and Kan’ei era (1744-
1750) when joruri was at the height of its popularity. However, joruri theaters gradually
lost audiences to kabuki. In the 1760s, Takemoto-za and Toyotake-za in Osaka, two big
theaters which used to specialize in joruri plays, started to accept kabuki and other
theatrical troupes (Kodama Ryiichi, “Gidaya Kyoagen no Tenkai” in Iwanami Koza
Kabuki - Ningyo joruri Vol. 2, 255).

Kabuki plays with joruri scripts are called gidayi kyogen (or maruhon kabuki) and
they are distinguished from regular kabuki plays. Kyagen means “play” and gidayi is
joruri music named for the narrator Gidayt |. Gidayi kyogen is accompanied by joruri

music, which is used to express the psychology and emotions of characters just as in
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ningyo joruri, but important lines are delivered by kabuki actors (Kodama 35-37).

Compared with regular kabuki plays, gidayi kyogen are “full of large-scale dynamics and
unexpected tricks which were designed to hold the interest of the puppet-theater
audiences” (Toita, Kabuki 110).

Among many gidayi kyogen, Kanadehon Chishingura, Yoshitsune Senbon Zakura
(FE T AA%) and Sugawara Denju Tenarai Kagami (& =i -5 §&) are three major
representative works (Kodama 35). All of them are lengthy plays. For example, it takes
eleven to twelve hours to perform all the acts of Kanadehon Chiishingura without
omission. This format of performance is called toshi kyagen. It was customary to perform
the plays as toshi kyagen in the Edo period: theaters opened with the dawn and the
performances lasted until the dusk. Theater-going was a day long entertainment. “It was
an exciting experience...especially for the womenfolk who had little occasion to appear
in their best clothes or to eat and drink in public” (Brandon & Malm & Shively 24). In
modern days, midori® is the more common format of performance (Kodama 43);
however, some plays are performed as toshi kyogen once in a while. Even if the
performance is called tashi kyogen, a couple of acts are usually omitted because of the
time limitation, and the daijo (grand opening: the first act) is still performed only in
Kanadehon Chiishingura (Hattori, ed., Kabuki no Hyogen 125). Thus, this play enjoys an

exceptional status in kabuki.

2 The format to perform only the popular scenes from the kyagen (Kodama 43).
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These three plays were collaborations of the same three playwrights: Takeda lzumo

(7r 1 HEE),%° Namiki Senryd (32 A F#01) and Miyoshi Shoraku (= 4F#2%5).
Collaborated plays have a more diverse and complex structure than those written by
single playwrights due to the different playwriting styles of the contributors. This fact
makes them more intriguing when they are unified as one complete play (Kawatake T.,
Kabuki no Zahyo 160), in spite of the unevenness of the play resulting from the unequal
abilities of the playwrights as well as the noticeable inconsistencies in the characters
(Keene, “Introduction” in Chishingura 10).
E. The Sekai (World) and the Shuké (Elements of a Play such as a Plot and
Characters)

The Aka-mono borrowed the sekai (world) of either Taiheiki (&F52)°* or Oguri
Hangan (/N34 E)°° as the setting for their stories because the bakufu “prohibited the

dramatization of matters of contemporary political interest” (Keene, “Introduction” of
Chushingura 3). Such plays which set the stories in previous periods in order to evade
censorship are called jidaimono (historical pieces). Jidaimono is one of the three
categories in kabuki. The other two categories are: sewamono (plays of common people)

and shosagoto (dances). As the table below shows, the names of the main characters in

%% Only Sugawara Denju Tenarai Kagami was written by Takeda Izumo I. Kanadehon and Yoshitsune Senbon
Zakura were written by Takeda Izumo Il (Watanabe, Kabuki 128).

> As aforementioned, this is a historical story about battles between Northern and Southern Courts of the
Japanese Imperial Line in the fourteenth century.

% This is a story of Oguri Hangan, a semi-legendary military hero (Smith, “The Trouble with Terasaka 15).
He returned from hell after he was killed by Yokoyama Daizen who had resented the love affair between
Oguri and his daughter Terute-hime (She is Yokoyama’s niece in some versions). Oguri and Terute Hime
go through hardships but eventually Oguri kills Daizen and marries Terute Hime. The story is set either in
the Kamakura or Muromachi period (the twelfth to fourteenth century), depending on the different versions.
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the Ako-mono differed depending on the sekai the plays chose. All of the plays in this

table exerted influence on Kanadehon Chiishingura.

The
sekai Main characters
(world)
historical N _ -

. Oishi - - - Yozen-in .
title ame Kuranosuke Asano Naganori | Kira Yoshinaka (Asano's wife) Chikara
Kenko Hoshi Monomi Taiheiki | Hachiman Tard Enya Hangan K& no Moronao Kaoyo Gozen Unknown

Guruma (1706)
Goban Taiehiki (1706) | Taiheiki | OPoshi EnyaHangan | Kono Moronao | N/A Rikiya
Yuranosuke
Onikage Musashi . .

S Oguri A Lo . Oguri Hangan Yokoyama . L

,.A_bumls(snzngyo Hangan Ogishi Kunai Kaneuji Saemon Terute Hime Rikinosuke
joruri)™ (1710)
'(I'f;?gl)kl Sazare Ishi Taiheiki | Ogishi Kunai Enya Hangan Kono Moronao Izumo no Mae Riktaro
Chiishin Kogane no Oguri Ogishi . " o
Tanzaku (1732) Hangan | Yuranosuke Oguri Hangan Yokoyama Gunji N/A Rikiya

5 e chirhi In this play, only Sawamura Sojiird's Ogishi Kunai is mentioned in a few
3)/ akaf?u 4‘§hlju shichi Taiheiki | Ogishi Kunai books I read; however, the names of the characters are assumed to follow

on ( ) other Chiishingura stories which borrowed the sekai of Taiheiki
Kanadehon ... | Oboshi _ -
Chiishingura (1748) Taiheiki yuranosuke Enya Hangan | K& no Moronao | Kaoyo Gozen | Rikiya

(Sources: Imao Tetsuya 134-205; et al.)

The playwrights incorporated the Akd incident in the sekai they borrowed. They

used the names and the basic attributes of the characters who belonged to that sekai. For

instance, Ko no Moronao was described as a greedy and amorous man, just as his

characterization in Taiheiki (Imao 143-146). At the same time, they invented new plots

and characters, or added new elements to the original characters. Such new devices are

called the shuka. The following are some examples of the shuko. In describing the

characters, | will use their first names because some characters share the same last names.

1. Taiheiki Sazareishi: A league member named Kamata Soemon plays an

important role. He was discharged by Lord Enya because of his love affair. This situation

% The script of kabuki Onikage Musashi Abumi was not left.
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resembles that of Hayano Kanpei®’ in Kanadehon; however, Soemon’s discharge had

happened long before Enya’s attack on Moronao, and he was pardoned by Enya just
before his seppuku. Since that incident Soemon became an important member of the
vendetta league, helping other members and supporting Ogishi Kunai. In this play, the
sacrifice of the wives of the league members is another important episode. The wife of
Soemon as well as his comrade’s wife became prostitutes to support their husbands, just
as Okaru®® in Kanadehon. Kunai’s wife killed herself to encourage her son, Rikitard, to
join the vendetta league (Imao 168-171).

2. Chiishin Kogane no Tanzaku: In this play, Namiki Sosuke combined the name
“Ogishi Kunai” and “Oboshi Yuranosuke,” and invented “Ogishi Yuranosuke” for the
historical Oishi Kuranosuke as part of the shuko (elements of a play such as a plot and
characters). He also omitted Terute Hime and the pivotal episode of Oguri’s resurrection.
Only a couple of episodes are reminiscent of the story of Oguri Hangan: Oguri’s death
caused by Yokoyama as well as the taming of a killer-horse named Onikage by Oguri’s
vassal Owashi Dengo. Namiki probably realized that the Ako ronin’s vendetta story
could not properly fit in the sekai of Oguri Hangan (Imao 191-193).

It is also worth noting that Hayano Kanpei appeared for the first time in this play,
although his characterization is different from that in Kanadehon. In Chiishin Kogane no
Tanzaku, Kanpei was a headlong and somewhat unwise samurai who attacked the enemy
on his own and was arrested (Smith, “The Trouble with Terasaka” 21). Later, he tried to
kill Yuranosuke, thinking that Yuranosuke’s dissolute life made him corrupt. In this play,

Kanpei is obsessed with killing the enemy just like some historical radicals of the

> One of the most important and popular characters in Kanadehon. See 11.A.4. Main characters.

%8 She is also one of the most important and popular characters in Kanadehon. See 11.A.4. Main characters.
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vendetta league, and this character does not show the weakness of the human mind,

which is Kanpei’s attractiveness in Kanadehon.
3. Goban Taiheiki: While the influence of those plays on Kanadehon Chashingura
cannot be overlooked, Goban Taiheiki written by Chikamatsu Monzaemon is especially
important because it was the first play which used the name Oboshi Yuranosuke and it
had many elements which were developed into episodes and characters of Kanadehon as
discussed below.

This play was written less than a month after Kenko Hoshi Monomi Guruma, and
Enya Hangan is already dead in this play. It is assumed that Chikamatsu had originally
planned to write a sequel to Kenko Hoshi Monomi Guruma but “decided to write an act
that treated, more or less openly, the vendetta of Asano’s loyal retainers” (Keene,
“Introduction” of Chiishingura 4). The outline of the story is as follows:

Oboshi Yuranosuke, whose former name had been Hachiman Tard, lived as ronin
in a rented house with his son Rikiya. A servant named Okahei lived with them. Okahei
is a shortened name of Teraoka Heiemon. His father Heizo used to serve Enya Hangan as
ashigaru; however, Heizo had been dismissed for misconduct by Lord Enya and lived as
ronin for some time. When Heizo heard about Enya’s seppuku, he hurried to Enya’s
castle, with his son, hoping to be allowed to join in defending the castle. However, his
plea was not granted. Disappointed, Heizo committed seppuku, telling his son to carry out
their lord’s vengeance on Moronao.

Okahei started to work in Moronao’s mansion and waited in vain for the chance

of attacking Moronao. Sometime later, he was ordered to spy on Yuranosuke. Okahei was

successfully employed as a servant in Yuranosuke’s house, and started to work as a
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counter-spy. He continued to provide Moronao with false information. One day, Rikiya

witnessed Okahei reading a long letter from Moronao during Yuranosuke’s absence,
although Okahei had said that he was illiterate. Suspecting that Okahei was Moronao’s
spy, Rikiya fatally wounded Okahei. When Yuranosuke came back, he blamed Rikiya for
his unwise action and told his son that he intentionally let Okahei work as a spy in order
to put Moronao off his guard. Then, Okahei confessed his real intention, and informed
them of the layout of Moronao’s mansion using black and white stones of go (a Japanese
board game). Acknowledging Okahei’s loyalty, Yuranosuke promised that he would
include Okahei and his father in the vendetta league. Okahei died with satisfaction. The
suicide of Yuranosuke’s wife and mother followed Okahei’s death. They killed
themselves to urge Yuranosuke to carry out the vendetta.

The second half of the play is the battle scene in Moronao’s mansion and the
successful killing of Moronao. In the ending, the league members committed seppuku in
Komyoyji, the temple in which their lord was buried. Before their seppuku, a bakufu
inspector conveyed a shogun’s message to them to the effect that the shogun wished to
save the lives of the league members for their loyal actions, but that death sentence was
unavoidable because they violated the law. Chikamatsu probably wanted to include this
message because it reflected the public sentiment. In this play, Enya’s son was not
punished; to the contrary, he was allowed to inherit his father’s fief. This ending was in
concert with the actual bakufu decision after Tsunayoshi’s death. Because of this ending,
some scholars have claimed that this play was written in 1710; however, it is possible that

this part was added to the original text when the play was restaged in 1710.
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As outlined above, the protagonist in the first half of this play is Okahei. He is a

prototype of Teraoka Heiemon in Kanadehon, and the historical Terasaka Kichiemon is
his model. However, the role of divulging the layout of Moronao’s mansion after the

6> in Kanadehon: he is

confession of his real intention is assumed by Kakogawa Honz
the protagonist in Act Nine (Matsushima 171). In Kanadehon, Heiemon does not die: he
can live to join the vendetta. It is Kanpei that proves his innocence and loyalty at the cost
of his life in Kanadehon. In this way, Okahei in Goban Taiheiki was divided into three
characters in Kanadehon: Heiemon, Honzo and Kanpei. The story of a counter-spy was
included in Chashin Kogane no Tanzaku as the story of Terasawa Shichiemon employed
by Yokoyama. The story of Teraoka Heizo was included in Mayama Seika’s Genroku
Chushingura as the story of Izeki Tokubei and his son. The historical Fuwa Kazuemon is
Heizo’s model, although Fuwa was allowed to join the vendetta league. Thus, Okahei in
Goban Taiheiki provided the succeeding plays with the basis to create new plots and
characters (shuko). Many Ako-mono were written by borrowing episodes from the

preceding plays in this way, and the kabuki masterpiece Kanadehon Chiishingura was

created in 1748.

Il. Kanadehon Chiishingura

Kanadehon Chiishingura is called dokujinto (Uno 322; et al.): it is “a cure for the
theatre’s doldrums and can always be expected to draw audiences when all else fails”
(Leiter, Kabuki Encyclopedia 166). This play was first staged in Osaka Takemoto-za as

joruri in the eighth month of 1748. Because of its great success, it was immediately

% Another important character in Kanadehon. See I1.A.4. Main characters.
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adapted to kabuki and performed in three big cities: Osaka, Kyoto and Edo. Since then,

this play has been performed many times in kabuki theaters, and it has a record for being
the most frequently performed play in the entire kabuki repertory (Fujino, ed. 178).%°
During the Edo period alone, it was performed three hundred and seventy-eight times
over one hundred and twenty years (Table 1).%* It survived the biggest crisis right after
the Second World War when many kabuki plays including this piece were banned by the
Allied Occupation on the ground that they would promote feudalistic concepts (Kawatake
S. 134-135). Since its memorable return to the stage in 1947 with an all-star cast, thanks
to Faubion Bowers,* it has been staged on important occasions such as the opening of
the Kabuki-za in 1951 and the National Theater in 1966 and the closing of the Kabuki-za
in 2009 to demolish it and construct a new building. Kanadehon Chiishingura will most
probably be performed at the opening of the new Kabuki-za building in 2013.

In this section, | will first discuss the following components of Kanadehon
Chiishingura: title, composition, playwrights, main characters and play structure.®® After
that, I will scrutinize its themes and the aesthetic elements indispensable to the beauty of

kabuki, with a view to finding out the reasons why this play has remained highly popular.

% This is not exactly correct. Kanjincha is the most frequently performed kabuki play; however, it is a one-act
play with the duration of only a little more than one hour. Yoshitsune Senbon Zakura comes next if midori
performances are included (Shinbashi Enbujo Program, Aug. 2010). Kanadehon is in the third position. If
only toshi kyagen is counted, Kanadehon will be the most frequently performed kabuki play next to
Kanjinchao .

81 The actual number will exceed this figure, because this data does not include the performances in numerous
small playhouses in local villiages.

82 After THE SECOND WORLD WAR, the Allied Occupation banned many kabuki plays on the ground that
they were based on feudalism and incompatible with modern societies. Faubion Bowers committed himself
to restore kabuki performances and all the bans were lifted in 1947 (Kawatake S. 147-150).

8 | will discuss the kabuki version which is different from the joruri script.
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A. The Component Elements of Kanadehon Chiishingura

1. Title: The different parts of the title have different meanings as follows:

Kana: hiragana®
The hiragana syllabary has forty-seven characters.®
Hence, “kana” alludes to forty-seven loyal vassals.
The number “forty-seven” also alludes to the same number of helmets
scattered around the body of Nitta Yoshisada, the enemy commander
Killed by Ashikaga Takauji. In daijo, Kaoyo is commissioned to discern
the commander’s helmet among the forty-seven helmets.

Dehon: liaison form of “tehon” which means “model.” In this title, “tehon”
alludes to forty-seven loyal retainers as model samurai, as well as the
hiragana practice book.

Chishin: loyal vassal

Gura: liaison form of “kura” which means “treasury.” “Chtshingura” is the
treasury which stores forty-seven loyal vassals who could be compared to
important treasure.

2. Composition: This play is a combination of jidaimono (it is placed in the
Muromachi period®®), sewamono (Acts Five, Six, Seven, Ten) and shosagoto (Michiyuki
between Act Four and Five, and Act Eight). Act Nine is also a variation of sewamono
because one of its main themes is father’s love for his daughter, although it is not a story
about commoners.®” In the acts of sewamono, characters wear costumes and wigs of the
Edo period, and they talk and behave like contemporaries of the Edo period.

3. Playwrights: As previously mentioned, this play is a collaboration by three
playwrights: Takeda Izumo, Namiki Senryti and Miyoshi Shoraku. It is said that
jidaimono parts (especially Act Four) were basically written by Namiki Senryt and

sewamono parts (especially Acts Five and Six) were written by Takeda Izumo (Torigoe,

® The cursive script that is one of the two sets of symbols of Japanese syllabic writing (Webster online
dictionary). Example: 7>72 (kana)

% The syllabary used to have forty-seven characters excluding “A > (n), but there are only forty-five
characters excluding “//” in modern Japanese hiragana syllabary.

66 1336-1573

% Shuzui Kenji (5Fhfii5) includes Act Nine in sewamono in his short introduction of Kanadehon
Chashingura (9) published by lwanami Shoten (first edition in 1937).
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et al., eds., Iwanami Koza Vol.9 56-58). It seems that Miyoshi Shoraku was assigned Act

Two and Ten which “are inferior to the others,” because “he was apparently no more than
a competent hack” (Keene, “Introduction” of Chiishingura 9). The episode of the
Kakogawa family in Act Nine closely resembles that of Yokoyama’s retainer Ota Budayi
in Chiishin Kogane no Tanzaku, mainly written by Namiki (KawatakeT., Kabuki Ronshii
225-226). So, it is reasonable to assume that Namiki also wrote Act Nine; however,
Takeda Izumo may have written this act as Jippensha Ikku (1765-1831)% assumed
(Keene, “Introduction” of Chiishingura 8) because it was a common practice for
playwrights to borrow the episodes of the preceding plays written by other playwrights.

4. Main Characters: Some names such as Oboshi Yuranosuke, Hayano Kanpei and
Teraoka Heiemon imply historical people, but their characterization is almost fictional.
Oboshi Yuranosuke: He is the historical Oishi Kuranosuke. This name is very cleverly
devised, and the credit of course goes to Chikamatsu Monzaemon. First of all, the sound
of both names is very similar. “Oboshi” means “a big star.” %9 «“yura” comes from
“yureru,” meaning “waver.” This word implies the wavering mind of Yuranosuke.
“Suke” represents the government post (Hashimoto, Chanbara Jidaigeki 50). Yuranosuke
is the central figure of the entire play; however, the protagonist (s) changes from act to

act. He is the protagonist only in Acts Four and Seven.

% A popular writer of the Edo period.

% The allusion to his name is made in the very beginning of Act One, as follows: The sweetest food, if left
untasted, remains unknown, its savor wasted. The same holds true of a country at peace: loyalty and
courage of its fine soldiers remain hidden, but the stars, though invisible by day, at night reveal themselves,
scattered over the firmament (Takeda, et al., Kanadehon Chiishingura translated by Keene 29).
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Figure 3: Oboshi Yuranosuke™

Ichikawa Danjaro X1I Matsumoto Kaoshird 1X (A master drawing produced
by Utagawa Kuniyoshi
in the image of the historical
Oishi Kuranosuke)

Rikiya and Oishi: Oboshi’s son and wife. “Riki-ya” is written “/J#K” in Chinese
characters. “/J” is also pronounced ““chikara.” The name of the historical Oishi’s son is
Chikara, although the Chinese characters for his name are “Z=#i.” Thus, Rikiya is named
after the historical Oishi’s son in two steps. Oishi (¥347) is almost the same as Oishi (K

47): the name of the historical Oishi’s wife was Riku.

7 The sources of the figures in Chapter 3 are as follows: Kanagawa Prefectural Museum of Cultural
History, ed. Images of Chiishingura in Ukiyo-e Prints, 2010; Engekikai Ichi-gatsu Rinji Zokan:
Chiishingura, 1999; Engeki-kai: Kanadehon Chishingura Tokushiz., Dec. 2009.
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Figure 4: Father and son Figure 5: Four characters in Daijo (from left to right)
Rikiya (Nakamura Kanjaku V) Momonoi Wakasanosuke (Nakamura Tomijard V)
Yuranosuke Enya Hangan (Onoe Kikugors VII)

(Nakamura Kichiemon 1) Ko no Moronao (Ichimura Uzaemon XVII)

Kaoyo Gozen (Bando Tamasaburs V)

% |
7 &
7 &
S
D

K6 no Moronao, Enya Hangan and Kaoyo Gozen: They are the characters borrowed
from Taiheiki and modeled after historical people, as previously discussed. In daijo, Ko
no Moronao is the protagonist. Enya Hangan is one of the protagonists of Act Four.
Hayano Kanpei: Kanpei is a close attendant to Enya Hangan. Although his name is
taken from a historical ronin Kayano Sampei, his characterization is completely different
from Kayano. They share only one episode: both of them committed seppuku before the
attack on their enemy. He is probably the most popular character in Kanadehon

Chiishingura. | will discuss him in more detail in the section on the theme of this play.
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Figure 6: Hayano Kanpei

Kataoka Nizaemon XV Onoe Kikugord VII Jitsukawa Enjaku 111
Kanto style: Kanpei in a Kamigata style: Kanpei in an
light-blue kimono with a informal, casual kimono
family crest

Okaru: She assumes a crucial role in this play. She is an amalgamation of several
characters from the preceding plays. In Chiishin Kogane no Tanzaku, for instance, the
daughter of an Oguri’s former retainer becomes a prostitute to buy medicine for her
father who is seriously ill. This situation resembles Okaru in Act Six of Kanadehon.

Figure 7: Okaru

lady-in-waiting Kanpei’s wife prostitute
(Nakamura Tokizo V) (Kataoka Hidetaro I1) (Nakamura Jakuemon V)

Teraoka Heiemon: His model is the historical Terasaka Kichiemon. He is an ashigaru

(the lowest-rank samurai) and Okaru’s brother. He is one of the protagonists in Act Seven.
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Figure 8: Heiemon (Tomijurd V)

Momonoi Wakasanosuke (See Figure 5): He is the lord of Harima and entrusted with
entertaining Ashikaga Tadayoshi, Shogun Takauji’s brother and his deputy, along with
Enya Hangan. Ko no Moronao, his arrogant supervisor, insults him at Tsurugaoka
Hachimanga Shrine (daijo). Because of this affair, Wakasanosuke decides to Kill
Moronao in Ashikaga Palace (Act Two).

Kakogawa Honzo: He is karo of the Momonoi house. In order to prevent
Wakasanosuke’s attack on Moronao, he tries to appease Moronao’s anger by bribing him.
Just like the historical Kajikawa Yosobei, Honzo holds Enya back when Enya tries to kill
Moronao who insulted Enya, shifting his resentment from Wakasanosuke to Enya (Act
Three); however, this is the only episode which reminds the audience of Kajikawa.
Honzo is the protagonist of Act Nine (Toita, Chiishingura 221). | will come back to him
in the section on the theme of this play.

Tonase and Konami: They are the wife and the daughter of Kakogawa Honza. Tonase is
Konami’s step-mother. Tonase is said to be the most difficult character to play because
she has to show her complex psychology of caring for Konami all the more because

Konami is her step-daughter (Act Nine).
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Figure 9: Wakasanosuke, Honzo, Tonase, Konami

Honzo (Ichimura Uzaemon XVII)  Honzo (Kataoka Gato V) Konami (Nakamura Matsue V:
Wakasanosuke (Danjard XII) current Kaishun I1)
Tonase (Nakamura Utaemon V1)

Ono Kudayii: The historical model is Ono Kurobei, who is a traitor in most Chiishingura
stories. Ono Kudayii is depicted as a blatant traitor who becomes a pawn of Moronao. He
is killed in Act Seven.

Ono Sadakura: He is a son of Ono Kudayt and becomes a highwayman after the
destruction of the Enya house. In Act Five, he murders Yoichibei, Okaru’s father, and
robs his money. Although he appears on the stage for only minutes, he is a very popular
character. He is a typical iro-aku (a good-looking villain). The legendary Nakamura

Nakazo | (FH#HHER) (1736-1790) started this acting style and changed a former

mediocre Sadakurd into an attractive villain (Tsurumi & Yasuda 44-52). Toita wrote:
“When Nakamura Nakazo I played the part of Sadakurd, who murders the farmer
Yoichibei in the fifth act of Chishingura, he wore a black kimono with a white sash
and carried a red-handled sword. This costume has become a symbol of the spirit of
kabuki, which portrays even evil in strikingly beautiful colors” (Kabuki 81).

Amagawaya Gihei: He is the protagonist in Act Ten. He was popular among commoners

in the Edo period because he is a chonin. Act Ten is seldom performed in modern days.



64
Figure 10: Ono Sadakurs and Amagawaya Gihei

Ono Sadakurd (Danjiro XII) A book of Ono Sadakuro ~ Amagawaya Gihei
Ukiyo-e collection (Tomijurd V)
5. The Play Structure: Kanadehon Chiishingura consists of the following eleven
acts, starting in spring and ending on a snowy day in winter. Thus, all the four seasons are
included in this play: spring (Acts One to Four), summer (Acts Five and Six), fall (Act
Seven) and winter (Acts Eight to Eleven).

Figure 11: Uraomote Chiishingura (Utagawa Kuniyoshi)

(All the acts are incorporated in one picture consisting of three panels)
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Daijo: Act One is called daijo. In modern days, daijo is omitted even in toshi kyogen

except for this play, as aforementioned. Daijo has a role as an important forerunner of
tragic incidents in the succeeding acts. This act is famous for its beauty of forms. The
color of main characters’ costumes has been handed down for generations (Toita, Kabuki
88; Figure 5). Actors are expected to play their roles in the kata (acting forms), also
handed down from their predecessors (Seki 26-43). As the curtain begins to open, the
actors gradually raise their heads, emulating the movement of puppets. This is a remnant
of the original joruri play. In this act, Kaoyo is called forward by Tadayoshi to identify
the helmet of the enemy commander Nitta Yoshisada. After Tadayoshi goes inside the
Tsurugaoka Hachimangi Shrine to put Nitta’s helmet in its treasury, K6 no Moronao
enforces Kaoyo to receive his love letter. Momonoi Wakasanosuke witnesses this scene
and helps her leave the place. Outraged, Moronao insults Wakasanosuke.

Figure 12: Daijo (Utagawa Toyokuni)

Act Two: This act is usually omitted, even in tashi kyogen.” Yet, it is an important act
because the indirect cause of Enya’s seppuku is revealed here. Momonoi Wakasanosuke
confides to Kakogawa Honzo his determination to kill Moronao who insulted him. Honzo

encourages his lord to carry out the attack on Moronao, because Honzo knows that

™ This act was included only twice in 25 performances of Kanadehon in Kokuritsu Gekijo (the National
Theater) (Kokuritsu Gekijo Dentd Geind Database).
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Wakasanosuke would not listen to him even if he tries to dissuade his lord. However, he

is secretly determined to bribe Moronao to appease his resentment against Wakasanosuke.
Act Three: In the first part of this act, sanmaime (comical character) Sagisaka Bannai
plays a main role in providing comic relief, immediately before Honzo arrives at the
scene with an impressive amount of gifts to Mononao. In the second part, Okaru delivers
a letter box to Enya through Kanpei. This box contains a poem implying Kaoyo’s rebuff
of Moronao’s love. After having asked Enya to hand it to Moronao, Kanpei sneaks out
with Okaru during the welcoming ceremony for the shogun’s deputy. This scene indicates
the succeeding tragedy as | will discuss later, but it is usually omitted.

Figure 13: Scenes of Gift Giving (left ) and Rear Gate (right

BISE ==

(Utagawa Hiroshige) Sagisaka Bannai loves Okaru.
He is trying to arrest Kanpei, just as two lovers
are set to run away from Edo.
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In the third part of Act Three, Moronao begins to taunt Enya Hangan in Ashikaga Palace
after he has learned Kaoyo’s definite rejection of his love. Enya attacks Moronao, having

failed in containing his anger aroused by Moronao’s relentless insult.

Figure 14: Scenes of Kira’s Taunting and Hangan’s Attack

Hangan (Kikugord VII) Yamashina Kodomo Kabuki (2010)
Moronao (Ichimura Uzaemon XV1I) (by kindergarteners)

Act Four: The highlight of this act is the scene of Enya Hangan’s seppuku and the
appearance of Oboshi Yuranosuke for the first time in this play. Kokin Iroha Hyorin
commented that the scene of Yuranosuke hurrying to the venue of Enya’s seppuku was
the most important part for a Yuranosuke actor in the entire play (163 & 168). Different
kata (acting forms) exist for this scene, handed down from different kabuki families
(Kokuritsu Gekijo Geind Chosashitsu, ed. 62). An Enya actor has to behave with dignity
at the time of seppuku (ibid. 61).

Michiyuki (Ochiudo): This scene is shosagoto, a dance scene by Okaru and Kanpei on
their way to her hometown, and it serves as a refreshing moment for the audience in
between serious acts. It did not exist in the original joruri script. Okaru’s mind is filled
with love for Kanpei, whereas his utmost concern is how to behave as loyal samurai to
the deceased lord. The discrepancy between the feelings of the two characters is shown in

this act (Engekikai, “Chiishingura” 22).
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Figure 15: Hangan’s seppuku Figure 16: Michiyuki

Yuranosuke (Danjard XII), Okaru (Tamasaburd V),
Hangan (Nakamura Shikan V11I) Kanpei (Kataoka Takao=current Nizaemon XV)

Acts Five and Six: In case of midori performance (the performance of only popular acts
from lengthy kyogen), these two acts have been most frequently staged in the National
Theater.”” Act Five is the prelude to Kanpei’s tragedy in Act Six. In Okaru’s hometown,
Kanpei lived as a hunter. One night, he mistakenly shot Ono Sadakurd to death, and stole
the money he found in the pocket of Sadakurd’s kimono, when he was fumbling in it for
some medicine. This was originally the money of Yoichibei, Okaru’s father. Sadakurd
murdered Yoichibei and robbed him of this money a while before. In Act Six, Kanpei
came to know that Okaru decided to sell herself to raise the money Kanpei needed for
joining the vendetta league, and the money he had stolen was the down payment
Yoichibei had received from a teahouse (brothel) in Kyoto. Because of the subsequent

unfortunate misunderstandings, Kanpei believed that he had killed Yoichibei and stolen

"2 In the National Theater, Kanadehon has been staged twenty-five times (including one tashi kyagen). Acts
Five and Six were included in sixteen performances (Kokuritsu Gekijo Denté Geino Database). The next
popular act is Act Seven, which has been staged only eight times. However, in Shochiku affiliated theaters,
Act Seven has been most frequently performed.
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his money. Kanpei eventually committed seppuku.

Figure 17: Act Five (Utagawa Kuniyoshi)

(All the scenes are incorporated in one picture)

Figurel8: Kanpei’s seppuku

Senzaki (Yajiro), Kanpei (NizaemonXV), Fuwa (Sadanji)
Act Seven: This Act consists of two parts. Yuranosuke is the protagonist in the first half
of this act which depicts his dissolute life in the pleasure quarters. This scene was
included in most of the preceding plays. Yuranosuke pretends to have given up the
vendetta and indulges himself in debauchery, hiding his true mind. A Yuranosuke actor

has to express his inner anguish through his physical movement and manner of speech
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(Toita, Chashingura 207-213). The second half depicts the love between siblings, Okaru

and Heiemon.

Figure 19: Gion Ichiriki-Chaya

Famous scene with Yuranosuke (Nizaemon XII1) The same scene by Utagawa Kunisada
Okaru (Onoe Baiko VII)
Ono Kuday (hiding under the porch)

Acts Eight and Nine: These two acts are the story of the Kakogawa Honzo’s family.
Honzo’s daughter Konami was betrothed to Yuranosuke’s son Rikiya, but the Kakogawa
family lost contact with the Oboshi family after Enya’s seppuku. Konami had been deeply
depressed since then. So, Honzo told his wife Tonase to take Konami to Yamashina, a
retreat of the Oboshi family. Act Eight is michiyuki (travel-dance) of Tonase and Konami
on their way to Yamashina. Act Nine depicts Honzo’s death at the hands of Rikiya. That

was Honzo’s secret plan. He knew that he was regarded as Enya’s enemy because he had
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held Enya back when Enya had tried to kill Moronao. The vendetta league members also

detested Honzo because of his act of bribing Moronao. Honzo was convinced that
Yuranosuke would not accept Konami as Rikiya’s wife as long as he were alive. He
resolved to sacrifice his life for his daughter’s happiness. Death of Honzo is one of the
main themes of this play, as | will discuss at length later in this chapter. Nizaemon XIlI

said that the beauty of kabuki is concentrated in Act Nine (Sekiya 313).

Figure 20: Act Eight (Michiyuki ) and Act Nine (Yamashina Retreat)

(Utagawa Kunikiyo) Honzo (Uzaemon XVII) is prepared to be killed by
Rikiya (Yasosuke V).

All the scenes of Act Nine are incorporated in this painting. (Utagawa Toyokuni)
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Acts Ten and Eleven: Act Ten is seldom staged.” This is the only act in which a chonin

is the protagonist, and it was frequently included in tshi kyogen in the Edo period (Ako
Shi- Shi Hensanshitsu 10-125). However, this act is not highly evaluated by drama critics
(Toita, Chashingura 229).

Figure 21: Act Ten (both paintings by Utagawa Hiroshige)

The AkG ronin are disguised as policemen,  The most famous scene of Act Ten,

knocking on the door of Gihei’s house. where Gihei says, “Amagawaya Gihei
is a man,” meaning he would never
concede to any threat.

Act Eleven depicts the events on the day of the raid on Moronao. The original joruri

script does not give detailed accounts of spectacular fighting. The battle scenes are very

short. In kabuki plays, a mixture of several scripts is used in order to add more battle

scenes. Because of this fact, Act Eleven of kabuki plays give the impression that it is

different from other acts of Kanadehon Chiishingura (Engekikai Ichi-gatsu Rinji Zokan

46-48).

" 1t was staged only once in the National Theater (Dento Geino Database).
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Figure 22: Act Eleven
ek =

Moronao is drawn out of the hiding place. After the vendetta, the AKG ronin are
on their way to Komy®oji Temple.

B. The Reasons for the Popularity of Kanadehon Chiishingura

The following two factors are assumed to be the major contributors to the long-
lasting popularity of Kanadehon Chiishingura: the universality of its themes and the
aesthetic elements.
1. The Universality of the themes: | argue that death and love are the two main
themes of this play. This section will outline these themes individually.

Death: In this play, nearly every male character dies, just as in the historical Ako
incident. Among them, the following three deaths are particularly important: seppuku by
Enya Hangan and Hayano Kanpei, and death of Kakogawa Honzo.

Enya Hangan’s seppuku is based on the historical fact. The reasons for the

historical Asano’s attack on Kira were unknown. In Kanadehon Chiishingura, Moronao
taunted Enya for two reasons: (1) Moronao’s love was rejected by Enya’s wife Kaoyo.
This episode is based on Taiheiki; (2) Enya did not bribe Moronao. This episode has been
a standard explanation for the historical Asano’s attack regardless of its authenticity.

Because of the grave humiliation inflicted on Enya by Moronao in Ashikaga Palace,
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Enya’s anger was understandable and he was not openly criticized for having drawn his
sword in the shogun’s palace; however, Act Nine contains critical remarks on Enya
Hangan. Honzo says, “Lord Enya should have been more prudent.’* What a rash and

'79

unfortunate way to have behaved!” Then, the narrator says, ‘“Yuranosuke recalls his
master’s quick-tempered action, and in his heart he chokes with impotent rage that he
never had the chance to display his loyalty on the battlefield ...” (Keene, Chiishingura
148).” These passages imply that Enya’s death was caused by his shallow-minded and
irresponsible action, which deprived his vassals of the chance to show their loyalty in the

right place on the right occasion.

Kanpei’s death was caused by his lack of willpower and shallow personality. He

met Okaru covertly while he was on duty, because she asked for it and he was “powerless
to resist” (Keene, Chiushingura 55). While he was meeting her, Enya attacked Moronao.
Feeling guilty of abandoning his duty, he decided to commit suicide; however, he could
not, because Okaru successfully persuaded him to take shelter with her parents and wait
for an opportunity to avenge his lord’s death.

After he became a hunter in Okaru’s hometown, he relied on his father-in-law’s
favor when he needed money to join the vendetta league. He said to Yagoro, one of the
league members, whom he encountered in the mountain one night, “...I am sure
Yoichibei (his father-in-law) won’t refuse, for his children’s sake, to sell the little land he
owns” (Keene, Chiishingura 80). A while later, he stole money from a stranger whom he

had accidentally shot to death. In this way, Kanpei’s actions were haphazard and

™ This line in a Japanese text goes as follows: “Asaki takumi no Enya dono...” (& 72 < ZOHEAE..)
“Asaki” and “takumi” implies Asano Takuminokami.

"™ This is the English version of Kanadehon Chiishingura written by Takeda, et al. and translated by Keene. In
order to distinguish this book from the original Japanese text, | will refer to it as “Keene, Chiishingura.”
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inconsiderate. Later on, he mistakenly thought that the man he had killed was Yoichibel,

and he committed seppuku in the presence of two league members to prove that he did
not have any vicious intention. Although his action was out of loyalty to his lord, it was
impulsive and thoughtless. Kanpei had to pay for his imprudent actions with death. Only
after his death, was he redeemed and included as a vendetta league member. As outlined
above, Kanpei is an unrespectable man. He is a man with frailties, just like ordinary
people in town. Nevertheless, he is a protagonist in Acts Five and Six, and he is probably
the most popular character in Kanadehon. This fact shows that Kanadehon has enjoyed
its popularity because it depicted the tragedies of ordinary people rather than centering on
the vendetta by forty-seven loyal ronin.

Honzo suffered from a sense of guilt ever since restraining Enya Hangan from
killing Moronao. He also knew that Moronao shifted his resentment from Wakasanosuke
to Enya after he bribed Moronao. Honzd was so desperate to prevent his lord from
attacking Moronao that he did not bother about the morality of bribing: he knew bribing
was the most effective means to propitiate Moronao. However, Honzo later thought that
his daughter was rejected by her fiancé Rikiya because of these two actions which were
unforgivable to Enya’s former vassals. He felt guilty about his daughter, and decided to
be killed by Rikiya so that Yuranosuke’s resentment would be appeased and his daughter
could marry Rikiya. At the moment of his death, he said to Yuranosuke, “This life, which
I never thought I would give up except in my master’s service, | yield for my child”
(Keene, Chiishingura 144). He also told Yuranosuke that he had held Enya back because
he had thought that Enya would not be executed if Moronao did not die. In this way, all

of Honzd’s actions were unselfishly motivated.
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Unlike Kanpei who had many faults, Honzo was an admirable man. Nevertheless,

he was never as popular as Kanpei in Kanadehon Chiishingura. Regardless of his lack of
popularity, the story of the Kakogawa family constitutes an important part of Kanadehon.
Honzo is the counterpart of Yuranosuke. They share many personality traits: Both are
insightful, respectable and faithful samurai. Their situation was alike. Honzd said to
Yuranosuke, “...I should by rights be in your position” (Keene, Chiishingura 143),
referring to his master’s determination to cut Moronao down the day before Enya’s attack
on Moronao. However, from the moment Honzo decided to bribe Moronao, out of his
loyalty to his lord, he started to be regarded as a villain until the last moment of modori.”
He was the sad antihero of this play.

Love: The other theme of Kanadehon Chiishingura is love. Moronao’s love for
Kaoyo was the important episode in the story of K6 no Moronao and Enya Hangan in
Taiheiki (Imao 137). Nearly all the preceding plays with the sekai of Taiheiki included
this episode, as did Kanadehon. Embarrassed by Kaoyo’s rejection of his love letter,
Moronao turned his indignation to her husband Enya Hangan. Moronao’s relentless insult
was the direct cause of Enya’s attack on Moronao in the shogun’s palace.

Love among family members is one of the main themes in Acts Six, Seven and
Nine of Kanadehon Chiishingura. As previously discussed, Honzo’s love for his daughter
is the important theme of Act Nine. In this act, Konami’s pure love for Rikiya and
Tonase’s self-sacrificial love shown by her determination to die for her step-daughter are

also highlighted.

"® «This is the term used to refer to what happens when a character who has seemed all along to be a villain
shows through some speech or action that he or she is in fact a person of virtue” (Kodama, 205).
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Act Seven depicts the love between siblings Okaru and Heiemon. Heiemon truly

cares for Okaru. His affection is shown in his words and behavior; however, he decided
to Kkill his own sister who had happened to know the secret about the vendetta, rather than
let her be killed by Yuranosuke. Furthermore, he intended to utilize her death for his own
purpose. He said to Okaru, “On the strength of having killed a person dangerous to our
plot I shall ask to join the league and go with the others” (Keene, Chiishingura 121). It
never occurred to him to help his sister escape from Yuranosuke, nor escape with her.
Heiemon’s description of Yuranosuke as a man who “was single-mindedly and
fanatically motivated by loyalty” (Keene, Chiishingura 121) could be applied to himself.
In contrast, Okaru showed unconditional deep love for her family. She consented to her
brother’s request to die for him and even volunteered to kill herself, rather than dying at
her brother’s hands, so that their mother would not hate him. All the women survived
because they were motivated by love, not loyalty; on the other hand, all the loyal men
eventually died.”’

This rule particularly applies to Okaru. She could survive in spite of her fatal flaw
only because love was her motivation. She was to blame for Enya’s seppuku. She had
been asked by Kaoyo to deliver a letter box to Enya through Kanpei. This box contained
a poem implying Kaoyo’s rejection of Moronao’s love. On second thought, Kaoyo told
Okaru to wait until the next day when all the rituals would be over. However, Okaru
decided to deliver it that day because she “was so anxious to see” Kanpei (Keene,
Chushingura 53). Thus, her passionate but inconsiderate action was the root cause of the

destruction of the Enya house (Imao 204). However, she was not doomed to death

" Except for Amagawaya Gihei. He was also a loyal man, but he did not die because he was a merchant. In
case of Honzo who died for his daughter, his tragedy started when he acted as a loyal vassal.
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because of her deep love for Kanpei. In Act Six, she showed her self-sacrificial love in

her decision to work in a brothel to raise the money Kanpei needed for joining the
vendetta league. Her sacrifice contrasts with Kanpei’s seppuku to show his self-sacrificial
loyalty to his lord.

As discussed above, the central themes of Kanadehon Chashingura are love and
death of mainly fictional characters outside the league: Kanpei had been a defector until
he committed seppuku; Heiemon was not accepted as a league member until he proved
his sincere loyalty by attempting to kill his own sister, because he was ashigaru, the
lowest rank in samurai hierarchy; Honzo was karo of Mononoi Wakasanosuke. He was
not a league member. Rather, he was regarded as their enemy until the moment of his
death; Okaru and other women were naturally excluded from the league. Meanwhile, this
play was based on the actual vendetta incident, in which the historical Oishi Kuranosuke
was the league leader and a definite hero. The audience could superimpose historical
people and events on the episodes such as Enya’s seppuku and Yuranosuke’s dissolute
life in pleasure quarters. Probably because of the universality of the themes and the
familiarity of the story, this play has maintained its popularity over many years.

2. Aesthetic elements: Aesthetic elements are also indispensable characteristics of
Kanadehon. Kabuki is a composite art of multiple elements such as color, music, dance
and acting forms handed down from generation to generation (Kawatake, T., Kabuki Bi
Ron 235). In many kabuki plays, these elements weigh more than scripts (Suwa 78-86).
In the case of Kanadehon Chiishingura, the storyline with the themes elaborated above is

excellently thought out, but this play also has many other elements.
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Here are a few examples. As aforementioned, the costume color in daijo has been

handed down over generations. Traditionally in Japan, black represents viciousness,
while white, red and purple represent justice and virtue (Suwa 83). Accordingly,
Moronao wears black costumes while Kaoyo wears purple and red costumes (See Figure
5 & 12). In Act Six, Kanpei changes from his hunter clothes into a light-blue kimono
with his family crest (See Figure 6). He does not have to do so, but this beautiful color
shows that he is the most important character in this scene (Hattori, ed., Kabuki no
Hyagen 224).7

As already discussed, joruri music is an indispensable element to express the
psychology and emotions of characters in gidayii kyogen. Occasionally, traditional or
original songs are played as background music to help explain the situation,
circumstances or psychology of the characters. In Act Seven, a song entitled “To Father
and Mother” begins to play when Okaru secretly starts to read Yuranosuke’s confidential
letter, and lasts until she begins to write a letter to her parents. The lyrics of this song
imply her past (Seki 272-273). In addition, such musical instruments as drums are used to
describe particular circumstances. For instance, a big drum is beaten to indicate the snow-
falling in Act Eleven. Also in this act, battle scenes called tachimawari are
choreographed with dance movement. Two dance scenes in Kanadehon are inserted to
relieve the tension of the audience.

Costumes, wigs, make-up and props are also important elements of kabuki. They
serve to identify character types (Seki 317). For instance, the change in Okaru’s

circumstances from a lady-in-waiting to Kanpei’s wife to a prostitute is clearly shown by

"8 In Kamigata kabuki, Kanpei does not change his clothes. People in Osaka are more realistic and think that it
is unnatural to wear a kimono with a family crest at home (See Figure 6).
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her costumes, wigs and belongings (See Figure 7). Hattori says “Wigs act,” referring to
Kanpei’s hair style changing from neatly set to tousled hair at the seppuku scene (See
Figure 18) (Kabuki no Hyogen 357). Even the white color put on a face differs between a
hero and a villain. Sadakurd’s face is painted pure white. Then, his skin takes on a slight
blue color when it is seen from the audience, and he looks like a villain. In contrast, a
Kanpei actor wears white powder with reddish tint (Seki 76-77).

Compared to Kanadehon, Genroku Chiishingura (JGtk%E ) written by
Mayama Seika (11175 4%) (1878-1948) lacks in the aesthetic elements such as music,

color, dance, etc. Since its first performance in 1934, Genroku Chiishingura has been
performed one hundred and twenty-eight times, whereas the number of Kanadehon
performances during the same period is two hundred and sixty-seven " (See Table 1).
One of the major reasons for the lower popularity of Genroku Chiishingura is presumably
the lack of the aesthetic elements. All the same, this play occupies an important place in
the stage adaptation of Chiishingura in modern days. For this reason, | will elaborate on

Genroku Chiishingura in the next section.

1. The Stage Adaptation of Chiishingura Stories after Kanadehon

More than one hundred plays with the theme of Chishingura were written for
Jjoruri and kabuki after Kanadehon Chiishingura during the Edo period (Matsushima 187-

202), but none surpassed Kanadehon and only a few Chiishingura plays®® survived in

 The table shows 79 as the total number of Kanadehon in the 1930s; however, 35
performances between 1930 and 1933 should be deducted for the purpose of comparison,
because the first performance of Genroku Chiishingura was put on in 1934 (Ako-Shi Shi
Hensanshitsu 478-497).

8 Taiheiki Chishin Koshaku (A FalEE##) and Chiishin Renri no Hachiue (&
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addition to some parodies written by Tsuruya Nanboku IV. Because Nanbokuk’s plays,
specifically Tokaido Yotsuya Kaidan (FIfEIUAPERR), are growing in popularity in
modern days, | will scrutinize this play in this section. Genroku Chiishingura also needs
investigation because this play is the second most frequently performed Chishingura-
mono in kabuki theaters. | will start with Genroku Chiishingura. Chronologically, Yotsuya
Kaidan was created much earlier, but it is more relevant to modern society. It fact, this
play has increased in popularity after the Second World War both in kabuki and
contemporary plays. Specifically since the early 1990s, it has been performed by many
small modern theatrical groups. For this reason, | will conclude this chapter with Yotsuya
Kaidan.
A. Genroku Chiishingura

This is a cycle of ten plays written by Mayama Seika. It is grouped into shin kabuki
(new kabuki) which is a new genre of kabuki plays created after the Meiji Restoration
until the end of World War II by writers “outside of the world of kabuki” (Toita, Kabuki
195).2! The first play Mayama wrote in 1934 (The ninth year of the Showa period) was
Oishi Saigo no Ichinichi (The Last Day of Oishi), which is the last part in this cycle.
After he wrote Sengakuji no Ichinichi (A Day in Sengakuji) in 1941, his health
deteriorated. Although he may have planned to add a few more plays, he became almost
bed-ridden and died in 1948 (Powell, Kabuki in Modern Japan 147).

The most popular play in this cycle is Ohama Goten Tsunatoyo-kyo (Lord

Tsunatoyo at Ohama Palace) because “there was something for everyone in Ohama

HADF#kfE ) are a couple of examples which have survived and are sometimes performed
even now.

8 New kabuki plays written after The Second World War are called Shinsaku Kaukbi (7 1F 32 %).
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Goten...intellect and emotion...plenty of colour...even a little humour...a hint of
nationalism and a hint of populism” (Powell, ibid. 174). This comment of Powell’s also
applies to Kanadehon, whereas the other plays of Genroku Chiishingura cycle lack many
of these elements. Referring to the scene of Kuranosuke’s debauchery in the pleasure
quarters, Powell says, “Mayama’s version pales in comparison with the splendours of the
Gion under Tadayoshi in the classic play” (The Samurai Ethic 734).

Because of Mayama’s persistence with accurate details based on historical facts
(Powell, ibid. 728-730), Genroku Chishingura does not have impressive tableaus
irrelevant to the storyline such as the scene of Ono Sadakuré in Kanadehon. Although
Mayama “allowed his imagination full scope in many of his plays, not least in Genroku
Chushingura” (Powell, ibid. 728), he never deviated from the story of the loyal Akd
ronin, in contrast with Kanadehon which mainly depicts the fate of fictional people
outside the league, as aforementioned.

Another major difference between the two plays is the means of expression. Unlike
Kanadehon in which physical expression accompanied by music is an important element,
Genroku Chushingura concentrates on verbal expression. The whole cycle has
approximately seven hundred pages in the pocket book version. In contrast, the joruri
script of Kanadehon Chiishingura has only one hundred pages in the same book version.
In spite of such a big difference in page numbers, the length of time needed to stage them
as toshi-kyogen is almost the same. Both plays take eleven to twelve hours to perform all

the acts.®? It would be boring for the kabuki audience with high expectation for a splendid

8 In Kokuritsu Gekijo, tashi-kagen of Kanadehon Chashingura was performed in three installments over
three months from Oct. to Dec. in 1986. In 2006, toshi-kyogen of Genroku Chashingura took the same
format. It was performed over three months from Oct. to Dec.
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stage with music, dance and vivid colors to see characters in subdued color costumes

sitting on the stage and talking about samurai ethics for hours.

The main theme of Genroku Chiishingura is the importance of carrying through the
shoichinen (one’s first impulsive thought) (Powell, ibid. 739). In history, the revenge
against Kira was the shoichinen of many radicals, whereas Kuranosuke’s group
prioritized the restoration of the Asano house. As a result, serious philosophical conflicts
occurred between the two groups. In this play, however, the shoichinen is to act with
sincerity. Kuranosuke says, “... revenge (comes) second” (Powell, ibid. 741), and all the
league members agree with him. This is against the historical facts. Actually, it is
Mayama’s own philosophy. Kuranosuke apparently serves as a Mayama’s spokesman in
this play. Probably for this purpose, Kuranosuke is depicted as a model samurai with
exalted spirit. In contrast, the protagonists of Kanadehon are imperfect samurai such as
Kanpei and Heiemon. This fact could be another reason for Genroku Chishingura being
less popular. The audience may sympathize more with a character who has human
weakness than a faultless saint-like character.

Kuranosuke’s reverence for the Emperor may also work against the popularity of
this play in modern society. Because of this trait of Kuranosuke, the play seems to have
become a tool to advocate loyalty to the Emperor. In 1942, the de facto first year of the
Pacific War, it was performed fourteen times in contrast to nine times of Kanadehon
(Ako Shi-Shi Hensanshitsu 532-539). There was also an attempt to make a propaganda
film based on this play, as aforementioned. Then, the whole cycle of Genroku

Chushingura was criticized after the Second World War, mainly due to the loyalist scene
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at the end of Daini no shisha (The Second Messenger) (Powell, ibid. 743). Nevertheless,

this is a well-written play, and still performed quite frequently.
B. Tokaido Yotsuya Kaidan

Tsuruya Nanboku 1V (PU{t H #5)= g k) (1755-1829) wrote four parodies of
Kanadehon Chiishingura. In Kanadesoga Nezashi no Fujigane ({4 & ¢ 24 %3€), Ono
Kudayti assumes the role of Yuranosuke and deprives Yuranosuke of all the values which
were bestowed on him (Tsuruya Nanboku Kenkytkai, ed. 25). Kiku no En Tsuki no
Shiranami (3§%- A Hi%) (1821) was restaged for the first time in more than one hundred
and sixty years by Ichikawa Ennosuke 111 (=A% H ifiJIl3£.28f)) in 1984 (ibid. 88). The
protagonist of this play is Ono Sadakuro. He is depicted as a loyal samurai and the story
unfolds in a mirror world. Kamikakete Sango Taisetsu (% = 7. KY)) has been staged

many times since its revival in 1976. Its protagonist is a devilish killer named Satsuma
Gengobei, who is actually a historical Akod ronin Fuwa Kazuemon. In spite of all his
crimes, he is allowed to join the vendetta league in the end (ibid. 108).

Although all three parodies are interesting pieces, the most famous parody of
Chiishingura by Nanboku is Tokaido Yotsuya Kaidan (BfEE IUAEEFK) staged in Edo
Nakamura-za in 1825. At that time, Kanadehon Chiishingura and Tokaido Yotsuya
Kaidan were performed alternately over two days.® Yotsuya Kaidan is the culmination of
Nanboku’s works (Engeki-kai: Yonsei Tsuruya Nanboku Tokushi 18).

This is a ghost story which borrowed the sekai (world) of Kanadehon

8 On the first day, the first six acts of Kanadehon was first performed, followed by Yotsuya Kaidan from Act
One to the scene of Onbo Bori (Onbd Canal) in Act Three. On the second day, the scene of Onbd Bori was
again performed, followed by acts Seven, Nine and Ten of Kanadehon. Then, the remaining acts of Yotsuya
Kaidan were shown, and Act Eleven of Kanadehon concluded the two-day performance (Yokoyama, 179).
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Chushingura; however, the characters lived in the Edo period. The story begins after

Enya’s seppuku. The protagonist, Tamiya lemon, had formerly been employed by Enya
but discharged for his misconduct. He was a good-looking villain (iroaku) and a fu-gishi.
His wife, Oiwa, was forced into living separately from lemon by her father, Yotsuya
Samon, who hated Iemon’s degrading deeds. Samon was an Enya ronin. He had been out
of a job for some time. For the sake of this poverty-stricken father, Oiwa and her sister-
in-law Osode secretly worked as prostitutes. Osode’s husband was also an Enya ronin,
Satdo Yomoshichi. He was a gishi. A petty villain named Naosuke served as Iemon’s
henchman. Naosuke loved Osode.

One night, lemon killed Samon to reclaim Oiwa. On the same night, Naosuke also
killed Yomoshichi’s comrade, mistaking this samurai for Yomoshichi. Hiding these facts,
lemon and Naosuke promised Oiwa and Osode to help them retaliate against the
murderers. Persuaded by Naosuke, Osode started to live with him. Oiwa returned to
Iemon’s house.

However, tragedy struck Oiwa when her next-door neighbor, 1t6 Kihei, secretly
begged lemon to marry his granddaughter who had been pining for him. Kihei was
Moronao’s vassal. At first, lemon was unwilling to divorce Oiwa, but he eventually
accepted Kihei’s request on the condition that Kihei would recommend him for
employment with Moronao (Tsuruya 201). Obsessed with getting rid of Oiwa, Kihei
poisoned her. Her face became disfigured by the poison. In order to fabricate an excuse to
divorce Oiwa, lemon asked his acquaintance Takuetsu to rape her. She was accidentally
stabbed to death by the sword which she used to defend herself. At the moment of death,

she heard from Takuetsu that all the plots had been devised by Kihei and lemon. With a
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deep grudge against the perpetrators, she became a ghost and manipulated lemon to kill

Kihei and his granddaughter. Although Iemon had been tormented by Oiwa’s ghost since
then, it was not Oiwa’s ghost but Yomoshichi that finally avenged death of Oiwa and his
father-in-law on lemon.

Why did Oiwa have to become a ghost, and why was it Yomoshichi, not Oiwa, who
killed Iemon? There is one obvious reason: this play was “natsu kyogen”, meaning a
performance in summer (Hashimoto, Oedo Kabuki 184). Traditionally in Japan,
audiences welcome something scary to cool themselves down in summer. In addition, |
recognize Nanboku’s sarcasm in this shuko. Oiwa’s fate stands in sharp contrast to that of
Enya Hangan. Both of them died with a grudge. In the case of Enya Hangan, the lord of a
domain, he could count on his loyal vassals to avenge his death on his enemy. However,
Oiwa was betrayed by lemon who had promised to help her carry out the vendetta. In
actuality, the true enemy was lemon. Since she was no more than a powerless woman,
she had no one to trust with the vendetta. Consequently, she became a ghost to retaliate
against her victimizers on her own. However, lemon was a villain without any conscience
and his strong attachment to life probably overwhelmed Oiwa’s grudge. Iemon would
never show remorse or try to reform himself, even if he was frightened to death
(Kawatake T., Ukiyo 195-196). Hence, only the sword of Yomoshichi could cut down
Iemon’s strong desire to live. Although this ending looks like the victory of the gishi over
the fu-gishi, Nanboku did not intend to admire the righteous samurai, as is later discussed.

Unlike Kanadehon, characters of this play were not rewarded for their love. Oiwa
died in spite of her self-sacrificial love. For her father’s sake, she became a prostitute.

She also endured all the hardships inflicted by Iemon because she needed her husband’s
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help to avenge her beloved father’s death on a murderer. She was an unselfish and good-

natured woman.

lemon was a cold-blooded murderer. He killed several people. Nevertheless, his
attitude toward Oiwa was lukewarm (Yokoyama 59). lemon committed the first murder
because of his love for Oiwa: he killed Samon to retrieve Oiwa. Because he was a selfish
villain, he decided to throw Oiwa out of his house when she became an obstacle to
pursuing his own happiness. However, it was Kihei, not lemon, who actually poisoned
Oiwa. lemon did not directly harm her. Kihei, in turn, was not a real villain. He deeply
loved his granddaughter Oume, just as Honzo loved his daughter Konami. However, his
blind love eventually caused deaths of Oiwa and his family including his cherished Oume
and himself. Which man is more sinful, lemon or Kihei? Nanboku seems to throw this
question to the audience. Oume was an innocent young woman just as Konami was, and
loved lemon with a pure heart. At the same time, though, it was a forbidden love and she
was punished for it. This episode may show Nanboku’s sarcastic view that pure love is
merely an illusion.

In the case of Naosuke, his illicit love for Osode resulted in the adultery. However,
he truly loved Osode, in contrast to her husband, Yomoshichi, whose utmost concern was
the vendetta. When Yomoshichi returned to Edo from his secret mission, he went to a
brothel instead of going directly back to Osode’s house, and unexpectedly encountered
his wife Osode there. This episode implies that Yomoshichi’s love for Osode was not as
passionate as that of Naosuke. Osode forgave Yomoshichi after a small quarrel. Naosuke
witnessed this scene. Driven by jealousy, he mistakenly killed Yomoshichi’s comrade.

Believing her husband to be dead, Osode moved into Naosuke’s house. Since then,
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Yomoshichi had been looking for Osode. It was not because he loved her but because he

thought that he must kill Osode who had happened to read the confidential letter about
the vendetta (Tsuruya 264).

This episode is the parody of Act Seven of Kanadehon. Yuranosuke decided to kill
Okaru who had secretly read his confidential letter from Kaoyo. However, Okaru did not
die in Kanadehon because she showed self-sacrificial love toward her brother Heiemon.
In Yotsuya Kaidan, Osode died a tragic death because of her faithful love for her husband.
Right after she accepted Naosuke as her husband and slept with him, Yomoshichi visited
her. In despair, she decided to die at the hands of two men: her former husband
Yomoshichi and her current husband Naosuke. This episode may show Nanboku’s
cynical insight into the reality that self-sacrificial or faithful love is not always rewarded
in real life. Osode left a message with her amulet, which revealed that she was Naosuke’s
real sister. Knowing this shocking fact, Naosuke killed himself. Thus, the episode of
brother and sister in Yotsuya Kaidan was incest. This episode looks like Nanboku’s bitter
ridicule at the story of heart-warming affection between siblings in Kanadehon. To put it
in a sarcastic way, death was the reward for all the main characters whose actions were
motivated by love. Meanwhile, Yomoshichi survived because he prioritized loyalty over
love.®* Thus, the situation of death and love was completely reversed in Yotsuya Kaidan.

Nanboku’s sarcastic viewpoints are also presented in the episodes of righteous
samurai. For instance, Yotsuya Samon had unbending samurai spirit. He became ronin
after Enya’s seppuku, and lived in extreme poverty. He chose a beggar’s life rather than

seek employment from his enemy. Because of this stubborn idealism, he unknowingly

8 It should be mentioned that he does not die in Yotsuya Kaidan. He survives in order to die an honorable
death in Kanadehon.
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obliged his daughters to engage in prostitution. He was too simple minded, valuing

principles above his family’s wellbeing. Nanboku also included an episode of another
Enya ronin, Koshioda Matanojo. He could join the vendetta, but only as a result of
Kobotoke Kohei’s death. Kohei was the son of Matanojo’s loyal retainer. He stole
precious medicine from lemon for the seriously ill Matanoj6. While Matanojo was cured
by this medicine and became a gishi, Kohei was tortured to death by lemon as a thief.
What is righteousness, if it afflicts good ordinary people? Nanboku is presumably asking
the audience this ironic question.

When he wrote these parodies, full of irony and black humor, what was Nanboku’s
intention? Suwa says that Nanboku intended to disrupt the established order and reverse
the conventional views about human relationships in the Confucian society of the Edo
period by using farcical dramaturgy (Tsuruya Nanboku Kenkytkai, ed. 23 & 28). His
dramaturgy should be considered in the context of the decadent atmosphere of the Bunka
and Bunsei era (1804-1829) (Noguchi, Edo Hyakki Yako 79) when he wrote most of his
plays. The audiences were ready to accept the overt mockery at the feudalistic ethics
which started to collapse from inside (ibid. 79). People also expected more realistic,
rather than idealistic plays. Kawatake Toshio says that Yotsuya Kaidan was a reality-
based contemporary play which vividly portrayed commoners in Edo (Ukiyo 187). At the
same time, Nanboku intended to entertain the audiences with something extraordinary
which would distract them from daily life. As long as Nanboku observed the rule of
kanzen choaku (the good win and the evil lose in the end), he could include as many
bloody or scary scenes as he wanted (Hashimoto, Edo ni Furansu Kakumei o 94).

Nanboku’s parodies, especially Kamikakete Sango Taisetsu and Yotsuya Kaidan,
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started to draw the attention of small theatrical groups in the late 1960s. His cynicism and

deep insight into the ulterior motives of society is assumed to have attracted modern

people. I will discuss this issue in Chapter 4.

Summary

Many kabuki and joruri plays had been performed with the theme of the Ako
incident before the creation of Kanadehon Chishingura in 1748. They borrowed the
sekai (world) of either Taiheiki or Oguri Hangan to evade the censorship of the bakufu
which prohibited the dramatization of contemporary political events. Among others, the
following plays influenced Kanadehon: Taiheiki Sazareishi, Chiishin Kogane no Tanzaku
and Goban Taiheiki.

Kanadehon was the culmination of the Ako-mono, and it has maintained its high
popularity until the modern age. One of the main reasons for its long-lasting popularity is
the universality of its themes: love and death. The aesthetic elements are also important
factors. More than one hundred Chiishingura plays were written for joruri and kabuki
after Kanadehon (Matsushima 187-202)%, but none surpassed Kanadehon and only a
handful survived. The most popular play next to Kanadehon is Genroku Chishingura,
shin kabuki written by Mayama Seika in the early Showa period. A noteworthy trend in
modern society is the increasing popularity of Tokaido Yotsuya Kaidan and Kamikakete
Sango Taisetsu, Chiishingura parodies written by Tsuruya Nanboku IV, among modern
theatrical groups. His cynicism and deep insight into the ulterior motives of society is

assumed to have attracted modern people.

8 Including meimeiden and gaiden.
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Chapter 4: The Future of Chdashingura

Will Chashingura Survive in the Twenty-first Century?

I. The End of Glory Days for Orthodox Chiishingura Films and TV
Dramas

A. Drastic Decrease in Chiishingura Films

The number of Chiishingura films drastically decreased after Chiishingura
directed by Inagaki Hiroshi in 1962. Only three more full-scale Chishingura films were
made in the twentieth century thereafter.®® Among them, 4ko Jo Danzetsu of 1978 was
the only orthodox film. The other two were stories with different perspectives. One was
Chiishingura Gaiden Yotsuya Kaidan (1994). As the title shows, it was gaiden (a story of
people outside the league). Although the film incorporated two stories, more focus was
put on the episodes of Yotsuya Kaidan. The main theme of the other film entitled Shiji-
Shichinin no Shikaku (1994) was the information war between the Akd han and the
Yonezawa han where Kira’s son resided as a lord. It was not a conventional vendetta
story (Sato 127-129). Two more Chishingura films were made in the twenty-first century,
but neither of them were orthodox stories.
B. TV Dramas with New Perspectives

Replacing the films, many Chishingura dramas have been made in television
since the end of the 1950s, as previously mentioned. Most Chiishingura dramas in the
twentieth century were orthodox; there was no reason to change the storyline while the

viewer ratings were still high. However, the popularity of Chishingura dramas gradually

8 Excluding Berlin Chiishingura made in West Germany in 1985.
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started to fail, as was clearly shown in the average viewer ratings of four NHK taiga

dramas with the theme of Chiishingura; 31.9% (1964); 24.7% (1975); 23.7%(1982);
20.2% (1999) (Video Research Ltd.). " Although the viewer rating of 20.2% in 1999 was
still high, the interest of the public obviously started to change; less and less Japanese
were deeply impressed with heroic deeds of the forty-seven loyal ronin willing to die for
their lord. Television producers started to look for new perspectives to attract more
viewers. It is also possible that the producers themselves who had grown up under the
democratic education system after the Second World War were fed up with manneristic
Chushingura stories of loyal samurai the hero versus Kira the villain. Since the end of the
1970s, Chishingura dramas started to deviate from conventional storylines once in a
while. One such example is a TV drama broadcast in 1990. It depicted Oishi Kuranosuke
as a timid and indecisive man without the firm intention of the vendetta.

Then, in the twenty-first century, the number of Chishingura TV dramas sharply
decreased as is shown in Table 3. Besides, five out of seven Chiishingura TV dramas
have turned out to be either meimeiden or gaiden. Saigo no Chiishingura (2004) was one
of them. Two protagonists were historical defectors as previously mentioned. | saw one
of the meimeiden entitled Chishingura 1/47 (Yonji-nanabun no Ichi) (broadcast in 2001).
The drama was almost a fantasy with Horibe Yasubei as its protagonist. Only a few

historical facts were included. Horibe was depicted as a super-hero whose mind was

8 Strictly speaking, taiga dramas are not orthodox Chiishingura. All of them were based on novels which had
new perspectives about the Chishingura story. For instance, the original of the first taiga drama was Ako
roshi written by Osaragi Jird in 1927. This was an epoch-making novel in that Osaragi did not present the
Ako ronin as the gishi. He depicted Oishi as a leader of a protest group against the feudalistic regime
(Miyazawa, “Chuishingura Gensod” 147-151). He also created a nihilistic character Hotta Hayato who lost
his purpose to live, and contrasted him with the Ako roshi who lived with a definite goal of avenging their
lord’s death on Kira. However, the taiga drama Ako Rashi is said to have lacked in acute critical mind of
the novel (Miyazawa, “Chashingura Genso” 233). In any case, the data clearly shows the failing popularity
of Chishingura dramas.
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occupied with the retaliation against Kira. In contrast, Oishi was described as a realistic

man who sought for the restoration of the Asano house so that all the vassals could
survive. As examined in Chapter 2, the historical Oishi also insisted on the restoration of
the Asano house. Therefore, it is possible that the psychology of the historical Oishi was
close to the depiction in this drama. Its theme was to live, rather than to die. This is a
challenge to the orthodox Chishingura story. Horibe told Takada Gunbei, a historical
defector who had been one of the most radical Edo members, to live without feeling
ashamed, when Takada greeted the former comrades marching to the temple of Sengakuji
after the completion of their vendetta. Horibe said, “After having found a place to die, I
finally realized that to be left behind and keep living is much harder than dying in honor.
So, you Gunbei, live with your head held high.” Takada Gunbei represents all the fu-gishi
who had to resign from the league because of their different personal circumstances.
Mostly thanks to an idol actor Kimura Takuya who played the role of Horibe Yasubei,

this drama earned a high viewer rating (23.9%).

Il.  The Continuing Popularity of Chishingura-mono in Theatrical
Performances

Table 1 & 2 (Appendix 1) show some noteworthy trends in theatrical performances.
Firstly, quite a number of Kanadehon Chiishingura was performed even during the
Second World War (Table 1). As previously mentioned, this play was banned, together
with some other kabuki performances, by the Allied Occupation after the end of the War.
Since all the bans were lifted in 1947, the number of performances of Kanadehon

Chashingura has not shown any notable decrease up to the present day, in contrast to the



94
drastic decrease of Chushingura-mono in films since the 1970s and TV dramas in the

2000s as discussed above (Table 3).

In the 1960s, the popularity of kabuki kept failing (Iwanami Koza Kabuki Bunraku
Vol. 3, 239 & 248-249) in the face of the rapid societal change caused by the Japanese
post-war economic miracle. Against this unfavorable wind, kabuki was recognized by the
Japanese Government as an Important Intangible Cultural Property in 1964 and the
National Theater opened in 1966 (ibid. 254-255). Under this government’s policy of
preserving and promoting traditional performing arts, Kanadehon were staged every year
except 1960%, totaling twenty (twenty-two including bunraku) performances in this
decade (Table 1). In fact, it is possible that Kanadehon were positively staged to pull
kabuki out of the doldrums. This was the actual case in the 1970s. In November of 1977,
two Kanadehon performances competed in Tokyo and Osaka. The late Shochiku
President Nagayama said in retrospect that they had been ambitious and successful events
(Nagayama 81). In this decade, the popularity of Tamasaburd V, Kataoka Takao and
Ennosuke 111 reached their peak and their performances drew full houses, but kabuki as a
whole was not attracting big audiences (Iwanami Kéza Kabuki Bunraku Vol. 3, 119).

Under these circumstances, Kanadehon continued to be staged. In 1980 and 1982,
the new generation of kabuki actors including Takao, Tamasaburo V, Kankuré V (current
Kanzaburd XVI1II) and Ebizo X (current Danjtard XI1) performed toshi kyogen of
Kanadehon (Iwanami Koza Vol. 3, 262; Fujita 1499 & 1807). Again in 1986 and 1988,
Kanadehon with young star actors (Takao, Tamasaburd, Danjard, Kichiemon, et al.)

generated full houses (Fujita 2228 & 2488). With this generational change of kabuki

8 Although there was no Kanadehon performance in Japan this year, the first America tour was made, and
Kanadehon was performed in New York, Los Angeles and San Francisco (Aka-Shi Shi 586).
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actors, kabuki was revived. Such a development clearly shows the important role of

Kanadehon as dokujinto regardless of the changing circumstances.

Secondly, Table 1 shows the dramatic increase in kabuki performances of Tokaido
Yotsuya Kaidan and Kamikakete Sango Taisetsu after the Second World War. Only
fifteen performances were recorded in one hundred and twenty years until the end of the
Second World War since their first performances in 1825, while they have been staged
forty-nine times in sixty-five years after the Second World War. Specifically, the 1976
performance of Kamikakete Sango Taisetsu by Tatsunosuke I, Tamasaburd V and Takao
in the National Theater became a hot topic (Engekikai July 2011 28). Incidentally,
Nanboku-mono started to be taken up by modern theater groups in the mid-60s (Ilwanami
Koza Vol. 3, 253) and his plays became popular among underground play groups in the
1970s (Engekikai July 2011 28). In 1976, a Nanboku-mono boom occurred (Fujita 1011):
three Yotsuya Kaidan and one Kamikakete Sango Taisetsu were performed by modern
theater troupes, in addition to the aforementioned kabuki version (Tables 1 & 2). The
kabuki play Kamikakete Sango Taisetsu has been staged twelve more times since then. In
the first half of 2011 alone, it was staged twice. It was performed only once between
1825 and 1975. Its appeal to modern society is obvious. It is most probably because of
Nanboku’s acute eyes for the unreasonable and unjust society as discussed in Chapter 3.

Thirdly, not just Nanboku-mono but Chishingura-mono also became the
repertoires of small modern theatrical groups in the late 1980s (Table 2). The number of
both productions drastically increased in the 1990s and the 2000s. Many of them were
performed in small theaters with less than five hundred seats. In 2010, six plays were

staged in such small theaters; in addition, one recitation play was performed in a medium
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theater. Besides, two out of three performances in large theaters were unorthodox

Chiishingura (The opera Chiishingura and Saigo no Chiishingura).

The diversity of theatrical groups is amazing. They range from neo-kabuki groups
such as “Hanagumi Shibai” and “Rytizanji Kabuki” to some avant-garde or underground
theatre troups. As mentioned above, Nanboku’s plays started to receive attention from
underground play groups as early as the mid-60s. In 1970, “Waseda Shogekijo,” the most
representative of these groups, performed a highly-appraised play Gekitekinarumono o
Megutte Il (On the Dramatic Passions I1), which was mainly inspired by Nanboku’s
works (Engekikai July 2011 27). In the 2000s, Chiishingura-mono performed by small
theatre companies outnumbered those staged in established large theaters.

Large theaters used to stage orthodox Chiishingura-mono or comedies. These
performances promised full houses during the period when orthodox Chiishingura films
and TV dramas were popular. In those theatres, the spectators usually come to see stars in
person. The stage shows by popular singers (sometimes TV stars) are typical examples.®
In the first part of the shows, certain costume plays are performed. Chishingura is one of
their popular repertoires. The second part is their concert. The quality of the plays per se
is of secondary importance in these shows. Large theaters have not taken the risk of
staging unconventional Chishingura.

One of the few exceptions may be Hakuoki (7447C) which is based on the same

titled novel by Gomi Yasusuke. The protagonist is a fictional samurai Tange Tenzen who

8 These kinds of popular singer shows used to be one of the main sources of income for large theaters;
however, their number has been decreasing for the past several years, mainly due to the diminishing
popularity of enka (traditional-style Japanese popular music). Shinjuku Koma Gekijo known as Enka no
Dendo (Hall of Fame for Enka) was forced to close down in 2008. This event may represent an irreversible
change in the Japanese society.
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is a nihilist just like Hotta Hayato in Akg Réshi by Osaragi Jirs.” His friendship with

Horibe Yasubei is the theme of this novel. The noteworthy feature of this book is Kira’s
depiction as the victim of the Ako incident. The author is sympathetic with Kira (Gomi
481 & 575). This book was made into films twice (1959 and 1969). Its TV drama was
also made (1991), and it was staged five times: four times as the first part of popular
singer shows (1971, 1980 1999 and 2002), but once in a medium theater where high-
quality modern plays are frequently performed (1990).

Onnatachi no Chiishingura (7= 6 @ L&) is also an exception. It has been
staged in large theaters seven times since its first performance in 1980. It was originally

broadcast as a TV drama in 1979 and recorded the viewer rating of 42.6% (Nostalgic TV

Club 118). That is surprisingly high, considering the highest viewer rating of 41.8%
which the episode of the attack on Kira earned in Genroku Taiheiki, one of the NHK
taiga dramas broadcast in 1975 (Video Research Ltd.). This drama was rebroadcast
several times. In addition, its stage adaptation was made. This is a Chiishingura story
from the perspectives of women (onnnatachi) involved in the incident. In this drama,
even Yozen-in (Asano’s wife) tried to persuade Kuranosuke not to attack Kira so that
women should not cry over death of their beloved ones (Hashida 120). It is precisely the
opposite of Yozen-in’s attitude in orthodox Chiishingura where she urges Kuranosuke to
kill Kira. Hashida’s version of Chiishingura contains episodes of several women who
willingly, reluctantly or inescapably sacrificed their happiness in the shadow of the

spectacular vendetta carried out by men. This was the blind spot of conventional

% See the footnote 87 in this Chapter.
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Chiishingura stories. Table 2 shows two more unorthodox performances in large theaters

in the last few years (The opera Chiishingura and Saigo no Chiishingura).

Although still gradually, unorthodox Chiishingura plays are thus increasing in
conservative large theatres, at the same time as Chiishingura-mono including Nanboku’s
parodies performed by small theatrical groups show steady increase. This trend indicates
the proliferation of diverse perspectives about Chishingura in modern society. As a
result, the number of orthodox Chiishingura has been rapidly decreasing. When and why

did such a trend start to happen?

I1l.  The Reasons for the Emergence of Diverse Perspectives about
Chitshingura

The following factors are assumed to have contributed to the emergence of diverse
perspectives about Chiishingura.
A. The Omission of the Ako Incident from School Textbooks

Even if the Ako incident is included in textbooks, the description is objective and
does not emphasize loyalty of the Ako ronin, as discussed in Chapter 2. This was the
result of the education reforms carried out under the Allied Occupation which aimed to
“create a more egalitarian and democratic education system” (Schoppa 1). In the 1980s,
the movement “to restore moral education to its old central position” (ibid. 52) occurred
under Prime Minister Nakasone. This reactionary movement has been proceeding as is
shown by the recent publication of controversial history textbooks by the Japanese
Society for History Textbook Reform (See Chpater 2. IV. B); however, the feudalistic

idea of absolute loyalty to one’s lord was not advocated even in their textbook.
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Students suddenly faced a radical change in education system after the Second

World War following Emperor Hirohito’s declaration of his humanity. It is not surprising
if they became suspicious about mainstream ideologies imposed by the authorities and
started to have more complex views about society. Inoue Hisashi was one such student.
He became a popular playwright and wrote many intriguing plays including two
unorthodox Chiishingura stories: One featured fu-gishi (Fu-Chishingura) as
aforementioned; the other depicted the attack on Kira from Kira’s perspective (Inu no
Adauchi).

Those who were born after the Second World War were educated under the
democratic school system from the start. Especially in the 1950s-1960s, progressive
teachers’ unions were much more active.”* “Many teachers, experiencing feelings of guilt
over their role in sending numerous students off to war, reacted by taking active parts in
the post-war teachers’ union—set up to defend the ‘democratic’ reforms of the
Occupation period” (Schoppa 31). Those teachers would never have emphasized the
feudalistic loyalty even if they had to use textbooks which included the Ako incident. It is
natural that orthodox Chiishingura stories started to lose popularity among post-war
generations. Chiishingura TV dramas drastically decreased in the 1990s, so, some young
people do not even know what Chiishingura is about.*> However, this story is deeply
rooted in the mind of people born in the late 1940s-1960s, because they must have seen a

variety of TV programs about Chiishingura in their youth with their parents who usually

* According to the statistics issued by the Ministry of Education, Culture, Sports, Science and Technology,
the organizing rate of the Teachers” Union was 86.3% in 1958. The percentage kept on declining since then.
In 1985, it was 49.5% and it was only 28.1% in 2008.

% Although | asked only about a dozen young people (my sons, my daughter-in-law, my friend’s children, my
classmates and other young friends of mine — all in their 20s), none of them exactly knew the story of
Chushingura. Many of them confused it with Shinsengumi which was formed to protect Tokugara Bakufu
in the turmoil of Bakumatsu (final years of the Edo period).
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decided which programs to watch (See Table 3 for the number of TV shows with the

theme of Chishingura). 1t is assumed that these generations started to enjoy Chiishingura
and its parodies depicted from new perspectives.
B. The Burst of the Economic Bubble

The term “corporate warriors” was often used until the burst of the economic
bubble (Liddle & Nakajima, 239-244). This word refers to employees who sacrifice their
private lives for the prosperity of their companies in return for lifetime employment and a
“corporate-based welfare system” (Kingston 304) provided by the companies. This
phenomenon started during the period of the Japanese postwar economic miracle (from
the mid-50s to the early 70s) and continued until the burst of the bubble in the early
1990s. Nakane Chie likened the relationship of an employer and an employee to that of a
father and a child. When a person was employed by a company, this employee became a
member of the employer’s household and he/she inevitably followed the company
mottoes and traditions (17-21). There was a phrase “Chiishingura syndrome” (Tsurumi &
Yasuda 8) to refer to such hard-working salaried men until the 1980s. An observable fact
is that young workers who had the “Chiishingura syndrome” in the 1980s were those who
were educated under the democratic school system. They may not have been fervent fans
of orthodox Chiishingura stories. All the same, their attitudes of prioritizing their
companies over their private lives could be compared to those of the Ak6 ronin: Their
behavioral principle was collectivism and their first priority was the organization they
belonged to.

In the early 1990s the economic bubble burst, and mass layoffs threatened

employees even in big companies which used to promise lifetime employment (Jansen
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746). Abandonment of benevolent paternalism by the company management (Kingston

266) made their employees take detached attitudes toward companies. Employees
stopped throwing themselves entirely into their works and started looking for more
individualistic life styles, shifting from “corporate-centered ideology” (Kingston 267) to
individualism. In consequence, they started to have more flexible and diverse
perspectives about their lives and society.

C. Deconstruction of Dichotomies

The Cold War ended with the dissolution of the Soviet Union in 1991, and the
dichotomy of capitalist states versus communist states was eroded. Then, ethnic conflicts
resurged (Breen & O’Neill 5). These conflicts are often connected to ethnic nationalism,
which is contrasted with civic nationalism. However, countries which advocate civic
nationalism have also been involved in war, frequently in the form of proxy wars such as
the Korean War and the Vietham War. The dichotomy of democratic and dictatorial
nations is also moot: For instance, the United States, a supposedly democratic country,
has supported some military dictatorships such as Pinochet in Chile. If the democracy of
a country is protected at the sacrifice of repressed people in dictatorial nations, can it be
regarded as an authentic democracy?

Here is another deconstruction of the dichotomy: North-South problems are
emerging inside developed countries. In Japan, the problem of the working poor emerged
under the Koizumi Regime (2001-2006). Irregular employees and “internet-cafe nanmin
(refugees)” with a yearly income of less than $10,000 increased (Sato 162). Developed
countries have been troubled with poor immigrant communities. For instance, the 2005

riots in France were caused mainly by Muslim immigrants of African origin who lived in
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the poorest communities (BBC News 31 Jan. 2007). Facing this reality, we cannot divide

the world simply between affluent developed countries and poor developing countries.
The dividing line is blurring (lyotani 193-194). In such a modern world, a simple story of
hero versus villain would be outmoded. This could be the reason for the creation of
diverse Chiishingura stories as well as for the increasing popularity of Tsuruya Nanboku.
He revealed the subterranean aspect of justice and argued that justice inevitably contains
injustice for some people. He also showed that villains have their own justification for
their evil deeds. He gained these views and insights by witnessing the rapidly collapsing
Tokugawa regime in the Bunka and Bunsei era of the Edo period. Manners and forms
which had been established over years started to be nullified and decadent but liberating
feelings filled society. In such circumstances, Nanboku invalidated the established values
(Hirosue 2-5).
D. The Advancement of Women into Society

From the mid-70s, the percentage of women in the total labour force started to rise.
In 1975, it was 37 percent. It steadily kept rising to 41 percent in 1990 (Liddle &
Nakajima, 174). In 2009, the percentage rose to 58.1%, its actual number being 27.7
million (Survey on Workforce by Ministry of Internal Affairs and Communications).
Female Diet members are also gradually increasing: 29 in 1986; 78 in 2000; 96 in 2009.%
The increase of women’s participation in society means the increase of women’s voices
in society. The smash hit of Onnatachi no Chiishingura presumably reflected such a

development in the society.

% Source: Gender Information Site (% Zc 4 [/ 2 i J&))
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IV. The Plurality of Chishingura

A. Kanadehon Chiishingura as theWriterly Text

1. The readerly text versus the writerly text: Roland Barthes (1915-1980)
distinguishes between two types of the text: the readerly text and the writerly text. He
says, “...the goal of literary work (of literature as work) is to make the reader no longer a
consumer, but a producer of the text” (S/Z 4). In the readerly text, the reader is “left with
no more than the poor freedom either to accept or reject the text” (ibid. 4). This type of
text is supported by “the commercial and ideological habits of our society, which would
have us ‘throw away’ the story once it has been consumed (‘devoured’), so that we can
then move on to another story, buy another book” (ibid. 15-16). Although Barthes
discusses books here, most TV dramas and films are produced with the same intentions.
Almost all orthodox Chiishingura stories are included in this category.

In contrast, Terence Hawkes describes the writerly text as follows: “[The writerly
text] invites us self-consciously to read it, to ‘join in’ and be aware of the
interrelationship of the writing and reading, and which accordingly offers us the joys of
cooperation, co-authorship (and even, as its intensest moments, of copulation)” (114).
However, “the writerly text is not a thing, we would have a hard time finding it in a book
store” (Barthes, S/Z 5). In order to find the writerly text, we have to evaluate a text in
accordance with the above criteria as a first step.

Then, we need “a second operation, consequent upon the evaluation which has
separated the texts...This new operation is interpretation” (ibid. 5). To interpret the
writerly text is “to appreciate what plural constitutes it” (ibid. 5): Plurality is the

fundamental quality of the writerly text, which has several equal entrances (no main one),
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many and interactive networks, indeterminable codes and abundant signifiers (ibid. 5-6).

We can read this type of text either in sequential or arbitrary order. A text is not complete
in itself. Numerous networks of the other texts, both past and contemporary, are
interwoven into it. Consequently, the codes and signifiers used in this type of text have
multiple meanings, none of which can be singled out as a true or definitive meaning.
When we read this type of text, “a systematic use of digression” (ibid 13) and the
observation of “the reversibility of the structures from which the text is woven” (ibid. 13)
is necessary. We should also bear it in mind that even the reader “‘I’ which approaches
the text is already itself a plurality of other texts, of codes which are infinite, or, more
precisely, lost (whose origin is lost)” (ibid. 10). Only when we interpret a text in the
appropriate method, does it become the writerly text.

2. The colorful texture: | agree with the argument of Barthes that a text is the
colorful texture which interweaves plural threads of various materials such as style,
culture, ideology, philosophy, history, and so on. Kanadehon is a typical example, even if
it is investigated only superficially. First of all, it literally interwove the preceding texts
which had been based on the world of either Taiheiki or Oguri Hangan. Both of them are
the stories in the Muromachi period, so, Kanadehon is also set in the Muromachi period.
Okaru, for instance, has several traits of the characters in the preceding plays as well as
the world of Taiheiki as a woman of the Muromachi period. In actuality, however, she
represents women in the Edo period, specifically in Acts Six and Seven. With regard to a
style, it is an amalgamation of jidaimono, sewamono and shosagoto. Jidaimono parts
focus on loyal samurai, while sewamono parts highlight people in the lower class of

society in the Edo period.
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Ideologically and philosophically, Kanadehon was created in a hierarchical society

based on feudalism with Confucianism as an official ideology. Among the values of
Confucianism, the vassals’ loyalty to their lords was advocated as the utmost virtue in the
reign of Tsunayoshi. Oboshi Yuranosuke shows such an absolute loyalty to his lord.
However, the behaviors of other protagonists present different sets of ideologies and
philosophies.

Okaru was not loyal to her mistress Kaoyo. She followed her honest feelings,
ignoring Kaoyo’s discreet instruction. Her conduct caused the subsequent tragedies.
However, she was not punished with death. Rather, she was redeemed because of her
deep love. The basic philosophy here is humanism. Honzo also died for his daughter,
giving up his loyalty to his lord at the last moment. This is also a humanistic episode. In
the case of Heiemon, he shows absolute and sincere loyalty. At the same time, though,
the reality of the samurai world is exposed: he says to Okaru, “The sad thing about being
of the lowest ranks is that unless you prove to the other samurai your spirit is better than
theirs, they won’t let you join in” (ibid. 121). His words seem to represent commoners’
criticism about the exclusive and rigid, although privileged, samurai world. The episode
of the farmer Yoichibei’s family is the clear criticism about loyalty. All the tragedy was
caused by Kanpei’s loyalty to his deceased lord. If only Kanpei could have given up the
desire of joining the vendetta league, everybody would have lived happily and
peacefully; however, Kanpei adhered to the inclusion into the league. Consequently, he
was doomed to death and the Yoichibei’s family could not escape from the tragic ending.
This episode may be a warning that commoners should not be involved in samurai affairs.

As examined, this play interweaves plural ideologies and philosophies.
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3. The pleasure of re-reading: Barthes also mentions the increasing pleasure a

reader gains from re-reading (S/Z 15-16 & Sholes 153). This is true for many kabuki and
bunraku audiences. They come to see the same plays repeatedly in anticipation of new
discoveries and greater pleasure. Every stage is different, even though the same actors
perform the same roles: actors’ physical and psychological conditions change every day.
When a kabuki play is performed by different actors, its impression could become
considerably different, because actors play crucial roles as stage directors and sometimes
as playwrights (Kawatake, S. 163). In case of bunraku, each play is produced by a
collaboration of the gidayi narrator(s), puppeteers and shamisen player(s). The role of the
gidayu narrator(s) is particularly important. Different performers give the audience an
opportunity for new interpretations of the play.

4. The double meaning: Another interesting point Barthes makes is the role of
double meaning as the reader’s nourishment (Sholes 157). By nourishment, I suppose he
means rich content from which the reader can draw bigger pleasure. In Death of the
Author, he gives an example of double meanings, which are borne in the words used in
Greek tragedies. Characters in a story cannot understand these double meanings; however,
“there is someone who understands each word in its duplicity and who, in addition, hears
the very deafness of the characters speaking in front of him — this someone being
precisely the reader (or here, the listener)” (148). His remark reminds me of Kanpei in
Act Six of Kanadehon. Kanpei does not know the truth. Only the audience knows that the
tragedy of errors is proceeding in front of them. This is not exactly the tragedy caused by
double meanings of words: In the case of Kanpei, he is thrown into the situation which

can be interpreted in two ways. The audience knows the whole context, but Kanpei does
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not. This discrepancy resembles the relationship between the audience and the characters

in Greek tragedies. Apart from this act, double meanings are abundant in the script of
Kanadehon, starting with its title and the naming of Oboshi Yuranosuke (See Chapter 3.
11.A.1&4).

Kanadehon has so far survived the change in society because of its quality as a
writerly text, in addition to the universality of its themes and the wealth of aesthetic
elements. Its future depends on the capacity of the readers (the audience and performers)
to interpret it in the proper method, specifically by respecting the plurality of the text,
digressing from it as appropriate, and turning it inside out just as Nanboku did.

B. Room for Plural Interpretations

In Chapter 3, | argued that the theme of Kanadehon is love and death, and
protagonists change from act to act; however, many different interpretations exist. They
are divided into two groups: The first group focuses on the jidaimono parts and the
samurai world. This group claims that loyalty is the main theme, with Yuranosuke as the
protagonist for the entire play; the second group focuses on the sewamono parts and
commoners’ world. Love, death, money or family relationships are the main themes for
this group.

In the first group, foreign scholars such as Keene are included. He says, "From the
moment of this superb entrance (Act Four), Yuranosuke is unmistakably the hero of the
play, and his particular virtue, loyalty, is its theme" (Chiishingura: The Treasury of Loyal
Retainers 14). He also says, “The whole point of the play is the unconditional nature of
loyalty” (ibid. 17). Leiter introduces Kanadehon as “the famous revenge on their master’s

enemy by the forty-seven retainers of Akd” and labels this play as a masterpiece of “loyal
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retainer” plays in his Kabuki Encyclopedia (166). Above all, the Allied Occupation

banned Kanadehon Chishingura because they regarded it as a reactionary feudalistic
play, as previously mentioned. It is assumed that this notion of Kanadehon became a
mainstream when the Meiji government started to intervene with kabuki performances. It
issued a series of notices urging kabuki to be moral plays based on the respect of justice
and reality (lwanami Koza Vol. 3, 146). Orthodox films and TV dramas adopted this
concept of Chiishingura.

Japanese scholars, critics and writers are mostly in the second group. They agree
that different characters become protagonists in different acts. They also agree that most
protagonists are outside the vendetta league, as discussed in Chapter 3.11. Aside from the
above two points, diverse interpretations are presented. For instance, Maruya says,
“Kanpei is much more important than Yuranosuke, and he gives the impression that he is
the protagonist of the entire play” (214). Watanabe emphasizes the important role of
Okaya, Okaru’s mother, and says, “Okaya is in the center of the tragedy of Act Six
because the structure of this act is a family drama inside the farmer Yoichibei’s
household” (Chishingura: Mohitotsu no Rekishi Kankaku 228-230). He also cites
Shikitei Sanba’s comment that all the events in Chishingura were caused by women
(ibid. 231), whereas Hashimoto says, “Kakogawa Honzo triggered all the events in
Kanadehon” (Chanbara Jidaigeki Koza 113). According to Hashimoto, Kanadehon is the
story of the two karé (Yuranosuke and Honzo) who were thrown into bizarre destinies
because of the rash action of Enya Hangan (ibid. 113-114).

All those comments seem applicable because Kanadehon is a multidimensional

story. In case of the writerly text, there is no single correct interpretation; however, its
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kabuki performances in recent years have omitted some scenes which are indispensable

to grasp a whole picture of this play. This trend may limit its capacity for plural
interpretations. For instance, Okaru’s episode as Kaoyo’s messenger in Act Three is
usually omitted even in tashi kyogen. Seki claims that this scene is the beginning of the
tragedy of later acts, so, it should be resurrected (68-69). Imao went further. According to
him, Okaru’s passionate but inconsiderate conduct was the root cause of the destruction
of the Enya house (204), as discussed in Chapter 3 (I11.B.1). This scene should be
included.

Act Ten is also omitted in almost all zoshi kyogen because of the low evaluation by
drama critics as mentioned earlier. In the Edo period, this act was often included (Ako
Shi-Shi Hensanshitsu 7-125), presumably because the audience was largely made up of
commoners and they loved this act where chonin Amagawaya Gihei is the protagonist.
Yuranosuke and his vassals are depicted as maneuverers here. That may be the main
reason this act started to be omitted after the Meiji Restoration, as the tendency
intensified to view the AKG ronin as national heroes. Just for the same reason, however,
this act should be revived. This is the most cynical episode about the vendetta league
members, apparently representing the commoners’ feelings against samurai.

Another regrettable trend is the omission of the lines and scenes where women
express their feelings. In bunraku they are included, but such omission frequently
happens in kabuki (Mizuochi 115-119). Considering the increase of women’s influence
on Chishingura as is shown by the high popularity of Onnatachi no Chishingura,
women’s viewpoints should certainly be included in future kabuki performances. It is

advisable for kabuki theaters to pay attention to the fact that more than half of the
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spectators are women nowadays. A neo-kabuki group Hanagumi Shibai performed a

compact three-hour version of Kanadehon a few years ago. It included Okaru’s scene in
Act Three as well as Act Ten in its compressed play. The play was very interesting and
persuasive. The popularity of this group is incrementally growing. For the future survival
of Kanadehon, the respect for the original script and spirit will be important.
The plurality of the Ako incident

We should bear it in mind that the Akd incident per se had ample room for plural
interpretations because of the lack of definite evidence in spite of a considerable volume
of documentation. For instance, Asano Naganori’s personality and his psychology at the
time of his attack on Kira can only be imagined. Another example is Kuranosuke’s
frequent visits to licensed quarters. The authenticity of this episode is questionable, but it
is somehow an established legend. The purpose of his debauchery stimulated the
imagination of writers. The most common interpretation is that he intended to deceive
Kira’s spies. It is also possible that he wanted to take his mind off his destiny, that is, his
unavoidable death after killing Kira. Or he simply liked women. With the third
perspective, Ikenami Shotard wrote a novel entitled Ore no Ashioto: Oishi Kuranosuke.
When it comes to women, a far smaller number of records was left. To put it another way,
Hashida could create her highly popular story because of such an insufficiency of
documents. In this way, imagination gestates on and on. As a result, a great number of
Chiashingura stories have been produced. Clearly, the Ak6 incident itself is the writerly
text which induces a reader to participate positively in producing his/her version of its

story.
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Summary and the Forecast for the Future of Chiishingura

As examined in this chapter, Kanadehon Chishingura has maintained its
popularity in a changing society. The kabuki performances of Nanboku-mono have in fact
been increasing in modern society. Another notable trend is witnessed in the realm of
contemporary plays, where Chiishingura-mono and Nanboku-mono performed by modern,
and usually fringe, theatrical groups are steadily increasing. This trend makes a stark
contrast with the drastic decrease of Chiishingura films since the 1970s and TV dramas in
the 2000s (Table 3). Thus, the failing popularity of orthodox Chiishingura and the
emergence of diverse perspectives about this story are proceeding in parallel. The
following factors are assumed to be the major reasons for this phenomenon: the omission
of the Ako incident from school textbooks; the burst of the economic bubble; the
deconstruction of dichotomies; and the advancement of women into society.

Kanadehon Chiishingura has so far survived a rapid change in society because of
its characteristics as a writerly text, in addition to the universality of its themes and
abundant aesthetic elements examined in Chapter 3. 1. As a writerly text, it is open to
positive participation and plural interpretations, rather than imposing one single point of
view. Its future depends on how it will be interpreted — whether its plurality will be
respected or not. As discussed above, the tendency to prioritize specific perspectives has
been witnessed particularly after the Meiji Restoration.

It may be the time for all the parties concerned to reconsider the spirit of kabuki
when it emerged in the early 1600s. A word “kabuki” is a noun form of “kabuku” which
meant to deviate (Iwanami Koza Vol. 2, 29). Kabuki plays used to be modern and even

avant-garde when they were first staged (Nomura 85). Kabuki started to thrive, along
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with the rapid growth of the population of commoners engaged in small-businesses in big

cities such as Edo and Osaka, which promised infinite possibilities (Iwanami Koza Vol. 2,
83). These aspiring commoners supported kabuki. Kabuki plays have improved through

the interaction between actors and the audience (Keen 4; Iwanami Kéza Kabuki -

Bunraku Vol.2, 258), rather than imposing one-sided interpretations on the passive
audience. The size of the theatres may have been relevant to the positive participation of
the audience. Theatres in the Edo period were much smaller than those in modern days
(lwanami Koza Vol. 3, 269). It would be easier to act as co-producers if people felt
physically closer to the actors in smaller theaters.

During the last couple of decades, some attempts to perform kabuki in smaller
theatres have been launched. Cocoon kabuki is one example. In 1994, Nakamura
Kanzaburo XVIII (Kankuro V at the time) introduced a new style of kabuki performance
in Theater Cocoon in Tokyo. It is a medium-sized theatre with 747 seats, compared to the
capacity of Kabuki-za with 2,017 seats.” Kankuro V intended to perform classic plays
with new interpretations of modern taste. The play he chose for this ambitious endeavour
was Yotsuya Kaidan. Furthermore, six plays of Cocoon kabuki which were performed
twelve times up to 2011 were Nanboku-mono: Yotsuya Kaidan and Kamikakete Sango
Taisetsu were performed twice respectively (The leaflet of the twelfth exhibition of
Cocoon kabuki). This choice is symbolic of the definitive appeal of Nanboku to the
modern audience. In Cocoon kabuki, about a dozen rows of front chairs are replaced by
box seats of floor sitting, just like the old-time playhouses. In some scenes, actors come

down from the stage to the aisles between the audience seats, or enter the auditorium

% This is the old Kabuki-za which was demolished in 2010. A new Kabuki-za will open in spring of 2013.
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from outside, and perform for a few minutes right next to the audience. The spectators are

also allowed to eat and drink in their seats, which is usually prohibited in this theatre. In
this manner, Cocoon kabuki tries to revive the atmosphere of old-time playhouses. The
use of pop music as background music is also one of the characteristics of Cocoon kabuki.
| have seen them three times. All the performances were enjoyable.

Another attempt is the kabuki performances in old playhouses in local cities and

towns. Konpira kabuki in Kanamaru-za (4 }LJZ; 740 seats) of Kagawa Prefecture is

most famous. The theatre was built in the Edo period (1835) and restored in 1976. Then,
it started to stage kabuki in 1985. Nakamura Kichiemon Il was the main actor in its
memorable first event. On that occasion, only five performances were staged. Since the
ninth year (1993), the number of performances per session has increased to over thirty. In
2011, the performances were staged thirty-two times during the period from April 9" to
24™ Kanadehon was performed on three occasions, although all of them were midori
performances. In addition, Michiyuki Tabiji no Hanamuko and Matsuura no Taiko were
performed once respectively.*®

Koraku-kan (H%2£i; 607 seats) in Akita Prefecture has also staged kabuki plays

with first-rate actors since 1987. Built in 1910, this theatre had been closed down for
fifteen years until 1986. Although one session lasts only three days, the yearly kabuki
performance has become a big event in Kosaka-machi, a small town in the northern part

of Akita Prefecture. | have been there twice. The atmosphere was fascinating. The small-

sized playhouse certainly generated the feeling of closeness with actors. Eiraku-kan (7

24 330 seats) in Hyogo Prefecture originally built in 1901 started the same attempt in

% The data about theatres in this section were obtained from the website of each theatre.
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2008, after the completion of its restoration in the same year. These attempts are the new

development in modern kabuki scenes. They may contribute to expanding the audience
segments.

Jungya (local tours) by major kabuki actors are also indispensable to the future
survival of kabuki. They provide local residents with precious opportunities to enjoy
kabuki performances. Kanadehon (only midori) is one of the popular repertoires in
jungyo (Engeki Nenkan 1993, 1994, 1995, 2001, 2002, 2005; Shochiku website Kabuki-
bito 2007 & 2010). In 2010, three courses of jungys were taken. The total period
amounted to three months.

Kanzaburd XVIII has also been challenging to create new kabuki plays in

collaboration with the modern writer and stage director Noda Hideki (‘8 FH 75 4f). These

new plays are called Noda-ban (version) kabuki. Three plays have been produced up to
the present. The first one (Noda-ban Togitatsu no Utare in 2001) was based on shin
kabuki written in 1925 (the fourteenth year of the Taisho period). The second play (Noda-
ban Nezumi Kozo in 2003) was based on a classic kabuki. The latest one was based on the
opera Aida (2008). Yet, all of them are the originals written by Noda Hideki and said to
be more like modern plays. The former two plays with abundant comical scenes

generated full houses every day. Ninagawa Yukio (#%)1|=Z/) is another stage director

who produced a kabuki version of Shakespeare’s Twelfth Night in 2005. ® This play was

% Although | think | saw Noda-ban Togitatsu no Utare, Noda-ban Nezumi Kozs and NINAGAWA Jiniya
(Twelfth Night), I do not remember well about the former two plays. | presume the plays were already over
while | was amazed at their slapstick rendering and laughing all through the performances. NINAGAWA
Janiya, on the other hand, left a strong impression on me. As readers may know well, a leading character of
Twelfth Night is Viola, a young woman who masquerades as a young page and serves Duke Orsino. She
falls in love with him, but has to suppress her feelings because she must behave as a man. A Viola actress is
expected to express such complex feelings. In its kabuki version, the situation becomes all the more
intricate because a male actor plays the role of Viola. He has to impersonate a young woman, who
masquerades as a young man, who loves a man as a young woman, and so on... Onoe Kikunosuke V played
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also extremely popular. These new types of kabuki plays are expected to bring new

perspectives into traditional plays.

As regards Chishingura, neither of them produced its kabuki version. However,
Noda created a play entitled Ako Rashi in 1988 (See Table 2). Judging from its subtitle
(BHUZZevieino T 7 7 — 7 VO RYIFHNTE=Mathematical induction by Fabre
who could not become an insect), this play seems to be completely different from
ordinary Chiishingura. Ninagawa also directed the modern-play version of Kanadehon
Chishingura in 1988 (Table 2). This fact may support my argument that Chishingura
has enchanted Japanese people of all spheres.

Based on all the above considerations, | predict that Kanadehon will maintain its
popularity, if it respects the original script and spirit, preserving its characteristics as the
writerly text. Orthodox Chishingura will never recover its popularity in modern society
where multifaceted views prevail. Chishingura performances by modern small theatrical
groups will continue to proliferate, judging from their steady increase in the past few
decades. Most of them may be short-lived and quickly replaced by new productions, like
almost all Chiishingura-mono after Kanadehon. However, they are fundamentally
different from the previous orthodox Chiishingura because many of them deviate from
the straightforward vendetta story. Nanboku also deviated from the conventional
Chushingura plays. He turned the Chishingura world inside out and challenged the
established order of society. As in the Bunka and Bunsei era when Nanboku wrote many

intriguing plays, the prevalent ideologies and existing social order have been questioned

Viola excellently. Shakespeare’s plays were originally performed only by men, just like this kabuki version.
Such a complicated state of mind must have been exactly what Shakespeare intended to present.
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in modern days. The time may be ripe for the emergence of new Nanbokus who will

create milestone Chushingura stories capable of surviving in the future.
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Conclusion

I visited Ako-Shi in late May of 2011. It is a small, peaceful city with the
population of a little more than 50,000. It faces Seto Inland Sea and the nearest beach is
within walking distance of Ako Castle. A legend says that Oishi Kuranosuke used to go
fishing with his son on days-off, and enjoyed his leisurely life. His house was inside the

Castle grounds.

Figure 23: The gate of Ako Castle (restored), street view and Seto Inland Sea

Whistle and saihai ~ Kusarizukin (coif) A well (restored) Kagakuji Temple
(baton) used at the & Kusarijuban used by couriers (The family temple
attack on Kira (under-wear made from Edo of Asano House)

of mail) worn by
Horibe Taketsune

Oishi’s former premises are spacious, with a big Japanese garden. Oishi lived there
with his wife and three children. The eldest son was expecting genpuku (coming-of-age

ceremony) in a few years. Oishi was a mature man in the early 40s and hereditary jodai
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karé (chief chamberlain) of the Akod han which was affluent thanks to the high revenue

from salt production. His main duty was to manage and maintain his han. Aside from
preserving the organizational honor, it was Oishi’s imperative duty as jodai karo to
pursue the restoration of the Asano house, even if there was little possibility of
succeeding (Nanjo & Fukuda 208). He inevitably came into collision with Edo radicals
who insisted on killing Kira under any circumstances to maintain their personal honor. If
the Asano house had been restored, Oishi would probably have decided not to join the
vendetta in order to avoid any risk of the destruction of the Asano house again.
According to a legend, he was nicknamed hiru-andon (a lantern in the daytime, meaning
“a useless object/person”). He would have wished to end his life as hiru-andon in his
well-managed and peaceful han. However, he was eventually involved in the never-
imagined incident. He became a hero. He became one of the most famous historical
figures in Japan. An abundance of stories have been produced with Kuranosuke as a
protagonist.

Figure 25: The gate (restored) and the garden of Kuranosuke’s former house

(This is only a part of the garden)
This incident was a miracle in a way because as many as forty-seven ronin
remained united, overcoming their internal strife, for one year and nine months and

finally achieved their goal. It occurred in the peaceful Genroku era. There had been no
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war for one hundred years, and most samurai warriors had never killed anybody. Kendo

(Japanese art of fencing) training halls were probably the only site samurai fought with
each other; however, they used only wooden swords. Their daily lives were not so
different from salaried men in the modern age. It was in such a society that the real
killing with real swords occurred. Both samurai and commoners were surprised but
admired the firm determination and courage of the Ako ronin to carry out the vendetta.

The person who was most responsible for this incident was Shogun Tsunayoshi.
According to some jitsuroku, he was short-tempered and capricious. If Tsunayoshi had
been more scrupulous, he would have punished Kira as well, or at least ordered his
vassals to investigate the cause of Asano’s attack in order to deliver a fair judgement.
Then, the Ako ronin would most probably have accepted the bakufu decision. Instead,
Tsunayoshi simply burst into a fit of rage when he heard Asano’s violent conduct inside
the castle on the day of the welcoming ceremony for imperial envoys. It was an important
event for Tsunayoshi’s reconciliation policy with the Imperial Court. Consequently, he
immediately sentenced seppuku to Asano. Some writers speculate that Tsunayoshi
decided to move Kira to Honjo Matsuzaka-cho where protection by the bakufu could not
be easily provided, as if showing his indifference to the vendetta plot of the Ako ronin,
because he regretted his hasty decision in the face of increasing criticism against the
bakufu from the public. This speculation sounds plausible. Regardless of its credibility,
Kira’s move out of the center of Edo greatly helped the Ako ronin’s vendetta.

The bakufu decision not to restore the Asano house also played a crucial role in
making the vendetta into an everlasting legendary story. When this decision was finally

announced, the league was almost falling apart. This timing contributed to the
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strengthening of the bond among league members. What would have been the subsequent

story if the bakufu had decided on the restoration of the Asano house? The following is
my assumption based on the research | have conducted. Oishi would try to discourage the
league members from the vendetta. Some radicals would not give up the attack plan.

They would label Oishi a coward and traitor, and would carry out the vendetta on their
own. The internal strife among the league members would be exposed. The appraisal of
their actions would be divided. Some people would even criticize the avengers as fanatics.
After a short period of sensational reaction, people would lose interest in this vendetta,
and the Ako incident gradually would go out of the people’s minds. | presume this is the
most likely scenario.

After the vendetta, there was a long debate about the disposition of the league
members inside the bakufu. Some bakufu officials are said to have hoped to save their
lives; however, the final decision was to sentence all the members to seppuku. This was
the start of the legend of the forty-seven ronin, as previously discussed. They became
heroes because they died. | would say that the Chiishingura legend was the collaboration
of the forty-seven ronin and the bakufu, or more precisely, Tokugawa Tsunayoshi.

Then, forty-seven years later, a kabuki and joruri masterpiece Kanadehon
Chushingura was created. This play was a miracle, too. Without Kanadehon, the Ako
incident would not have become such a popular and famous story. As previously
scrutinized, this play mainly depicts the fate of the fictional characters who were not
league members. However, Kanadehon has conveyed the essence of the Ako incident. It
implied that there were many people who were sacrificed or suffered behind the heroic

deeds of the league members. Its themes were not loyalty of faithful vassals to their lord,
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but more universal issues such as love, death, money, family relationships, and so on.

Kanadehon has saved the crisis of kabuki many times and it is called dokujinto. 1t has
been performed either in kabuki or bunraku theaters almost every year for more than two
hundred and sixty years. It is a miracle of theatrical performance.

As examined above, Kanadehon has maintained its high popularity up to the
present day. It will survive the rapidly changing society, if the plurality of its text is
respected. Other Chashingura-mono with diverse perspectives will continue to increase,
even if they are short-lived and quickly replaced by new stories. Parodies by Nanboku
both in kabuki and contemporary plays will also increase in popularity, as the modern age
resembles the Bunka and Bunsei era when Nanboku was most active. New milestone
Chushingura may be created by playwrights with the same deep insight into the society
as Nanboku.

While | was investigating Chishingura, | started to think that this story is a
Japanese cultural asset which should be unfailingly transmitted to the future generations.
It involved a great many people: It was not the story of only forty-seven league members.
They had families, colleagues and friends. In addition, there were many defectors, traitors
and enemies. Each of them had his/her own story from his/her individual standpoint. An
amazing variety of stories have been produced with the theme of Chiishingura. Some of
them redeemed “villains.” Most of them are fictions, but fictions can be a more effective
means of revealing the truth with insightful psychological descriptions of the people
involved. These fictions from diverse perspectives have made Chiishingura even more
attractive. I think it is my mission to disseminate my findings to younger generations who

have not had the chance of learning about this great story.
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Appendix I: Note for Tables 1-3

References for Table 1 & 2:
1710-1946: Ak Shi-Shi Hensanshitsu (City History Compilation Room), ed.
Chiishingura Vol.5. Hydgo-ken Ako-Shi, 1993 print.
1947-2011: Programs of kabuki theaters such as Kabuki-za and Shinbashi Enbu;jé.
1966-2011: Nihon Engeki Kydkai, ed. Engeki Nenkan (Almanac) 1966-2011.
Tokyo: Shogakukan, 1966-2011print.
Kokuritsu Gekijo (National Theater) Data Base (website).

> See Table 3 for its references.

1. The data in Chishingura Vol.5 (hereafter, 1 will refer to this book as Vol.5) are far more
comprehensive than other references because this book includes many performances in small
playhouses in local areas, in contrast to other references with the records of performances only in
major theaters in big cities; however, Vol.5 covers the period only until 1992. Meanwhile, the
programs of Shochiku-affiliated theaters (hereafter, | will refer to them as Shochiku programs) cover
the period only after 1947. The coverage of Kokuritsu Gekijo Data Base and Engeki Nenkan are
further limited: They record the performances only after 1966, because Kokuritsu Gekijo opened in
1966, and the publication of Engeki Nenkan started in the same year.

2. In order to maintain coherence for the whole period after THE SECOND WORLD WAR, Wol.5 is
referred to only until 1946 as a general rule. In the case of Kanadehon, | strictly kept to this rule. With
regard to “Chiishingura-mono other than Kanadehon,” the number of performances in Table 1 for the
period between 1947 and 1965 shows only kabuki plays based on Shochiku programs and the data of
Vol.5, confined to the number of performances only in Shochiku-affiliated major theaters.

3. From 1966, theatrical performances other than kabuki are also included in the column of
“Chashingura-mono other than Kanadehon,” based on the data in Engeki Nenkan.

4. Bunraku (joruri) column between 1947 and 1965 shows zero performance. This does not mean no
performance during this period. It is because | referred only to Kokuritsu Gekijo Data Base which was
launched with the opening of Kokuritsu Gekijo in 1966.

5. Table 2 is denoted only in Japanese because it is simply the titles of Chiishingura-mono and Nanboku-
mono plays other than kabuki and bunraku.

6. Tables 1 and 3 are the abridged editions of more detailed tables | created based on the above

references. The full-length tables with yearly listings are available on request.

Note for Table 1
1. Each midori performance (showing only a few acts), as well as tashi kyogen (showing all acts), was

counted as an independent performance.



135

In the 1800s, the performances of Kanadehon started to add various characters to the original version.
At the end of the Edo period, most Kanadehon performances were such variations.
Those performances were entitled Kanadehon even if they added new characters and episodes, as long
as the main characters of Kanadehon were included there. The following three titles basically share
the characters: Kanadehon Chiishingura; Uraomote Chiishingura; and Chiishingura.
For this reason, | included the above three titles in the colulmn of Kanadehon performances. However,
I excluded some Uraomote Chiishingura which deviated from the original Kanadehon too much.
Kodomo Shibai (plays performed by young people under the age of fifteen: in actuality many older
actors joined the plays) are included because those actors were regarded as kabuki players and
performed full-scale kabuki plays.

(The source about Kodomo Shibai: Iwanami Koza Kabuki Bunraku Vol.3 95-99)
In the Meiji period, Kanadehon started to be performed by some other theatrical troupes such as Onna
Shibai (all-women play group), Shinpa, other contemporary theater troupes and comedy troupes.
Kanadehon was also performed by amateur groups such as rakugoka (comic story tellers) and bunshi

(writers). | picked them out as far as possible and added them in the other Chishingura-mono group.

Titles in English and abbreviations when applicable (Table 1)
(In chrolological order)

4 FAR =14 FA L EE (Kanadehon Chiishingura)
Hofk = HUE KPR (Goban Taiheiki)

PRI =L HE B M2 5 85 (Onikage Musashi Abumi)

S SNA=KFFL & & (Taiheiki Sazareishi)

il 1% = il 1% A P50 (Sazareishi go Taiheiki)

FATIERD = AT 1L WA (Kenkd Hoshi Monomiguruma)
WAITFEF=HE A X FET (Chishin Iroha Gunki)
4 i = FOEL 445 (Chaishin Kogane no Tanzaku)
RRE = RRFIM+L A (Oyakazu Shijishichihon)

JEF IR = KO EL B IR (Taiheiki Chiishin Koshaku)
$hfiE 2 = HOELE PR O #4416 % ( Chiishin Renri no Hachiue)
FE=2%H A (Kikuno En Tsuki no Shiranami)
DUk = HOFE MU 7% (Tokaidd Yotsuya Kaidan)
=Hh=M=HKHE] (Kamikakete Sango Taisetsu)
1E/K=15/K—# (Shimizu Ikkaku)

Faxiiy = 1H 0O K% (Matsuura no Taiko)

+-/Z =1 FHRi (Tsuchiya Chikara)
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B (Fu- Chiishingura)

JRFEIR T (AkS Roshi)

i S et = S50 98 e (Horibe Yahei)

JLtk= etk L ELE (Genroku Chiishingura)

LG =BT OAERE (Michiyuki Tabiji no Hanamuko: A dance scene between Acts 4 and 5 of
Kanadehon)

N =ELTHREE DAY (Michiyuki Tabiji no Yomeiri: Act 8 of Kanadehon consisting of only
dances)

HEAH = BE LR R AR T /=% (Zoho Chiishingura "Honzo Yashiki")

YRE =R ESRRE (Yasaku no Kamabara)

HRFTRF=U 4% ERT R (Shijashichi Koku Chiiya Dokei)

% h7p=% A 7¢ B EE (Onna Chiishingura)

7 7E JURE (Onna Sadakurd)

ARE=7%1E 0B (Sadd Chiishingura)

+ ZRf=-+ ¢ AR ELJE (Juniji Chishingura)

i E P A=HE T AL R (Kydsho Tehon Chiishingura)

Fegk=38k LR - 7% 187 4 {5 (Jitsuroku Chashingura: Gishi Meimeiden)

FEFRIL=RKAZEFBIHL (Oishi Saishi Wakare)

AR AR R = SR AE R Y 7. D By (Akagaki Genzo Shuttatsu no Dan)

Other abbreviations
k= (kabuki)
3= 3% (bunraku)

* "RV BRSO 23" (The performance of only jéruri music) is included following the record of

National Theater Data Base.

fitl - R ELjE = & O EE DY) (other Chiishingura-mono )

* After the Meiji Restoration, Shinpa (#17k), Shin-kokugeki (& ) and other theatrical productions

are included in this column.

MELE - &7t (The total number of Chiishingura-mono productions)

fith - b= OfthofsEFACIC X 5 IBE 2 7 ¢ — (other Chiishingura parodies by Tsuruya
Nanboku)

AL - A=t EiEEIESF (The total number of Nanboku-mono productions)
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Table 1: Chronology of Chushingura: 1710-2011
Kabuki, Bunraku (Joruri) and Other Theatrical Productions

'I:LE\E e /N . . .S
P - FRE e | B8 =g WF| ALS
F 5t 1R 4 5
/g X /g X
1710 3(REE L i’,(% L REEE 6
SZNA L itk 1) | AT 1)
1711-1746 z)(“\ébmga‘ 2 (S 20
1747 1 (KRE)
1748 1 1
(B 4L T 4F) * Kanadehon Chiishingura was performed first as a joruri
play, and immediately adapted to kabuki this year.
1749-1763 o4 3 8 5 37
(FLIE - EJE)
1764 (BAFNTTE) -
29 7 26 (LEFEM 13 17 (RN 9 79
1780 (%7K 9 4F) (BREPR 13) (BHER 9)
1781 (REATTER) - . .
45 13 | 50 (FEEEEIR 21 11 (FEEGHIR 2 140
1800 (B 12 47) (GFEHRR 2D (G 2)
1801 (ZEFNTHE)- _ _
48 22 | 46 (BFEFHIN 18 24 (FBEFEIR 9 132
1817 (3(1k 14 £8) (BRI 18) (BERR9)
1818 (XIHILLE)- 1;%' 13;): 1;5 3
1829 (ST 12 4F) 46 (BRI 14) | o s, | 113 | * 455" was staged for the first
42 13 HEOFMEZ 1) time in 1821.
*ERAE 2 " was staged for the frist * PO R and "R = JL R
time in 1828. were staged for thefirst time
in 1825.
1830 (RIRTTH)- 159 3 | o | o | 3
1843 Kk 14 ) . . * In 1837 and 1838, joruri play
54 39 | 58 (‘ERLEHIR 7 8 ("R FLEEMR 5 .
(R T) R " HUERE U PERK" was performed
in Osaka and Kyoto.
1844 (8hfET - 129
GMETE)- |\ 0 | 15 | soqumams) | 2(uEamnr 1 0 0 1
1853 (%7K 6 4F)
1854 (RBTTH)- 82 ("B LA 9; 5 (LREER 1
73 | 20 ) x 180 1 0 0 1
1867 (Bt 3 4F) #hFE % 5) #RfEZ 2)
Edo: Total 378 133 388 86 985 6 1 1 8




138

sEE- | ms | _ . S
: REFH f - R BB | e | =x R WA
o X o X
1868(BA;ATTE)- 131 (FREGER 2; 3 (BAMEZ 1)
1879 PR % 3;
85 12 | HAk— 1) 231 3 0 0 3
* "& K — 4 "was staged for the first
time in 1873.
1880s 144 (EEGER 1, | 5 (DEHEIR 1
fhfiEz 3; ke Z 1)
89 7 | RIEOKEE 1) 245 1 0 0 1
* "FATH" was staged for the first time
in 1882.
1890s 168 (FREGEIR 2; | 14 (BERER 3;
99 8 Skl 7 Shi% 5) 289 1 0 0 1
1900s 481 ("B FER 5; 6 (FRfH % 1)
PREZ 2; LR,
AT 1 HE 9)
1rr 8 | %" |- 3:Bi" was staged for the first 672 1 0 0 1
time in 1907. This play was shin-
kabuki, transcribed from "FA7H."
1910 - 163 (HA 4; 6 (RGN 1)
49 1 219 0 0 0 0
1911 (BR:E 44 5) 12 5)
Meiji: Total 499 | 36 1087 34 1656 6 0 0 6
BE mE | fth - i-&
v REEH fio = ae | =X il -
o X = X
1912 (KIEJTH)- 500 (F 9;
1919 TR 2; 17 (EEGER 2;
e B P Sk % 1) o I I 0
FATH 5; Tk 18)
1920 - 345 (A 10;
1925 (KIE 14 ) MR 3; 14 (FREFER 1;
61 4 | gz 4 IAWE G | KR 2) 424 0 0 0 0
T2 8; N
2)
Taisho: Total 170 | 12 845 31 1058 0 0 0 0
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BEE | Os fu-/ | md-&
F REFF i - 56 BB a5 | =31 it 5
g X o X
1926 (WBF0ICAF)- 230 (A 6;
1929 BRI 1;
AT 2; 2 10; 13
FREER A 9 %)
55 g | *"/RBEIRL" was the stage adaptation 307 1(%) 1
of the same titled novel written by ;;?;Srr\:]vjj It;sgsﬁfkfk?g"eki
Osaragi Jiro. All the nine plays were
staged in 1929, the year Osaragi's
book was published.
1930-1939 332(HEAE 12; 26 (B 1,
TREFER 1; EEGER 1)
Jokk 17;
FATH 12; L2 16;
79 27 | oA 1) 464 2 0 0 2
* " E itk R B was staged for the first
time in 1934.
* "R So A was staged for the first
time in 1939)
1940-1946 265 (BRI 1;
46 (*) | 13 o 5 Eﬁ(‘sg; . 336 0 0 0 0
PAREZ 3, AaT 19; | 12 (BREER 1)
TR 8; s 1)
* In 1946, only two dance scenes ("fEAE" and "E AD™)
were allowed by the Allied Occupation.
Showa until 1946
(BBF0 21 4F): 180 49 827 51 1107 2 0 1 3
Total
As explained in Note for Tables, the following data are based on different sources with different coverage.
The number of Kanadehon performances until 1946 included the plays staged in small playhouses in local
areas, whereas the number below shows performances only in Shochiku-affiliated theaters mainly in big cities.
For the purpose of comparison, it may be advisable to double the number because there is a big discrepancy
between the two sources | refered to, as follwos.
The number of kabuki Kanadehon performances for the period of 1947-1992
Shochiku programs: 132
Ako Shi-Shi Hensanshitsu: 256
1947-1959 63 (Jufk 19;
53 0 | ShiER 2; FATH 4 0 116 12 12

+E 6)
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BER- | ma fu-7 | FAdL-&
F REFF i - 56 BB P [ =3 it 5
g X o X
1960-1964 18 (Jttk 6;
10 0 | #aH 1 12 1 0 28 1 1
1E7K 1)
* As explained in Note for Tables, the column of "ftfi - F&ELji" (Chitshingura-mono other than Kanadehon)
includes only kabuki plays until 1964. From 1965, this column includes all the genres of the stage adaptation.
19651969 10 | 2 zggﬂ)ﬁ Ul ) 35 4 4 8
1970s 61 (Jotk 17; 9 (BRI 2;
AR 1 ekEA 1 | B L 4
W 7; TR 5; M 2)
0 | 6 |EABLIMEML 06 | 4 | 1 | 10 15
5SS 1; A 1
#ZEILRS 1; Al
1;
B 1)
1980s 59 (Jtftk 8; 3R 1
(1989 was the AT 5; 12 4, Bl 1 URIE 1)
last year _of HEp] 9 8 EIER 1; a0 - L 8 (% v
and the first BEFAL B 2)
year of ik + B 1;
ZA-urg 1)
* One of them was Chiishingura Yotsuya Kaidan which was performed in 1980.
It is included both in Kanadehon and Yotsuya Kaidan.
1990s 53 (Jufk 4; 8 (BEIR 2;
23 9 | AW 3, LR 4; | ¥AM5; URE L) 93 3 4 | 21(% 28
BFTRT 1, /FD 1) B 1)
2000s 72 (Jokk 12; 5 (BEFHR 1
etz 1 psis; | 10 5
27* | 12 | BB 2; 01 115 6* 5 26 37
gk 1, IR 1,
KL FEFRln
1)
*One of them was Yotsuya Kaidan Chiishingura which was performed in 2003 (The play performed in
1980 was Chiishingura Yotsuya Kaidan). This play is included both in Kanadehon and Yotsuya Kaidan.
2010-2011 8 (Al 1; 1 (FR¥H)
5 0 15 1 2 4 7
TE 1)
1947-2011: Total
(BF0 22 &£~ 177 | 37 356 27 597 36 13 73 122
Rk 23 £F)
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Table2: Theatrical Productions Other Than Kabuki and Bunraku: 1965-2010
(Reference: Nihon Engeki Kyokai, Ed. Engeki Nenkan 1966-2011)

*The size of theaters: L (large) = more than 900 seats; M (medium) = 899-500 seats;

S (small) = less than 499 seats

Year

Month

1965

Jan-
Feb
Nov

Dec

1966

Dec

1967

Mar
Dec

1968

Mar-
Apr

Aug

1969

Mar
Apr
Jul

Sep

Dec

1970

Jan

Dec

1971

May
Aug

1972

Feb
Apr

Dec

1973

Mar

Nov.

1974

Jan
Jul
Oct

Nov.

1975

Sep
Nov.

The size of theaters

M (El3Z- /Mg

S (BEEEERIIS)

BARE)

S(FEREIS)

S(fLFERR—IL)

Chiishingura-mono

Nanboku-mono

BEEEE - KERNEN

FRERL

IL—S—KEERE

HFLACEER (RRREER)

A FERD

PROAER(KIEET)

PRIZHHEER

BENEER

LER(FRREZ ZELSM)

BB A EK (PR #E))

BEEEE KEREM(EA)I—X)

TRERY HNEXREM)

B=R KU (FEE)

EBImAE#R

HARE-TOBEODE (K)IEE)

BER- CIENEE RTHER)

LAITEEER

B8 BEBR(FRESIAE)

REEEAER (R ANRIS)

BEBER - FREFR—K)

HETIME-FK—F

RBEY - BITHRERDIENE

IFDORE-EBEFNERXFRAR—XK)

ITEER(ZRER)

YR &R & £ 18 (KIR3h)

MTEEIR (ZRER)

RENS B RS (FER)

FAEB(BERBRIS +FEE)

FIBE ISR ERDNEXR (EHEIE)

TTREKFE
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Year | Month Ttr;‘ee:iéisf Chiishingura-mono Nanboku-mono
1976 [san  [EGHERES | TRATE
Jul S(ERIYITY FEENA RS (ZEREXD
) &Y)
ERImAEH
Aug 8= FAY) (FE)
Sep FEMIR(ERRZN)
Oct B & AT (K)IFER)
Dec BEBEEEX)
1977 | Jun HEMTR(EEHRZM)
Dec BEVNBERGIRFII)
1978 | sep RAFEHFIOR(E B
Dec ®RE ! FERTERRZN)
ETRLGETTHERD
BBESDATIRH (LFE)
1979 | Jun HERT(BRERZN)
Aug REXEESHEEX)
Oct B=AAY (FEE)
Dec CARBEBRMTHERD
RENBE-Bh OB E(RE=HIEEIRE)
1980 | Jan REXFEEKEER)
Apr B B ~ PO PR B (AL EE)
Aug BRI TERLESRRES M5 —)
Oct FHESHN LR TFEITEFERD
Dec " "
ZI-bDEER
BEXBEBETNEEAER
1981 | Jan EEXECSEEXR)
EBFRIEDE (2 RAER)
1982 | Jan REREBBERII—X)
May S(EJIT—IL) FERME~ TR ARG (ERER)
Dec BORE~BERER (K)IEE)
1983 | Jan MR 1 (KGR
Apr LD EER
1984 | Dec ZI-bDBER
185 [ Sep | S(#-RRFY) S EIR AR i
* - TR
Dec m+A\ANEDOBEFNEXDETEHEE)
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vear | montn | Thesizeof Chiishingura-mono Nanboku-mono
theaters
1986 | Apr HhITF(EE - RAA=F—IR-RTv—)L)
Sep- B hTF(CRE R =E—UR-RTr—L)
Oct
Sep | S(H-RXF)) HiEE AR RS EEE)
Dec BEVWVEER(EEEIE)
BRE | BEBM=(F BE#)
THREBE@ERR THERD)
1987 | Jan IEEERE#(AAVAL)
Jul PEVRERMEZERIE)
Sep HhIF(EE - RA=F—UR-RSv—/)L)
LTI DBIEAERGERER)
Oct ENELEREREIERIS)
Dec BATRLEEBMREEE)
1988 | Jan FEFENBN(BREKH)
f\ept; FHTECEE R =E—UR RS —L)
Mar EEZERA(ARVAL)
Sep- | SRFEEAT | (2 pinst(te=st LUSL ZE D)
L)
Oct- | MEFHFAVIY | REFAEEB(EL =1)I=H HEF4)IT>
Dec | #JLEIE) AIVBISA—T i)
Dec EMNEYEE(=ZiHEMETF)
g KR ~ERICENGENo=07—TILOEEH
S(xZ M) B =B EER)
1989 | Jun ng_“a'f)ﬁjw ARDIEHE= 3 LOELZE )
Jul BLPIBEDAN—FH-mEAEHR
(HAR=bpERE)
. BROKEN &R (LisE=T
S(RZEI5) OFa—RF—L)
Oct KERNEB (2 B AKER)
MEZRIB—D B=HXU(BIFREFERIL 35
EE) BAERISNE)
Dec ENEROEBEHEMmREEE)

HRE | FERTERRZN)

SGE % /1MEIS) BEH-2ORE@EBZLECELTOF1—R)
S(REEMA—

L)

BéF-FERT(EFOLE)
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Year | Month The size of Chiishingura-mono Nanboku-mono
theaters
1990 | Jan BEB—EOE-E0EEKRVAL)
KAENE (2 RAER)
= B AYN(FEE)
Feb BROBEBEMREEXS)
| TR <SRRI REZS)
Aug | S(BEEERIS) BB AIRR(EERE)
SUEFEET™ | mEmam whoic—%)
Nov | SC¥L3 WA IS ER (TEREE - T8k
AR—R) INEISIRIE NE)
Dec ENE—_BERLDEDL—
IBE | KEEB (12 ARLZRDETNILNE)
1991 | Jul EEREHF(ERVAL)
Dec REFABER 38 GEH=18)IZ=1#)
1992 | Oct BERERRE)
Nov EARERB@ERRZM)
Dec BHEBEREGNREERINE
1993 | Mar BERB(ERRED)
Apr EHREMECR L 5 HEE)
May B R E/E)I=AL)
M(RR—Z-+£0) WAIEmAIEHR (TERER)
Al | BRREES mAmT BRHRCEERS. 14)
MBS ATAIE) - mARB (AT BER
Dec M(RTEEEI5) B=RAXU(FERE)
5 2NE " "
SGEER/NEIS) *
1904 | may | ZSEIBSLO EALBEIAEHTEAER)
25 [
vy [T f)aiﬁﬂa)rb'b‘y(“7I~5’J'°/a>”7’n7‘-'1—
Jun
Jun EED RN (FEEIEE)
Jul S(HFIERES) | FRRBRL(TV/R)
e - fEE s [&-mAEH (LA =LEIS. B
A E=IWFF)
Dec Ti-EDEER

S (RREATRIS

IhR—IL

HRTEER ML O T )
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Year | Month :;geatsgiz of Chiishingura-mono Nanboku-mono
M OKF Z1ieE . B
1995 | Jan ACM B118) FEELT(E-BE=RAIIHBA)
SLACH~HRERTER~ (EIIXZE
[ Y— %?uuw FRBTERA~ (E/IRTERIL
ul S(HEETTFRIL-D 24 -0SoFg)LI mAER
A2T) %-REE(E=TOFH)
Sep ;gﬁ@ﬂ‘f‘/fiﬂ AR B (R = T8 = 8)
MEREEIZ | onkR ERAEVEER EROMCI~LE
) i)
Nov | MUSHI=P7 7 | it ik = R ISR SCOT)
Dec pin KEEBR(EENBENE)
MEFBRAR—R- | BEBI—FLvy BIEHEG) * KRAES
+0) »HY
1996 | Mar i";‘;*"’w’ﬁ“ B E SRR R (A —%)
Aug jfﬁﬁ"’j’“‘ HEORER(AURSHER)
Nov EQE EOE_AENE (SEER)
KAEMEE (B REA)
Z-bDEER
1997 | May ARSBER (ZHKE)
Oct KAEHEE~BERESR~ (ER A
S(OT7A—YUE | /1 XONFFHE=HLOEL/ TR AIL-R—Z-
—JL) JURET)
Dec EEDIE~AKENEBIDOE
_ ) HE=RAY (BEE) *HES
1998 | Apr Z;@f;%"-* TS T E— (M) THAE
=1 HY
o MEREL(HE=-EARE Sv/B) *EA
o7 M7 R R R, BRI - BRI
BEE OV B R ERASDE-IER)
pg | MT—FZI47 ESFEREM(FRSHOM
9 | mmxEM) BEH)
Dec | S 758—t=h) | DhhREER (Breath Taking Label)
EKBEARUNE EEE“}.(VE—:FEEI?}"J*t T e
15 — AL E VI REM)
Jun fJ‘#’)bh‘E ! rlh\EﬁJ
S(hBRES N
WIZh—1L) oA EEK 1999 G
w | SHEFEEYY AR A RS (E E )
T HE—)
Aug 0 B o R AR (R — %)
o esea RNHEE~ TN ENDBER~ (F-Fav
S({&E REEEIS) < S EH)
o mARES (ARMATFEY
S(El&ﬂ‘ )l/) ;E_J/U_X)
Oct BER—AERED— (LAt
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Year | Month :;gz:;iz of Chiishingura-mono Nanboku-mono
Oct- STHE=TTIL
1099 | ov | (M) ESRIRIE RERSRH(HERSH)
(S)
Nov BEBE-XRANEB— (LX)
KAENE(EREAXRER)
Dec MRELBEBEDRL(ERD
EEENAERMR((ML-TOD)
M (D& HY A kTRFa—R):
R—IL) .
BRI ) — X
2000 | an iﬁi;:hd)ﬂﬁj — RERNEB (AT - BT ERIE L
Apr BER(EEEXEIRES
May ARSBER (ZHKE)
> HEEEARRGEL-TODY
MOTRE St b TOF1—R) BRBELS
VA—-R—)L) ez
Jul BERER(ILEOHED)
Nov M(BTEERIS) g;‘z‘rw)/‘iﬁj — REWEB (AT - B EIRE L
iy TALDBIE, WARRCOR
. EFTHI(HLAF)
Dec AEWN ! BEEBRAIEHEREXE)
MERZRIBA—T | BEBR@RUER YISV -J18—)L 7540008
[EE) H)
WEHRIITH | prrop FHERtEE (CARSE—©)
S(FALRTEIL/N INT/ATIREBEREALIHESF
2001 | May | gsmy $B) (PARANOIA AGE)
Jun BNDREE—RKBNEBN(FITERE)
Oct S(MEL 74—y | Outsiders FBERE 2001 (B TR TLE)
pec | METFEIT IS IR =411 2 1)
2002 | san M@AERBE/NTYy | AXONEH(EIBMLE 2001 S FR— L—T A k-
9-TFH—) W& vI)
g)(‘””‘_”_ PO R B GR =481 1)
) BEEEETD
Ma MER/NTYy | FRSTAXDONEHENDIEE BORETI(HRFY
Y | ovreo FA—C Al <)
Jun BEBEM-SHEFRA—X)
\ FhR- A EH~EROE~ (X
Sep S-gﬁ;iﬁfiﬁiil?j N—HeyFR-TFOF1—R-
KRt KOtoDAMA T E# E)
S(RIEIBFEEESFE | .
Nov e TEEREIE G ERE)
Dec SETE—/bvT | SZULBEBGEAITEHREE % HiE=E

A)

AKE. )

S(R=H>-Evh)

BH=RARYGRILRRER)

M(=ig15)

ER—H By BERIEHREE
RERENE)
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Year | Month :::eeatsg-z of Chiishingura-mono Nanboku-mono
2003 | Mar S(CEEFET7ISEI %Eﬁ OLm({E-EHE=TEAVF FEMATO
5) oxIh)
May iR - BERIME EER 2R
(ERVAL)
Jun IFR-IR, BER(E—=VJ R, £EIa—JHI)
a = BEEEOBE—FEEN+LE (NPO HARBE
S(REERIR) | o vmanm
i | e ERTIIR | g SR (5 b—CF Vola)
Sep S(18 R EERIE) THRNHALESHE(WAKIHE H-Far<5EH)
_ . BEBISARL— 3y £EFTIEZHICE~KE
Nov M(¥ﬂ$:'7j_|)1/ REBE 1.S./ Vv~ (New OSK BAFEIE 4
2 )LEI5) A
.L\/Sii)
Dec S(FALRTEII/NE | TREBEEBEI)—X F28 REEXEF V&Y
%) BHERIEIEOMHE)
S(EREERIS) &
2004 | May | M(E74—K5% WAIIOARHR(TEEZE)
T4)
SGRIIF EHEE o0 2 A -
Jun e RE FAmMSIRHK (TEERE)
1ul S(RREEILIEME AR (Ort-d.d: 7 A—Hhy
RELR) IN=— F I TA—T1)
KEWN ! KEER(BREER)
Aug | SEEST7E—y) ALELD IEMON(E 7 5—y)
2005 | Jan S(R=ZH-EYR) B=RRYIGRILRIER
Jun EDE~MBREBLY~(EARVAL)
SHAREZCADIE | BEBWE=FEALVY N\+/\DE XZEEEH
T+ ARZSH) HITkDBEELE)
s - mAES YOTSUYA-KAIDAN
Aug | (B> TS0 (BRARASEATOSISH)
Dec BEOLEBHILEE- EEBEOTEREN ! BER)
S (FAEVrERA) HFEMAEH (DIGAGOS)
M (& E R AL =T -
N KANADEHON B CEH == KER
2006 | Jan fjlli,;t'/’sl 7R Y EvangIE)
Mar | S¢LaEIS) g;ﬁ;)' EHES (- BH==8%Z-PARCOH
Ma S(CEIE7ITSEI BEBRWE=TEAVY XEE+EFEHA BE
k) LEXHLY—Z)
1l S(hAR—IL) BEBT/ A—ME(E=FHAYUY BEI=vI
* REH neuf(+72))
Aug - AR (RN FE )
Sep XD EER
o o BEB~KFEMMz- TRNHALESHE~
Lo (WAKI #84 - Far <4 EH)
BEBMz: TORIREIEERMF) *BIEER
Oct M(S #8115) Fl&. 1987 (RFN62) FOFERIBRADE . FE

BIREMOBAEBNICERENTDIZHE>THER
LB,
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Year | Month ;I;]he size of Chiishingura-mono Nanboku-mono
eaters
2006 | Nov TN EER
Dec S(HEZEIF7IRY S—HYRISARM Y LFARE— BHTIES
=) (Project Jesus Vol.2)
2007 | Jan FROER~KBYKDFE(IIhESE)
Mar
BEB~VOLRP HEE(FERMIEE - L FR)
R | BT EFFR—XK)
A7 7 MR T AR R (R B
1ul S(FHFRHTRLT B NNER: "¢ - 15 b
VR-RATF) AU RARTIMY T RO—D
BIE
2007 yotsuya-kaidan —[ BEE M AZ
Au S(CEIETIIE BIKYT Ty B My RETRE
S ) 0BT FFHEEEEMNOS]
— (K/THER
SEHB/I—ILTY fAAIZHLEREERAM ( BIFRE
HEI5) T RFER/ME)
5 FEREFAFMAE—F-OAE
Sep | SUHREERIS) RO TR+ BRAES)
M(E&/T )y .
Nov | s pmy KANADEHON B E & (TE#ZE)
Dec ;ggf_’”’ AL = 5 OB BB, ERE/ME)
S(ACOAF7HRYI) N s
2008 | Apr apdyen - mMAIRH(ETEIS)
SR BEE A (BIARRERIILIHR—
Jul SPACEL07) W) *BARLERD A, Ab—
—(FIB =R KU1 EIEEER
Sep ;"_\(_bfiﬁ’u | R ER BB LYY R)
oct | SRR EEEEAIER JAM
RED/THEATER) SESSION 08)
2009 | Jun BEBRLIE KEVWEOAUEMREEXS)
SCRATEIE) _ o
E=FR B=R KU (FEHX—~)L)
S(CEIETIIE REMAZRH(BIE X Bi5TFA
1) #)
LGRERASE) &
Sep M HBHYIIE | DMEFRBER @ERILRTUR)
R"—IL)
[5Z5X B~ KmaEs~]
R O MAREEEHEME BEE
#hEE 4 (La-Moon)
FFABERBIH/ N \YIXDOE) * KAEANE
S(Gth&R/Ngli5) B%E . 5 TERICESHBOREDST AANBELTH
W =1Ef,
Dec BHOEER(hREE)
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Year | Month ;2::5: of Chiishingura-mono Nanboku-mono
2010 | Feb ARSEER (ZRHE)
Apr S(CEIXT7IZEI KEB/NEHFUAZFHEEH)
g ) VY OETHMA)
ey | o e ey | b EASTY (fe- et = oS, =T
o MEING l5)3:3
= M)
BAEME S20THLNT(E
N =R, BARERHS
Jun f‘%(gmm*”* AMERIZRI AT * BomEm
BERIOBEHRICAVRINA(T
SINFFERST
b A THIDTBD LRI
aug [N AEOSE mAEH_IR( ) — (=88
5L T H—INEIS iR\ -TRY) BEEREILIT™
BRHILY EREEM)
Sep BEBERTR)
Oct xEOBER (hiEE)
S(RRFEEYY —ERTEBRRHEI—TERALES
TR AI(RE)
Nov M(BARE=HH— | MEFABER(OCTLET7 oY —HBEHEE
L) ER[EE]EASE Legend (f&E50) 1)
pec | SCFALRTBLIME | o\ A 1k EmER SWAT)

%)
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Table 3: Chronology of Films and TV Programs 1907-2010

References:
*  Ako Shi-Shi Hensanshitsu, ed. Chishingura Vol.5. Hydgo-ken Ako-Shi, 1993 print.

*  Kinema Junpdsha, ed. Rinji Zokan: Chishingura-Eizé no Sekai (BsfF1EF . B EBBE D 1#5R). Tokyo:
Kinema Junpdsha, 1994 Print.

The National Association of Commercial Broadcasters in Japan, ed. Nihon Minkan Hoso Nenkan 1990-2010.
Tokyo: Koken Shuppan, 1990-2010 Prit.

*  Nomura Ydichi. Jitsuroku Terebi Jidaigeki-shi (£ 7L E#F L£/% ). Tokyo:Tokyo Shinbun Shuppankyoku,
1999 Print.

D=Dramas; O=0Others

Films | TV Shows

Year Total Main Titles
Total
D (@]
LI All films during the 3 years were documentar:
1909 5 gthe sy Y
HERAKRB (=A%) (1907: Documentary. The first film in Japan.)
1910- 96 Orthodox stories: the theme was loyalty.
1928 EHRBER (B L ZB) (1910: The first story film in Japan)
1929- 13
o FrREER T (1929: The first film adaptation of 4k6 Rashi written by Osaragi Jird.)
1932- " HBEE  (1932: Director: Kinugawa Teinosuke) (smash hit)
1940
1941- c FoF B ER BT and £ 5 (1941&1942 Dir: Mizoguchi Kenji)
1942
1943- . . .
1952 9 No film was made between 1945 and 1950. Six of them were made in 1952.
1953 2 1 4 | LATFZEBERE (TV drama: TV broadcasting started in Japan in 1953.)
1954- 16 5 80 | HEEE (1954 film: Dir. Osone Tatsuo. Perf. #AARSEMER. The title Chiishingura was
1959 used for the first time after THE SECOND WORLD WAR.

REEE (1957 film: Dir. Osone Tatsuo. Perf. /1)I3&Z Bj. Combination of
Kanadehon and Jitsuroku-mono.)

FrEER £ (1956 film: Dir. Matsuda Sadatsugu. Perf. T )117% A iF. The first
Chiuishingura film in color.)

SERLED (1959 film: Perf. f1)IIE &, Based on the novel by Gomi Yasusuke. Also
adapted to stages and TV shows several times)

BEB®O A& ('56-'57 TV series consisting of 60 episodes: )1l EXPHER)

1960- 9 24 | 109 | ¥35)—< 2 BEE (1960 film: Perf. ZREEAGR)

BE B (1962 film: Dir. Inagaki Hiroshi. Perf. #AZAS2PMER. One of the most popular
Chushingura films overseas)

hAHABER (1963 animation film. Broadcast several times on TV)

NHK Taiga (K:fT) drama  FriE;E 1+ 1(Perf. &4 )Il—3X. Recorded the viewer rating
of 53% in the episode of the attack on Kira's mansion)

1964

1965- 2 16 | 115 | ZEBERE (1965 film: Perf. £ H ER)

1969 FBREIFELY) (1969 film: Perf. #3275 5545 . Remake of "&#%50" made in 1959)
H5HOKXERNEBI(1968 TV drama: Perf. EREAT)

BAREE MESRER] (1968 TV drama: Perf. 7K/REA)
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Films | TV Shows
Year Total Main Titles
Total
D (¢}

1970- 0| 11 | 120 | KEE®E(1971 TV drama: Perf. =fhERER)

1974 R+ Ef (1974 TV drama: Perf. S#E34t)

1975- 1| 8 | 132 | FEEmET#E (1978 film: Dir. Fukasaku Kinji. Perf. BE88 2 T)

1979 NHKTaiga Drama I TR A &2 1(1975: Perf. STF- BIRiEZ)
L0 EBER(1979 TV drama: Perf. j#iX;ZF. Recorded the viewer rating of
42.6%.This drama was rebroadcast several times, and also adapted into the stage.)

1980- 0| 12 | 123 | ZZAF=HDEEHE(1981 TV drama: Perf. H 8 B F - F4fig 2 B)

1984 NHK Taiga drama Il D {8 1 (1982: Perf. #& A %)
DARRI B EEL ] (1982 TV drama: Perf. ELRS#E3. Unorthodox Chishingura.)
{/—HBEB (1983 TV drama: Perf. B2k, Ninja-mono.)

1985- 1] 17 | 164 | R)LYBEE (1985 film: Made in West Germany)

1989 FEREBRBIRR v)LT BEREL (1985 TV drama: Perf. B R &K EA. The first special
year-end long-hour Chiishingura drama)
B - & f-5 - (1987 TV drama. Written by Hashida Sugako, the playwright of %
5DEEE Perf. BEKE-HAET)
12 BRI AFRS<I KEER(1989TV drama of 12-hour long: Perf. #A A S PO ER)

(As explained in the Note for Tables 1-3, Chiishingura Vol.5 include the data only until 1992.
I could not find any other reference with the comprehensive record of TV programs other than dramas.
For this reason, the following table shows only the number of TV dramas.

1990-
1994

2

10

H++ A DO FIZE (1994 film. Dir. Ichikawa Kon. Perf. &2 1&)
BEBIMEE AR (1994 film: Dir. Fukasaku Kinji. Perf. @&, The first
docking of Chishingura and Yotsuya Kaidan in Japanese film history)

B (1990 TV drama: Perf. E—k7=1+L. Unorthodox Chishingura.)
RKAERNEBN - ZDRE, (1991 TV drama: Perf. SE# ZER. The first TV drama with
the title "Oishi Kuranosuke.")
FERBRBIRARO v LI BER-BOEZED% (1991 TV drama: Perf. ffH:EH.
Year-end special drama.)

HEBIME - ERRED (1991 TV drama: Perf. 42 B AER)

1995-
1999

H B (1996 orthodox TV drama: Perf. 3t K&kt )
1999 NHK Taiga drama  sT#%#& &L | (Perf. ATESLER)
12 BRI ARRS I FREER T (1999 12-hour long TV drama: Perf. #3758A%t)

2000-

2004

HIZH I W YIEE BRE O 453l #R 1 B & 1 (2000 film: One of the four episodes
of an omnibus film. Oishi was depicted as an indecisive man.)

HBERE 1/47 (2001 TV drama: Perf. A##h8%)

B L~ SRET D BF (2003 orthodox TV drama. Perf. & 2&7FH)

A REE Bl B8 1(2004 TV drama: Perf. ¥ATE42)

IS A XEFEENT=5 (2004 TV drama: Perf. Z2#£R/I. The protagonist is Shogun
Tsunayoshi.)

%D BEE(2004 TV drama: Perf.£)I| fEh - & JIIB8 2. The protagonists are two
defectors.)

2005-
2010

%D BER(2010 film: TV drama: Perf. &L 5] - £ 8%, The same story as the
2004 TV drama.)

BEE BREDIEE (2007 TV drama: Perf. FE#RLNT &)

HERB~ZFNDRE. KARNEB (2010 orthodox TV drama: Perf. 4 1E#1- 78 HEX
m




Appendix I11: The Akd Incident in Textbooks after THE SECOND

WORLD WAR.
Table 4: The Inclusion of the Ako Incident in Textbooks: 1951-2010
S\;lingglgz\s/\;; Jikkyd Shuppan Shimizu Shoin Sanseido
Years The inclusion of The inclusion of the The inclusion of The inclusion of
the Ako Incident AkO Incident the Ako Incident the Ako Incident
Yes No Yes No Yes No Yes No
1951-1955 2 1 N/A 0 2 N/A
1956-1960 4 3 0 2 2 0 0 4
1961-1970 1 5 0 2 1 2 0 5
1971-1979 1 5 0 4 0 3 0 4
1980-1991 4 12 0 7 0 3 0 11
1992-2001 6 6 1 3 2 3 0 5
2002-2010 2 8 4 1 0 4 1 3

*Textbooks are compiled in accordance with the curriculum guidelines issured by
the Ministry of Ecudation, Culture, Sports, Science and Technology.

The guidelines are not updated every year. This means that the same guidelines
are applied until the next update. So, the years between the updates are grouped
as one period in this table. The number of textbooks published during these periods
varies from publisher to publisher.
*The guidelines have been updated in the following years:
1951; 1956; 1961; 1971; 1980; 1992; 2002; 2011
*All the textbooks are housed in Japan Textbook Research Center in Tokyo.
Because of the time limitation, | could not make more comprehensive research;
however, this table shows the general trend as all the four publishers in this table are
major publishing companies in Japan, and many schools use their textbooks.

152



