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Abstract

This thesis examines the implications of designating an adaptation with the source material's name
when the two bear little resemblance. Focusing on Mishima Yukio's Yoroboshi, a play from his
Modern Noh Plays collection, this study investigates the effects of this practice on the imagined
audience. By classifying a Western-style drama (shingeki) under the highly formalized genre of
Noh and creating the category of "Modern Noh," Mishima merges the contrasting notions of
tradition and modernity. This thesis posits that this fusion suggests that solutions to contemporary

issues critiqued in the play, such as the erosion of national identity, may be found in the past.

Mishima's Yoroboshi, adapted from a classical Noh play of the same name, introduces a family
court to adjudicate the legal parentage of a young man blinded in an aerial bombing. The thesis
explores the sociopolitical context of its time and the impact of labeling it as "Noh" on the audience.
This analysis involves contextualizing the play, conducting a critical translation, and comparing it

with the source material to assess its nature as an adaptation.

Through this examination, this thesis aims to enhance understanding of Mishima's Modern Noh

drama in the postwar context and its significance for the audience.
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Chapter I. Introduction

The Noh theatre is a temple of beauty, the place above all wherein is realized the supreme
union of religious solemnity and sensuous beauty. In no other theatrical tradition has such
an exquisite refinement been achieved... True beauty is something that attacks, overpowers,

robs, and finally destroys.

-from an essay by Mishima, “The Japan Within”, translated and quoted in Henry Scott

Stokes's The Life and Death of Yukio Mishima

Mishima Yukio, a towering figure in Japanese literature and culture, left an enduring legacy
through his diverse work encompassing novels, plays, essays, and even filmmaking. Throughout
his career, Mishima explored complex themes of identity, sexuality, beauty, and death, often
drawing inspiration from traditional Japanese aesthetics and cultural values while grappling with
the anxieties and contradictions of postwar Japanese society. Between 1949 and 1962, Mishima
composed a series of nine plays based on classical Noh sources and called the Modern Noh Plays

GECHEZEER). These plays were written as Western-style, psychological drama (known in Japan

as New Theatre or shingeki) and have no self-evident resemblance to the classical Noh. In his
Modern Noh plays, Mishima reimagined familiar characters and scenarios from the classical Noh
plays, usually set in serene ancient courts and Buddhist temples, and relocated them to a gritty,

urbanized Japan that turned its back on its traditions.

Mishima's modern Noh plays, with their fusion of Western dramaturgy and traditional Japanese
aesthetics, embody a paradox central to his personal, philosophical, and political identity. It could
be argued that Mishima utilized this distinctive form to channel his creative energy and used the

classical Noh’s fluid boundaries between the tangible and intangible as a metaphor for both
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postwar Japan and his own constantly changing identity. This thesis focuses on one of these
intriguing plays, Yoroboshi, an adaptation of a classical Noh play of the same name. Set in a family
court in postwar Japan, the play revolves around Toshinori, a young man blinded and separated
from his parents during the firecbombing of Tokyo. Fifteen years later, a custody battle ensues
between his biological and adoptive parents, leading Mishima to delve into complex themes of
identity, trauma, and the clash between tradition and modernity in postwar Japan. By analyzing
Yoroboshi, this project aims to illuminate Mishima's sociopolitical commentary, his subversion
and homage to Noh conventions, and the enduring relevance of his work in understanding the

complexities of cultural identity and historical trauma in the face of rapid societal change.

In this thesis, I will argue that Mishima uses the allegory of a family court to critique Japan’s
postwar identity and the perceived departure from traditions and the national identity that he
nostalgically revered. Mishima’s adaptation strategy intentionally omits most of the source
material yet retains the titles to evoke a sense of nostalgia and conjure a national identity for an
imagined audience familiar with Noh traditions. I will also argue that, in his adaptation, by
discarding the physicality of traditional Noh performance, the masks, costumes, and stylized
movements, and focusing instead on the psychological landscape of the characters, Mishima
leverages the strengths of modern theater to delve deeper into the emotional and psychological
complexities of the narrative. While Yoroboshi deviates significantly from the classical Noh play
in form and content, it retains the essence of Noh's exploration of human emotions, suffering, and
the search for meaning. Mishima's adaptation can be seen as a "reconstruction" of the original play
where the core themes and ideas are reinterpreted and given new life through a different artistic

medium.



To support this argument, I will conduct a textual analysis of Yoroboshi, focusing on how he has
transformed the setting and the characters, and also on significant plot deviations from the source
material, such as the depiction of hell and apocalypse instead of Nirvana. Additionally, I will
examine a series of performative utterances within the play; from simple state-of-being sentences
that label Toshinori, the protagonist, as “mad”, “lunatic”, and “blind” to Toshinori calling himself

“a naked prisoner” and his parents “cowards” and “insects”.

The first step in this literary analysis involves contextualization: understanding who Mishima
Yukio was, and how his personal life and political activism influenced his writings. This includes
exploring the philosophies that shaped his life, the social and political context in which he wrote
these plays, the theatre scene of his time, and the artistic heritage he followed. After examining
the themes of the play in the context of Mishima’s life and other works, and in Japan’s postwar
sociopolitical situation, I will explore the artistic heritage of Mishima’s adaptation, including the
form of classical Noh, the history of the Shintokumaru story (the basis for Yoroboshi), and Noh in

contemporary times.

The significance of Yoroboshi within Mishima’s collection of Modern Noh plays is multifaceted.
Firstly, its composition in 1960 coincides with Mishima’s growing political activism, marked by
his short story “Patriotism” (1960) which extolled the virtues of a young ultranationalist army
officer who committed seppuku after a failed coup. This marked a turning point in Mishima’s

career, as his writings increasingly reflected his right-wing political leanings.

Secondly, the narrative of Yoroboshi is deeply rooted in Japanese cultural history. The legend of
Shintokumaru, a blind beggar reunited with his father, has been adapted across various traditional

Japanese theatrical forms, including Noh, Kabuki, and Bunraku. Each adaptation explores distinct



themes, ranging from love and suffering to revenge and social critique. The enduring appeal of
this narrative, with its recurring motifs of transgressing, pollution, truth, and authority, provides a
fertile ground for examining the political undercurrents in Mishima’s adaptations. The story’s
resurgence in various forms throughout Japanese history, including contemporary adaptations by
Terayama Shiji and Orikuchi Shinobu, underscores its cultural significance and its potential to

illuminate the sociopolitical concerns of different eras.

Mishima's collection of Modern Noh Plays aligns well with his critique of modernity, particularly
the Westernization and loss of traditional values in postwar Japan. However, it is important to
think of what Mishima meant by Modern. The word “modern” is inherently problematic; it is
subjective, ambiguous, and constantly changing. In the introduction that he wrote for a collection
called New Writings in Japan (1972), in which he included his Patriotism as one of the exemplary
short stories of contemporary Japan, Mishima tries to define what “modern” means in Japanese
literature. He compares the essence of the “modern” with a pebble hidden in a loaf of bread, a
painful, brief shock that disrupts the flow of the everyday. He argues that while the Japanese have
kept parts of the traditions of their classical culture alive, there is no connection between the
traditional and modern literature of Japan. However, after more than a hundred years at his time
from the beginning of modern literature, he suggests that there is a tendency to go back to once-
abandoned traditions of Japanese classical literature to slowly fertilize “the roots of the superficial

grafting of European literary trends.” (Mishima, Introduction, 1972)

In other words, Mishima equates “modern” with European, Western, Global, non-Japanese, and
non-traditional. For him, “modern” is not necessarily the same as contemporary, as he
distinguishes between contemporary writings that try to fuse Japanese traditional form with

European form and the ones that only imitate the European styles. In Mishima’s lexicon, “modern”
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is soulless, superficial, empty, and meaningless. With that in mind, we can see that Mishima’s
Modern Noh plays are Noh plays set in the perceived modern world of Mishima, rather than just

contemporizing the stories of those plays.

More than half a century after Mishima’s suicide, his anxieties and concerns are still relatable, if
not on the rise again at a global level. At the time of writing this thesis, many European countries
have handed their governments to their hard-right parties, including Italy, Finland, Slovakia,
Hungary, Croatia, and the Czech Republic. Many polls show that the nationalist parties are either
leading or second in popularity in 15 countries of Europe. (Coi, 2024) White supremacist, alt-right
movements in North America such as Donald Trump’s MAGA campaign gained more followers
in recent years, advocating for xenophobic, misogynistic, anti-LGBTQ policies behind the shield
of keeping the traditions alive. (Wimberly, 2021) Similar to Mishima, many of these movements
and political parties share the anxiety of losing touch with their traditions and national identity and
their imagined utopia entails restoring a glory that has never existed. By examining Mishima
Yukio's life and works, particularly focusing on his play Yoroboshi, in this case, as a turning point
in his career, we can understand how cultural anxieties can be embodied in nihilistic characters in
a play. Additionally, we can see how Mishima manipulates his imagined audience to feel nostalgic

for traditional values through his adaptation strategies.

Through the characters' struggles with loss, identity, and the search for meaning, Yoroboshi offers
a glimpse into the psychological landscape of postwar Japan. The play delves into the depths of
human despair, exploring themes of nihilism, war, alienation, and the disintegration of traditional
values. The characters' yearning to return to a romanticized past and their inability to reconcile
with the present speak volumes about the societal anxieties that Mishima thought were plaguing

the nation. The original Noh play, dealing with themes of wandering mad men and the search for
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salvation, resonated with the postwar Japanese psyche, seeking solace and meaning in a world that
seemed irrevocably changed. By reimagining this classic tale, Mishima not only pays homage to
traditional Japanese theater but also uses it as a vehicle to express contemporary anxieties and

critique the erosion of cultural identity.

Methodology

The intricate layers of meaning embedded within Mishima's Yoroboshi necessitate a multi-faceted
methodological approach to fully grasp its sociopolitical commentary and cultural significance.
Primarily, a close reading and textual analysis of the play will be conducted. This entails a
meticulous examination of the language, symbolism, character development, and dramatic
structure employed by Mishima. Through a careful dissection of the text, recurring motifs, patterns,
and nuances in language can be identified, shedding light on the play's underlying themes and

messages.

In addition to a close reading, as an adaptation, a comparative analysis of the classical Noh play
Yoroboshi is necessary. By juxtaposing the two versions, key differences in plot, characterization,
and thematic emphasis can be highlighted. This comparison will reveal the specific choices
Mishima made in his adaptation. To avoid expanding this study out of scope, I intend to limit the
comparative analysis to the direct source material, which is the classical Noh version of the story.
I will, however, touch upon the many different versions of Shintokumaru’s story that have been

adapted for multiple forms in different eras.

The historical and cultural context of postwar Japan serves as a crucial lens through which to
interpret Yoroboshi. An understanding of the social, political, and economic landscape of the time

is essential for deciphering the play's coded messages and allusions. By situating the play within
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its historical context, the nuances and subtleties of Mishima's commentary on issues such as
cultural identity, disillusionment, and the search for meaning can be more fully appreciated. To
conduct the contextualization, I chose Thomas Postlewait’s methodology, with some degree of
customization. In "The Cambridge Introduction to Theatre Historiography," Thomas Postlewait
(2009) proposes a more nuanced understanding of the relationship between a theatrical work and
its context. He visually represents this as a graph where the play itself occupies a central position,
interconnected with four key elements: Possible Worlds, Receptions, Artistic Heritage, and Agents.

This model emphasizes the dynamic interplay between the text and its surrounding factors.

While acknowledging this complex context, this thesis primarily examines Mishima's Yoroboshi
as a literary work, meaning it does not concern itself with the reception of the play, for several

reasons:

Although Mishima was deeply involved in theater throughout his career, he did not participate
directly in the first staging of Yoroboshi, which occurred five years after its publication. It was the
only staging of Yoroboshi while Mishima was alive. This thesis focuses on Mishima's written work,
not the theatrical production of Yoroboshi. Mishima exclusively collaborated with the Bungakuza
theater troupe, a prominent shingeki group known for its literary focus, prioritizing publication of
the play's text before its stage adaptation. Even after forming his own troupe, Neo Littérature
Thédtre, with former Bungakuza members, Mishima maintained this practice. Neo Littérature
Théatre was formed a few months before Yoroboshi’s production and was responsible for a joint
production of Yoroboshi and Hanjo.

Mishima's Modern Noh plays, including Yoroboshi, deliberately eschew the traditional elements
of the form of Noh theater. Despite Noh's iconic features like the distinctive stage, masks, costumes,

choreography, narration style, chanting, and music, Mishima incorporated none of these into his

13



works. His plays were written for and performed in the shingeki style, a Western-influenced form
of Japanese theater. His Modern Noh plays lack reliance on specific scenographic elements and
hence can be studied as a work of literature.

In this thesis, the focus is on the audience Mishima imagined for Yoroboshi rather than the readers
of the play ("readers") or those who watch it on stage ("spectators"). This approach prioritizes the
analysis of the play as a literary work, exploring the implications of the text on the ideal audience
and the plot differences between the classical Noh version and Mishima’s version. While the actual
staging and viewing of Yoroboshi are acknowledged, they are not central to this specific line of
inquiry.

To clarify, I am omitting the aspect of reception from the contextualization of the play. That means
I do not study how the spectators reacted to the performance, whether it received a standing ovation
or people threw rotten tomatoes at the actors. I also do not concern this study with how critics
reacted to it, whether as a play on stage or a published play as literature. By omitting Reception

from the contextualization equation, we will be left with two triangles in Postlewait’s model:

World
Agents Event Receptlon

| 4

Artistic Heritage

Figure 1. Postlewait's graph of context
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"Possible Worlds-Event-Agents" and "Agents-Events-Artistic Heritage." To examine the context
of Mishima’s contribution to the event, I will present a brief biography of him, focusing mainly
on the themes I identified during the initial close reading of Yoroboshi. However, it is crucial to
acknowledge the "death of the author" and "authorial fallacy" concepts, which emphasize the
necessary separation between creator and creation. While Mishima's biography provides valuable
insights into his motivations and cultural context, it doesn't definitively determine the meaning of
Yoroboshi. The play must be allowed to speak for itself, with interpretations stemming from the
interplay between its language, structure, and the historical context in which it was written.
Therefore, while Mishima's life and works offer a lens through which to view the play, they are
not the sole determinants of its significance. The analysis will strive to balance acknowledging the
author's influence and allowing the text to reveal its multifaceted meanings. In other words, I will
adopt the approach of hypothetical intentionalism, which prioritizes the perspective of an intended
or ideal audience. This approach imagines an ideal audience that has access to public knowledge

and contextual information to infer the author’s intentions.

Moreover, the sociopolitical context of postwar Japan will be examined to understand the “World”
corner of the context. This brief history of Japan will start from the last year of the war and continue
to the year that the play was written, which is also the year in which the play is set. This
sociopolitical context will help us understand the situation to which Mishima was responding
through this play and the setting of the play itself. For the section on Artistic Heritage, I will begin
by providing a concise history of shingeki. Following this, I will analyze the form of classical Noh
theatre. Subsequently, I will explore the narrative of Shintokumaru and its various adaptations
across different forms. Finally, I will examine the contemporary state of Noh, focusing on

Mishima’s Modern Noh collection.
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Furthermore, 1 will pay attention to the theatrical elements of Yoroboshi. The use of music,
costumes, masks, and stage design in Noh theater are not merely decorative but carry symbolic
weight and contribute to the play's overall meaning. Analyzing how Mishima deals with these
elements in the context of his adaptation will shed light on how he utilized the theatrical medium

to enhance his sociopolitical commentary.

By combining close reading, comparative analysis, historical contextualization, and theoretical
frameworks, this multi-pronged methodology aims to unravel the intricate layers of meaning
within Yoroboshi. This approach will illuminate the play's significance as a cultural artifact, its

reflection of postwar anxieties, and its enduring relevance in contemporary discourse.

Theory

In his introduction to the 1957 translation of Mishima's Five Modern Noh Plays Donald Keene
parallels Mishima's adaptations of classical Noh and 20th-century adaptations of Greek tragedies.
Keene highlights that while familiarity with the original works can deepen appreciation in both
cases, the adaptations stand alone on their own merit, showcasing the creative reinterpretation of
familiar material. (Keene, Introduction, 1957) This observation encapsulates a central tension in

adaptation studies: the balance between fidelity to the source and the autonomy of the new creation.

Linda Hutcheon, a prominent figure in contemporary adaptation studies, in her book 4 Theory of
Adaptation (2006), argues that “In the workings of the human imagination, adaptation is the norm,
not the exception.” Hutcheon emphasizes that adaptations must be studied as adaptations and
should not be judged based on “fidelity criticism,” which assesses an adaptation by how faithful
the reproduction of the source material is. (Hutcheon, 2006, pp. 6-7) While it is true that an

adaptation is linked to an earlier text by “equivalences” of characters, plot, setting, images, etc., it
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distinguishes itself from its source material by introducing new information, perspectives, signs,
modes of presentation, etc. Hutcheon asserts that adaptations and their source material “exist

laterally, not vertically.” (Hutcheon, 2006, p. 169)

Hutcheon emphasizes the shared responsibility of both the adapter and the receiver
(reader/audience) in the adaptation process and considers them equal collaborators in creating new
meaning through textual mediation. Adaptation, viewed as deliberate appropriation, involves a
writer intentionally utilizing an existing text to create a new one. This process provides a unique
opportunity to analyze the compositional strategies and underlying intentions that influence the
creation and, ultimately, the autonomy of the new work. Conversely, the ability of an adaptation
to foster intertextual "double reading," where the audience engages with both the original and
adapted works simultaneously, depends on the receiver having a foundational understanding of the
source material and its subsequent adaptation. Hutcheon argues that the dual nature of adaptation,
as both a creative and receptive process, places a dual responsibility on the adaptor: to act as both

the creator of a new work and the interpreter of an existing one. (Hutcheon, 2006, p. 8)

In her analysis of the receiver's role, Hutcheon differentiates between knowing and unknowing
audiences. Knowing audiences, those familiar with the source material (prototext) approach
adaptations with specific expectations and requirements. For them, experiencing the adaptation
becomes a dynamic interplay between the new text and their recollections of the original work. In
contrast, Hutcheon empowers unknowing audiences by asserting that adaptations can challenge
established notions of priority and originality for them. (Hutcheon, 2006, pp. 121-122) For those
who encounter an adaptation before the source material, common in modern adaptations of classic
works, the value is not primarily derived from a comparative analysis but rather from an

assessment of the adaptation on its own merit. Moreover, unknowing audience members engage
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in a reversed influence if they later seek out the source material. Their interpretation of the original
is shaped by the adaptations they first encountered, as they filter the prototext through the lens of
the adaptation's variations and commonalities. This scenario inverts the conventional
understanding of memory, with the receiver "remembering" the newer adaptation when

encountering the source material later.

Metatextual theory, which explores how textual mediation shapes literary transformations,
engages readers concurrently with multiple texts. This theory also enables the identification of
elements within a text that either oppose or facilitate adaptation. Gerard Genette contends that texts
cannot be fully understood in isolation (in opposition to the formalist approach of New Criticism).
Instead, their meaning is derived from their interconnectedness with other textual traditions,
encompassing structural, thematic, linguistic, and categorical relationships. (Genette, Architext,

1992, p. 81)

In Palimpsests, Genette breaks down the broader concept of transtextuality into five categories:
Intertextuality, Paratextuality, Metatextuality, Hypertextuality, and Architextuality. The category
most relevant to this study is Hypertextuality, which describes the relationship between a text and
a preceding text it is based upon, but not a commentary. Genette suggests that hypertextuality
involves both direct and indirect transformative processes, utilizing simple or complex systems of

transposition and imitation. (Genette, Palimpsets, 1997, pp. 1-6)

Hypertexts can perform various functions in relation to their hypotexts, including continuation,
prolongation, reduction, and augmentation. Continuations address what Genette terms lateral gaps,
or paralipses, within an existing narrative, aiming to expand or conclude a text that was left open-

ended or incomplete. (Genette, Palimpsets, 1997, p. 181) Prolongations, a specific form of
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continuation, typically take the shape of sequels or prequels, offering supplementary episodes or
stories to narratives that were originally considered complete. (p. 181) Reductions can involve
removing textual elements to create condensed yet faithful versions of lengthy works or modified
versions that serve a particular social or editorial purpose. Authors can also reduce texts through
concision, removing outdated or overly complex language to make the content more accessible
and understandable for modern audiences. (pp. 230-235) Augmentation expands a narrative to
align with specific stylistic or thematic conventions of a particular historical period (like the
neoclassical five-act structure) or develops a fragmented source text into a complete and cohesive

narrative. (p. 262)

After establishing the major categories and functions of hypertextuality in Palimpsests, Genette
illustrates the diverse literary techniques employed in transforming a source text (hypotext) into a
new work (hypertext). At the fundamental linguistic level, adapted texts may be versified (prose
to verse), prosified (verse to prose), or transmetrified (one metrical pattern to another). (Genette,
Palimpsets, 1997, pp. 218-225) Similarly, transmodalization involves shifting a narrative hypotext
into a dramatic form or vice versa. (p. 277) Transstylization entails "stylistic rewriting," either by
adding stylistic flourishes to a hypotext (stylization) or removing stylistic elements that hinder

clarity or impact (destylization). (pp. 226-227)

The adapter's distinct voice is most apparent in Genette's transmotivation, transvaluation, and
transfocalization strategies. Transmotivation, the substitution of psychological motivations within
a text, often reveals an author's intention to update outdated or simplistic reasons behind characters'
thoughts and actions, particularly in post-Freudian adaptations of pre-Freudian works. Motivation

introduces psychological rationale where the original text lacks it; demotivation suppresses or
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removes an original motive, while remotivation replaces an existing motive with an equally or

more compelling one. (Genette, Palimpsets, 1997, pp. 324-325)

Transvaluation alters the value systems that underpin a text and its characters, achieved either
through revaluation, which imbues morality into characters lacking honor in the original, or
devaluation, which reduces or eliminates ethics from previously esteemed characters or societies.
(Genette, Palimpsets, 1997, pp. 350-354) Transfocalization occurs when the narrative perspective
shifts through changes in point of view, exploration of "missing" episodes within the original text's

timeframe, or adoption of a new interpretive lens. (p. 287)

The most prevalent form of adaptation in drama involves what Genette terms transdiegetization,
the alteration of space, time, character, and setting. Homodiegesis maintains faithfulness to the
spatio-temporal aspects of the original work, retaining place names, character names, and time
periods. In contrast, heterodiegesis modifies or reimagines the spatio-temporal identity of the

original's world. (Genette, Palimpsets, 1997, pp. 296-297)

Jean Mitry's article, Remarks on the Problem of Cinematic Adaptation, delves into the
complexities of cinematic adaptation, particularly focusing on the challenges of translating literary
works into film. He argues that the inherent differences between literary and cinematic forms make
direct adaptation impossible. The essence of a literary work, especially drama lies in its language
and the specific way it conveys meaning. Attempting to replicate this in a visual medium like film
inevitably leads to a distortion or loss of the original's essence. (Mitry, 1971) In other words, in
adaptation from one form to another, the narrative loses the innate features of the source form and

adopts the features of its new form.
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Mitry contends that the "problem of adaptation” is a false one, as it seeks to equate the signified
(the underlying meaning) despite the differences in signification (the means of expression). He
proposes two possible solutions: either the filmmaker faithfully reproduces the events of the story,
resulting in mere illustration, or they reinterpret the subject, creating a new work inspired by the
original. In the former, the film becomes a visual representation of the literary work, potentially
capturing its atmosphere and mood but failing to translate its deeper meaning. In the latter, the film
becomes an independent creation, using the original as a starting point but ultimately diverging

from it in meaning and significance.

Mitry also discusses the relationship between film and the novel, noting their shared ability to
depict characters in a series of events unfolding over time. However, he emphasizes that the film's
reliance on visual representation and its grounding in concrete reality distinguish it from the novel's
conceptual space and focus on duration. While both mediums can explore character development
and psychological depth, they do so through different means and with distinct effects. Ultimately,
Mitry concludes that while the film can borrow structures and movements from the novel, it cannot

replicate its unique mode of signification.

Classical dramatic forms like Greek tragedy or Noh are distinguished by inherent formal
conventions, such as the use of a chorus, established character archetypes, integrated music and
dance, and direct address dialogue/monologue. These forms are often defined by their adherence
to recognizable plot structures or specific intended poetic effects. Therefore, when examining
adaptations of these classical works, assessing how these conventions' inclusion or omission (in

whole or in part) impacts the intertextual connection to the source material is crucial.
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In examining classical Noh adaptations, the analysis becomes more intricate, as most Noh texts
are composed of interwoven allusions and quotations from diverse sources, connected by strict
formal dialogue patterns, music, and dance. These texts rarely present a complete narrative in the
traditional sense. Instead, a plot (in the Aristotelian sense of a narrative with rising action, climax,
and resolution) is a nuanced aspect of classical Noh dramaturgy, often secondary to the emotional,

spiritual, or poetic journey of the shite (main character).

Furthermore, as the shite is often a recognized figure from history or literature with a story known
to the audience, and because the events of that story have transpired in the past, what is presented
on stage is essentially a recreated memory. Consequently, narrative as a means of revealing plot
or information becomes less significant. As Henry Scott Stokes quotes him from his essay "The
Japan Within," Mishima Yukio states that because Noh plays are tales told by ghosts, their plots,
unlike in most dramas, are not presented in a present progressive form but instead rely on evoking
the past, implying that the drama has already concluded by the time a Noh play commences. (Scott-

Stokes, 1974, p. 172)

When analyzing modern adaptations of Greek tragedy or Japanese Noh, we can discern certain
fundamental cultural, aesthetic, socio-historical, and structural conventions that persist through the
adaptation process, connecting the new work to its source material. However, these defining
elements, though recognizable, do not remain static in the adaptation. They often blend with other
textual or cultural traditions that shape the context of the new work. For example, the chorus may
be reduced from a collective body to a single actor on stage, with traditional chanting or singing
replaced by more natural speech patterns. Changes in the choral identity (and the sociocultural

need for such a figure on stage) may also require a more active role for the chorus within the plot.
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With his Modern Noh, Mishima Yukio sought to create a new theatrical form, drawing inspiration
from the structures and themes of classical Noh while forging a connection between mid-twentieth-
century Japan and its heritage. However, "Modern Noh" is a distinct genre that is not to be
considered traditional Noh itself. By analyzing the persistent elements of classical Noh that endure
through adaptation, we can identify the remnants of shite and waki characters or the echoes of a

twentieth-century interpretation of traditional aesthetics of Japanese art.

23



Chapter II. Who Was Mishima Yukio?

Yoroboshi’s protagonist, Toshinori, is a young man who just turned 20, the age of entering
adulthood in Japan. He lost his vision by the fire of war, lost his birth parents, and was raised by
another pair of guardians. He is arrogant, manipulative, and cynical, full of rage and lacking hope
in humanity. His caretakers pity him, and he mistakes their tolerance for unwanted love. He is
confused about his identity: He is still stuck in his traumatizing past, while others reduce his trauma
to being blind and his cynicism to madness. The family court is there to decide who gets to be his
legal caretaker now that his birth parents found him after 15 years, but he is not content with being

governed by any of them; he wants to be his own authority.

If we assume Mishima sees himself in his protagonists (which will be discussed in detail why this
is a valid assumption), what aspects of his personal life and political views are reflected in
Yoroboshi’s Toshinori? In this chapter, I will look at Mishima’s childhood, relationship with his
parents and grandparents, war experience, and ideas about the emperor and the US. To trace the
root of cynicism in Toshinori, I will look at some of the philosophies and literary movements that
influenced Mishima’s works throughout his life: Europe’s literature of decadence and active and

passive Nihilism.

Mishima before Mishima

Toshinori’s bizarre relationship with his parents, natural or adoptive, is an interesting aspect that
was noticed even by the characters inside the play. Before he even entered the stage, his adoptive
parents described him as lunatic and ungovernable. His biological parents, on the other hand, have
a dreamy, innocent image of him in their mind, which matches the adoptive mother’s recollection
of the first time they found him begging under a bridge. However, as soon as Toshinori sets foot

on the stage, the situation gets more intense. He is unempathetic towards his real mother, does not
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99 C6y

take his fathers seriously, and calls his parents “idiots,” “insects,” and “slaves.” Where does this

hostility towards parents, or parental figures in general, come from?

Before 1941, Mishima Yukio was not called Mishima Yukio. Hiraoka Kimitake, who had the pen
name Mishima Yukio chosen for him when he was sixteen, was born into a family with a military
and traditional background. His father, Hiraoka Azusa, was a government official. Azusa’s mother,
Natsuko, was the eldest daughter of a Tokyo prefecture gentry and a Supreme Court of Judicature
judge. Kimitake's mother, Shizue, was the daughter of a classical Chinese scholar and the fifth
principal of Kaisei Academy (one of the most prestigious secondary schools in Japan), Hashi
Kenzo, who himself was the great-grandson of a samurai serving the Maeda clan. (Inose & Sato,

2012, pp. 21-40)

In his semi-autobiography, Confessions of a Mask, he describes the house in which he lived for
the first nine years of his life as an old, big two/three-storeyed house in which ten people lived
before he was born, including six maids and his grandparents. (Mishima, 1960, p. 4) The house
was rented, and the family had lost all their wealth and status due to his grandfather's debts.
Kimitake’s parents lived on the second floor, and his grandmother, who seemed to have signs of
chronic neuralgia and was said to have hysteria and been afflicted with gonorrhea from her
husband, lived in a dark sickroom on the ground floor. When he was only 49 days old, his
grandmother decided that she was going to keep the child in her room and raise him by her sickbed
to "protect him from the danger of raising a child on the upper floor.” (Inose & Sato, 2012, pp. 86-

88)

This is the beginning of Natsuko's long and lasting influence as the first significant body of

authority in Mishima’s life. She had fixed exact feeding sessions that allowed Shizue, his mother,
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to come down, feed him, and go back upstairs. The methods Natsuko had selected for raising him
were seen as more fit for a girl in a traditional household. He always had a nursemaid attend to
him. He was not allowed to run about in the house and was forbidden to go out or upstairs, and
was always accompanied by either Natsuko or a maid. Even his mother was not allowed to take

him outside on a sunny day. (Scott-Stokes, 1974, pp. 60-63)

In 1929, He became ill with autointoxication,' which had him hospitalized regularly. This only
made Natsuko’s rules stricter. His only allowed playmates were older girls who played house or
origami. His diet was also very restricted. His condition got better when he started school in 1931.
Even though the family was, at best, middle class, Natsuko’s obsession with her Samurai
background led to her insisting on Kimitake being enrolled in Gakushuin, or Peers School, a school
mainly reserved for elite aristocratic children. Natsuko’s protectiveness kept getting more serious.
Because of the restricted diet of bland whitefish and certain types of mashed potatoes, he was not
allowed to eat in the school cafeteria. She had made sure that he was excused from the physical
education program and did not let him join his class on excursions. (Nathan, 1975, pp. 14-16) His
biographers disagree on his classmates’ behavior toward him. Nathan claims he did not know how
to behave around boys and was frail and girlish; hence, his classmates always bullied him. (Nathan,
1975, p. 16) Inose, however, claims that he was a prankster, cheerful, and a joy to be around,

according to his classmates and teachers. (Inose & Sato, 2012, p. 54)

All along, Kimitake’s mother, Shizue, tried to spend as much time with her son as Natsuko would
allow. Shizue would try to take him out to walk and play in the sun, buy him toys, and read to him.

But as soon as Natsuko found out about the occasion, she would make the situation more difficult

' Autointoxication, a discredited 19th-century theory, proposed that rotting feces in the large intestine harbored
harmful substances, leading to various health problems.
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for Shizue. Shizue claims that Kimitake deferred to Natsuko because he understood early that
disobeying her rules meant more trouble for his mother. (Nathan, 1975, pp. 8-12) This duality of
authority in the home only became worse for Kimitake when, in 1934, his family moved a few
stations down the line into two tiny houses on the same street. They let three of the maids go. His
parents lived in one house with his two younger siblings, and he was left with his grandfather and
grandmother. Shizue walked him to school and walked him back, but she had to leave him at
Natsuko’s house for his prepared 3 O’clock snack. Only after an hour of reciting his lessons was
he allowed to visit his parent’s house, but he had to return for dinner. Sometimes, he was not
allowed to see them for 4-5 days consecutive. Natsuko’s health situation had worsened, and
Kimitake was left to act as her nurse. She would only take her medicine from him, and he had to
accompany her to the toilet and massage her head, back, and hip. At night, her pain would be even
more excruciating, so much so that she would ask Kimitake to comfort her. One time, she even

took a knife to her neck and threatened that she would kill herself. (Nathan, 1975, pp. 18-20)

Some of Mishima’s biographers blame his childhood mostly spent under Natsuko’s firm rearing
and influence, especially the three years that he lived in a separate house with her, for his samurai
mentality and partly for his fascination with death, for his “romantic agony” and “poetic longing
for a distant past, an elegant past, a past of beauty.” (for example, Nathan, 1975, p. 7; p. 27; Scott-
Stokes, 1974, pp. 73-74) However, there isn’t any concrete proof for this claim. Natsuko would
also be responsible for his interest in literature and the first time he saw a Kabuki play. She took
him to see Kanadehon Chushigura -The Tale of the 47 Ronin- which is said to be one of the most
exciting Kabuki plays. (Inose & Sato, 2012, pp. 67-68; Nathan, 1975, pp. 26-27) It could be said
that Mishima’s idea of the “true Japanese” was beginning to form based on how much Natsuko

stressed her Samurai ancestry and expressed her hatred toward the Meiji bureaucratic reform
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(Mishima’s grandfather, Sadataro, was dubbed the “quintessential Meiji man” by Inose). (Inose &
Sato, 2012, p. 46) Even if there is no saying how much of how Mishima turned out to be is because
of Natsuko, it can be confidently said that the duality of authority figures in his early years had a
severe impact on him, as when he reflects upon his life in Confessions of a Mask, the complicated
relationship with his grandmother and mother in the first 12 years of his life constitutes a big part
of the first chapters. Kimitake loved and showed respect to Natsuko but also loved his mother,
even if he knew he couldn’t show it while Natsuko lived unless he was prepared to face the
consequences of making her more jealous. His love for his mother became more apparent when
Natsuko passed away, to the extent that some of his friends called their relationship concerning.
Mishima showed his absolute love and affection toward Shizue in disregard of other people’s

presence, even his father. (Inose & Sato, 2012, p. 68)

In 1937, the year of the Nanjing Massacre, Kimitake’s family was finally reunited and moved to
a new place in Shibuya. Most Japanese people were not aware of the extent of the Japanese army’s
atrocities in Nanjing and thought it was going to be the end of the Sino-Japanese Conflict, yet at
only 12 years of age, Kimitake wrote an essay about the fight, praising the Japanese soldiers for
fighting this “Holy War” and saying this will be the beginning of “the second Sino-Japanese war,
nay, the Second World War.” (Inose & Sato, 2012, p. 58) With the move to the new place, the next
stage of paradoxical dual authority at home began: His mother would drown him in her love -and
Kimitake would allow it- and his father believed Natsuko, the strict grandmother, was too soft and
brought his son up too feminine. He was not happy that Kimitake was interested in literature or
that he would write poems for his class and school-wide competitions. (he would snatch books out
of the 13-year-old Kimitake’s hand, and after confirming that they were literary books, primarily

decadent literature of Oscar Wilde, Rilke, and Tanizaki Junichiro even from that early age, he
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would tear them up) (Nathan, 1975, p. 24) Shizue, on the other hand, would always read
Kimitake’s poems and essays (this tradition of Shizue being the first person to read Mishima’s
writings continued to the end) and encouraged him to do more. (Inose & Sato, 2012, pp. 59-60)
When he was 16 years old, Kimitake wrote a story called “The Forest in Full Bloom” and showed
it to his teacher, who was so impressed that he sent it to an editor friend in Bunka Bungei magazine.
The editor liked the story and decided to publish it. Still, partly in fear of the dislike Kimitake’s
father held toward literature and partly following an ancient Chinese custom, they decided to
choose a penname for him. The conversation to decide on his pen name was held during the
editorial meeting of Bungei Bunka, which happened somewhere outside of Tokyo. To get there by
train, the editors passed the Mishima station with a view of the snow (Yuki)- covered peak of Mt.

Fuji. Hence, his pen name was chosen: Mishima Yukio. (Inose & Sato, 2012, pp. 91-92)

In one incident, years before Kimitake moved back to his parents, after his father, Azusa, had
voiced his concerns over “his son growing up like a girl,” Azusa took Kimitake out. They happened
to be in Shinjuku station when Azusa saw a steam locomotive go by. He instantly picked Kimitake
up and held him close to the train. Azusa describes his action as “Spartan education” and a
“masculine phenomenon.” Contrary to his expectations, Kimitake did not react to it. He neither
cried “like a girl” nor cheered “like a boy.” His face was as emotionless as a Noh mask. (Inose &

Sato, 2012, p. 59)

Susan Napier in Escape from the Wasteland (1995, p. 122) states that the father figure in Mishima’s
works represents ugliness and ordinariness. Analyzing Mishima Yukio’s interview with Oe
Kenzaburo, Napier observes a connection between Mishima’s rejection of the father figure and its

association with “ordinary life.” Napier argues that for Mishima, the father embodies a life of
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normalcy, which he views as inherently harmful and even “evil.” This perspective necessitates a

complete rejection of the paternal role.

The duality of authority figures in the childhood and adolescent stages of Kimitake’s life was still
visible after Mishima’s death when his father and mother were interviewed by his first biographer,
John Nathan. Their versions of the truth about Mishima’s childhood often contradicted each other;
they accused each other of different things they thought had led to their son’s “unusual” life (and
death), and they could not even keep this out of the biography Azusa wrote about his son himself
accompanied by Shizue. (Inose & Sato, 2012, p. 50) One year after moving to their new home in
Shibuya, Azusa got a promotion that required moving to Osaka. For four years, until he quit his
job, he only lived a few nights a month with his family, so Kimitake had more freedom to read and
write and have a happy life surrounded by his mother’s love while Azusa was away. (Nathan, 1975,

pp. 24-26)

Mishima’s first encounter with Noh was thanks to his maternal grandmother, Tomiko, a student
of the Kanze school of Noh chanting. The first play she took him to was one of the divine category,
Miwa, (Inose & Sato, 2012, p. 68) This deeply Buddhist story ends in a dream scene where the
Miwa deity transforms into a noblewoman who tells ancient myths, performs dreamy music for
the Buddhist monk, and concludes with the reciters chanting, “I will miss it. I don’t want to wake
up from this dream.” (Noh Plays Database: Miwa: Synopsis and Highlight, n.d.) Mishima later
said about the first Noh play and first Kabuki play that he saw that he felt “blessed with the special

favors of Japan’s deity of performing arts.” (Inose & Sato, 2012, p. 68)
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The Beautiful Rubble of War

For someone “obsessed with death” who talks a lot about how he idealizes wartime and despises
the post-war era, lived through World War II, and aspired to join the Japanese army but failed to
do so, Mishima certainly does not mention war enough in his literature. In his semi-
autobiographies and the works written about him, whether by his biographers or his critics, most
claim that he was significantly shaped by his experience of war and wartime ideology and
propaganda, and even though it can be seen in his philosophical agenda and nonfiction writings,
in contrast to many post-war authors, he rarely conforms to this image in his fictional writings.
Yoroboshi is one of the few fictional creations of Mishima that concerns wartime experience and

the effects of war on a personal level.

In the few works of Mishima in which war has a more noticeable presence than a mere mention,
one that stands out because of its peculiarity is the short story Botan (Peonies) (1955), in which he
references the Nanjing massacre. In this short story, the first-person narrator visits a garden of 580
beautiful blooming peonies, each with its own poetic name. The garden is tended by Kawamata, a
former colonel responsible for the Nanjing massacre, who is implicated in tens of thousands of
atrocities done under his supervision, had killed 580 people with his own hands, all of them women.
This symbolism and low-key presentation of war crimes is not strange to his other works either.

(Hijiya-Kirschnereit, 2009, pp. 53-54)

The shared trope in Mishima’s stories in which war has a function is the landscape of “the world’s
end.” It is as though what fascinates the author is the aesthetic aspects of the war, not the history
per se. (Hijiya-Kirschnereit, 2009, p. 57) In Kinkakuji (The Golden Pavilion) (1955), the war
provides a heightened sense of existence in the imminence of death for the protagonist as he

impatiently expects the looming firebombing of Kyoto. In Kyoko no ie (Kyoko’s House) (1958-
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1959), the characters recall a typical landscape of the early postwar days as a flat landscape filled
with debris and broken glass that sparkle under the sunrise light. At some point in the book, the
protagonist and each of her four friends reminisce about this scenery, which seems to be similar to
that of Tokyo in the summer of 1945, after many of its buildings were burnt down by the air raids,
allowing an unrestricted view of the horizon, reminding them of “the time which knew no
tomorrow.” On the rooftop of a high-rise building, they feel uneasy with the sight of normality

restored and feel nostalgic toward the scene of destruction.

In Akatsuki no Tera (The Temple of Dawn) (1970), the third installment of his magnum opus, Hojo
no Umi (The Sea of Fertility), a similar landscape can be found. In June 1945, several weeks earlier
than the Tokyo air raids, Honda, who is the observer throughout the tetralogy and the connecting
character, is looking out a window in a Shibuya villa and imagines the following apocalyptic

Scenes:

Here and there, something glittered brightly — for the most part, the remains of shattered
panes of glass, glass surfaces burned and warped, pieces of broken bottles that reflected
the sun. These little fragments harvested all the June light they could gather to them. Honda

beheld for the first time the brilliance of the rubble.

Later, after the incident happens, Honda is described as watching the scene of destruction
emotionless. Only after catching the bright reflections of the broken glass in ruins and getting
“blinded” momentarily does he understand that this catastrophe, too, will disappear to give way to
the subsequent, total destruction. The uncertainty of the future and the lack of hope gives Honda a

feeling of euphoria.
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This same imagery of war that resembles the end of the world, which mainly functions as “nothing
but a motive for an individual and highly aesthetic epiphany, prompting moods of nihilistic ennui
and an aura of nonchalant paradoxes” (Hijiya-Kirschnereit, 2009, p. 60) is an integral part of

Yoroboshi, which will be analyzed in detail later.

Although the war in Mishima’s literature primarily serves an aesthetic purpose, evoking unique
moods and attitudes in his characters rather than as a fatal event that shapes the narrative and the
character’s fate, Mishima’s image and self-image remain profoundly influenced by his war
experience. In Confessions of a Mask, he described his astonishment by Japan’s wartime unity and
his dream of joining the army and, in line with his general desire for death and self-destruction,
dying for his country, but more in an aesthetic way: “What I wanted was to die among strangers,
untroubled, beneath a cloudless sky.” He wanted a warrior’s death. (Mishima, Confessions of a

Mask, 1960, p. 138)

Suppose I continue building on the convenient assumption that Mishima’s biographers made and
take Confessions of a Mask as a word-for-word retelling of Mishima's thoughts and feelings. In
that case, the few pages that talk about the Tokyo fire-bombings that included Hiraokas’ town and
expanded to other cities and the Hiroshima and Nagasaki atomic bombings do not give us much
information about how he felt about the atrocities of war. They do, however, tell us how it affected

his paradoxical obsession with death while longing for life.

Based on the number of times it is talked about, maybe one of the most influential “war experiences”
Mishima had was the failure to join the army when he was drafted. Mishima was summoned to
join the Imperial Japanese Army in the final stages of the war on 27 April 1944. He underwent a

physical examination on 16 May 1944 and received a "second class" conscription rating, which
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meant he was barely fit for duty. He was due to report for service on 10 February 1945, but he had
a cold that day, and the young army doctor mistook it for tuberculosis. The doctor declared

Mishima unfit for service and dismissed him. (Nathan, 1975, pp. 54-56)

Before the failed medical exam, Mishima left a farewell note for his family, signed with "Long
live the emperor!" (Tennd heika banzai) at the end. The unit that Mishima was supposed to join
went to the Philippines, where most of them were killed. Mishima’s admiration for the tokkotai
(Special Attack Unit or Kamikaze pilots) is evident in one of his letters to his friend: “...the
tokkotai is not a resuscitation of the ancient era but an annihilation of the modern. ..not overcoming
but wounding and killing...of the ‘modern’ that is vast, monumental, Kant’s, America’s that we
should never disdain...” (Inose & Sato, 2012, pp. 128-130) His love and hate relationship with

modernity, or Westernization, will be discussed later in this chapter.

Mishima’s ideas of war do not resemble those of most postwar authors of Japan. He does not
regard war head-first. In most of his works, War maintains a ghostly presence, if any. He does not
document the ruins of the war, victimize Japan or individual Japanese people experiencing war, or
address the responsibility of either nation-state involved in the war (he even goes as far as stating
that the real war responsibility is on the shoulders of “the masses and their stupidity.” (Inose &
Sato, 2012, p. 136). Instead, he looks for the sublime beauty of destruction. Not a threat to culture,
he calls war an “opportunity for cultural exchange.” (Inose & Sato, 2012, p. 135) He lamented the
unheroic, bourgeois postwar spirit of the Japanese and idealized the experience of the sublime.

(Washburn, 2010, pp. 101-102)
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Tennd heika at the Core of “Ultranationalism” and “Fascism”

Mishima has been called a “fascist” and an “Ultra-right” political activist by many, from scholars
who study him to his contemporaries. While he objected to these labels, he fits perfectly in many
telling signs of both labels. To define Fascism and discuss, for example, every fourteen features
of Ur-Fascism as counted by Umberto Eco and sifting Mishima through it to see how much of a
fascist he was is out of the scope of this research, however, as Eco argues, as an “all-purpose term,”
we can take away one or more features off a fascist regime, and it will still be recognizable as

fascist. (Eco, 1995)

In “Fascism from Above?” Gregory Kasza argues that while fascism in Europe has always been
studied as a political movement, then a political ideology, and then a political regime, in that order,
in Japan, it was received in reverse. (Kasza, 2001, p. 191) He claims that fascism had its most
significant impact first on Japan’s political regime, then on the elites and political thought, and it
had the most negligible effect on the mass and political movements. In other words, similar to the
case of China, Japanese Imperialism was mainly fascinated by the image of a powerful nation
presented by Nazi Germany and implemented, or got inspired by, some of their policies in their
wartime policies. This asynchronous encounter with fascism is part of the reason why the fascist
ideology of Mishima does not necessarily fall into the same category as the pre-war European

fascist ideologues’ or that of wartime Japan.

Roger Griffin defines general fascism as an umbrella term that includes more than just the interwar
and wartime fascism of Europe: “Fascism is a genus of political ideology whose mythic core in its
various permutations is a palingenetic form of populist ultranationalism.” (Griffin, 2018) So, the
notion of a nation in a Fascist’s mind is more than a body of people united by a shared history,

culture, or language living in a common geographical boundary. They see it as Ultranation, a
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personified entity that can be decadent, humiliated, glorious, sacred, or reborn. And they see this
ultranation in a sick, dying state where it must be reborn and return to a glory that often only exists
in an imagined past. In other words, at the core of a fascist ideology is an imagined utopia where

the ultranation is saved from its current state of crisis and is reborn into all its past glory.

According to Damian Flanagan, referencing Mishima’s writings during his last two years of life,
Mishima’s utopian Japan is a nation fully militarized once again, boasting a million men in military
force. In his vision, fortified bunkers, strategically placed throughout Tokyo, stood prepared for
potential missile attacks. An extensive network of highways spanned the nation, constructed
primarily for tank transportation. Within this envisioned Japan, educational curricula prioritized
‘national mythology’ courses as history and diplomatic ties with the United States had been
severed for a long while. These proposals were Mishima’s specific recommended national policies.
(Flanagan, 2014, pp. 18-19) He advocated for returning to Japan’s pre-war era and continuing that

trajectory.

The idea of returning to a “true Japan” or an unlived past is not rare in Mishima’s writings. The
same goes for the concept of a “sick” nation in a critical state. In The Sea of Fertility, he contrasts
the aggressive spirit of the Kendo team, which he posits as a representation of the “true Japan,”
and the subdued, passive nature of the Thai princes, who, in his perspective, exemplify the

b

“effeminacy” and “decadence” of a nation whose cultural integrity has been significantly

compromised by foreign ideologies:

...Honda feared that the princes’ memories of Japan [...] certainly were not good. What
had made them feel ill at ease in Japan was their isolation [...] But, what had ultimately

alienated them was what also isolated not only ordinary youth like Honda and Kiyoaki but
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also the liberal humanitarian youth of the Shirakaba-ha: that threatening “spirit of the
Kendo team”. Perhaps the princes themselves were vaguely aware that the real Japan
[Hontd no Nippon], unfortunately, existed only weakly among their friends, and far more
strongly among their enemies. That uncompromising Japan, haughty as a young warrior
[...] that Japan as quick as a boy to take offense, a boy who challenged people before they

ridiculed him, and charged to his death before they slighted him.

We can see here how Mishima, through the eyes of his protagonist, considers a “real spirit” for
Japan and sees it like a warrior in its original state, brave, unafraid of death, ready to attack, and
yet dying and decaying now. Indeed, the utterances in question are from the protagonist of a fiction
Mishima wrote. Still, significantly, the expression of “the real Japan” occurred in his final address
to members of the Self-Defence Force as well: rise together and return Japan to her true form, a
Japan with a strong, legitimate Imperial army. “For the real Japan, the real Japanese, and the real
bushi [samurai, warrior] spirit exists nowhere else but in the Self-Defense Forces.” (Starrs, 1986,

p. 178)

These sentiments were not new or exclusive to his final decade, either. For his first twenty years,
Japan was allied with the Fascist axis of the world war, and on a more personal level, even though
he did not always agree with him, his father followed Hitler’s actions very closely and had
extensive conversations with Mishima about him and the importance of reading about his “novel
ideas.” (Inose & Sato, 2012, pp. 80-81) Still, even more important than that, as he was rarely in
total agreement with his father anyway, was that as a teenage writer, he was adopted by the “Japan
Romantic School” (Nippon Roman-ha). According to Etd Jun, the Roman-ha were “nationalist
romantic” writers who followed the nineteenth-century German style and believed that destruction,

and ultimately self-destruction, held intrinsic value. They advocated for “purity of sentiment,” a
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concept they did not concretely define, and the “preservation of the nation” through purging the
self-serving political figures and corporate leaders. They believed, Etd continues, that self-
destruction would precipitate a form of reincarnation, enigmatically intertwined with the
emperor’s benevolence. In their view, the Japanese people were deemed superior to all other ethnic
groups. (Scott-Stokes, 1974, pp. 86-87) More than twenty years after the war ended, Mishima paid
homage to Roman-ha’s action plan of purging selfish political figures and corporate leaders,

followed by suicide and rebirth, in his novel Runaway Horses.

Roy Starrs argues that Mishima’s fascism, “if we can call it so,” mainly has its roots in his nihilism,
which will be discussed in more detail in the next part. Like the case of European “active nihilists”
who embraced European Fascism, Mishima embraced Japanese ultranationalism “out of a
desperate need for an action philosophy.” (Starrs, 1986, p. 188) Mishima would agree with him,
as he had a precise definition of Fascism in his essay, A New Theory of Fascism (1959), that did
not wholly apply to himself. He even criticizes the leftist activists who call him fascist in using the
term very lightly and saying, generally, leftists think that fascist is the worst thing they can call
anyone, so, if we translate this word into everyday language, it means something like “idiot...”
This could be the case, as we are seeing a rise in using the same word as an insult with the rise of
neo-fascists and neo-Nazis today. However, Starrs’ hesitation over calling Mishima a fascist, or
even a “fascist sympathizer,” could be because, to define “fascism,” he mainly refers to Mishima’s
half-baked theory of fascism and only defines it by the features seen in European fascist nations.
If we apply Griffin’s theory of fascism, Mishima quickly falls into the definition. He was an
ultranationalist, felt the “true essence” of the nation was at a critical point, and his utopia was a

revival of that true nation. It is worth reminding that, based on Griffin’s definition, fascism is, first
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and foremost, a political belief and does not necessarily and on every occasion end in genocide

and a dream of world domination.

However, an essential point in Mishima’s fascism is the central role of Tennd, the emperor, in his
revived utopia. In his argument that the curriculum should prioritize myths and illogicality over
conventional, rational structure, he elevates Tenno veneration to the status of an “esoteric
Buddhism,” a treasured, non-rational belief system. Mishima believed that the emperor safeguards
the sacred nation of Japan, preventing its reduction to a mere Western-style nation defined by legal
frameworks and uninspired bureaucrats. (Flanagan, 2014, p. 20) This is another example of
Mishma’s image of ultranation. For him, the emperor serves as a bulwark against the rampant
egotism he perceived in modern Japan. The emperor embodied a counterpoint to the prevailing
psychology and morals of the modern Japanese. He functions as the central axis of Japanese society,
the final defense against the perceived “decadence and decay” of the West. The importance of
Tennd’s role in Mishima’s utopia is to the point that he calls to defend this symbol to the utmost,

even through death.

However, Mishima’s emperor worship was never about the real emperor of his time, Hirohito. To
begin with, Hirohito did not want to be worshiped. He had given up his divine status with his
surrender speech, which resulted in his humanization in the eyes of the public. Mishima clearly
states his distaste for Hirohito’s humanization in an interview one week before his failed coup and
in the form of an allegory in his novel Silk and Insight (1964). (Sekiguchi, 2022, p. 64) The paradox
in his call for emperor worship and his criticism of Hirohito is more apparent in how the activists
and thinkers who were actual emperor worshipers disapproved of him, saying that Hirohito had

betrayed the fallen by renouncing his divine status. (Starrs, 1986, p. 191)
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For Mishima, Tennd is not a real person but a “cultural concept,” as he states in “On the Defence
of Culture” (1969). Mishima Yukio’s concept of Japanese culture, centered around the emperor,
prioritizes a specific interpretation of masculinity. He distinguished it from traditionally feminine
aesthetics like the tea ceremony or Ikebana. For Mishima, Japanese culture is the masculine art of
choosing immediate death to resolve moral dilemmas: Bushido. Tennd, in his view, serves as the
unifying force that allows Japanese soldiers to find meaning in their sacrifice, expressed through
the war cry “Tennd Heika Banzai!” Long live the emperor! Without this divine authority, Mishima

argues, the Japanese warrior would have nothing to die for. (Starrs, 1986, p. 194)

Considering the paradox in Mishima’s attitude toward the real Tennd, Hirohito, and the utmost
respect he held for the ideal emperor in his ideology, it is reasonable to propose that while the
allegorical, utopian emperor represents masculinity and “true Japanese culture” in Mishima’s
fictions, the postwar emperor is described as the father figure. However, as stated before, the father
figure in Mishima’s works is an evil, ugly, weak entity that is to be removed by any means

necessary, especially if it would result in resorting to violence.

All Yin, No Yang: Mishima’s Nihilism

Nihilism, a broad philosophical umbrella, encompasses a range of beliefs centered on rejecting
inherent meaning, knowledge, and morality. According to the general definition of nihilism, life
lacks objective purpose or order, and knowledge, particularly of ultimate truths, is unreliable or
unattainable. Nihilism is associated with being destructive, antisocial, and willing to use violence
to achieve one’s goals. Nolen Gertz, in his book, Nihilism (2019), defines nihilism as “the ability
to enjoy a glass of wine while watching the world burn,” (p. 107) as the Nihilist, by denying that
life or any action has meaning, sees the world “the way a sick person does,” and hence, only wants

what makes him feel better and avoids anything that would make him think otherwise. He cleverly
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defines Nihilism in an example in the glossary section at the end of his book: “Wanting
complicated ideas reduced to one sentence made easily available in the back of a book.” (p. 188)
Gertz (p. 74) quotes Donald Crosby’s typology of nihilism from Crosby’s book, The Specter of

The Absurd, and counts five species for nihilism that all center around negation or denial:

Political nihilism negates the political structures within which life is currently lived, as
well as the social and cultural outlooks that inform these structures. It has little or no vision
of constructive alternatives or of how to achieve them. Moral nihilism denies the sense of
moral obligation, the objectivity of moral principles, or the moral viewpoint.
Epistemological nihilism denies that there can be anything like truths or meanings not
strictly confined within, or wholly relative to, a single individual, group, or conceptual
scheme. Cosmic nihilism disavows intelligibility or value in nature, seeing it as indifferent

or hostile to fundamental human concerns. Existential nihilism negates the meaning of life.

The concept of nihilism has a lengthy and multifaceted history in philosophy, and while numerous
philosophers have contributed to it, the work of German philosopher Friedrich Nietzsche holds
particular significance in understanding the visible influence it had on Mishima Yukio's literary
corpus. Nietzsche saw nihilism as a disease, both at personal and societal levels, rooted in seeking
meaning from a superhuman source to the point that it makes humans powerless and, hence, life
meaningless. (Gertz, 2019, pp. 55-57) He argues that nihilism can be broken down to evading
reality rather than confronting it. For Nietzsche, nihilism is not discovering that life is meaningless;
it is instead finding out that life is pointless and deciding to go on with our lives. He differentiates
the response to this realization into Active nihilism and Passive nihilism. Where passive nihilists
give up on seeking meaning in life, active nihilists indulge in the conscious destruction of old

beliefs and the pursuit of new ones. While active nihilists would seek to construct their own
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meaningful existence, passive nihilists might still cling to traditional values, quickly join mass
movements, and find comfort in external authorities, even if they seem hollow. (Active and Passive
Nihilism, 2012) In other words, the debate between active and passive nihilism is a debate between

action and thought.

Whether Mishima was a true nihilist in the strictest sense is debatable. Roy Starrs quotes Mishima
in his book Deadly Dialectics (1994, p. 17) and names the German novelist Thomas Mann,
Mishima’s favorite novelist, to whom he resembles both in style and in the underlying
philosophical issues they address: the problem of nihilism as defined by Nietzsche. Much like
Mann’s, Mishima’s novels are filled with themes of “sickness, deformity, crime, and decadence
as obvious symptoms and symbols of the nihilism which pervades modern society.” However,
Starrs argues, Mishima’s nihilism is different from what Mann and Nietzsche describe as nihilism
in two aspects: first, it roots deeply in his psyche and instinct and his tendencies toward “Death

and Night and Blood” at an early age.

What a combination of living with a sick and harsh grandmother in a dark room and growing up
under the shadow of immediate death at war provided for Mishima was a sense of predicament
that was more present in his early writings. After the war and with those predicaments gone from
his life, he created new predicaments to replace war that “although not deadly in a traditional sense,
are nevertheless capable of lending an aura of ending to the narrative.” (Blinder, 1993, p. 27)
Despite the unsettling erotic nature of young Mishima’s death wish, he strategically vailed it with
a layer of patriotic sentiment that he borrowed from the ideals of nationalist romantics. By that,
Mishima could recast his morbid fascination as a form of purity and nobility. Scott-Stokes quotes
him: “... it was a rare time when my personal nihilism and the nihilism of the age and of society

at large perfectly corresponded.” (Scott-Stokes, 1974, p. 95)
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The second difference Starrs points out is that Mishima’s nihilism is distinctively Japanese rather
than European. This may align with Mishima’s ultranationalism and his advocacy for traditional
Japan. Still, to have a concrete understanding of this “Japanese nihilism” and to be able to put it in
words, he needed to look at it through European philosophy’s filter, Nietzsche’s in particular.
Starrs argues that this pattern can be seen throughout Mishima’s life: processing Japanese
traditional concepts through European ideas, making Mishima a “Western” or “modern” thinker
rather than a traditional Sino-Japanese thinker. (Starrs, 1986, p. 7) In other words, Mishima’s view
of Japanese culture exhibits inconsistencies and distortions because of his interpretation through a
Western lens. For example, he judges his Japanese cultural heroes through Nietzsche’s active or
passive nihilism scale, applauding samurai ethicists like Yamamoto Jochdo and neo-Confucian
revolutionaries like Oshio Heihachird as examples of “manly active nihilism.” (Starrs, 1994, pp.

41-42)

As stated before, violence is not only permitted but also promoted as a means to achieve the
destruction of the status quo and create new meanings in the case of active nihilists. As Mishima
states in his essay, “A New Theory of Fascism,” fascism is a straightforward next stop after active
nihilism. However, drawing parallels between the level of violence tolerated by the aftereffects of
European active nihilism, Fascists and Nazis, and Mishima stops somewhere. He did not care for
the excess scope of the violence in Europe. He believed that this “necessary violence” should be
“carefully selective in their choice of victims.” (Starrs, 1986, pp. 188-190) So, even though he
condemned indiscriminate killing, he heroized the terrorists who acted more selective in his novels.
This centrality of violence in his politics is an expression of his nihilism. And with the Tenno
acting as the core of his ultranationalism, all violence would be permissible in the name of Japan

and the emperor.
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The theme of action vs thought, or active vs passive nihilism, is of such importance in Mishima’s
life that it is the central philosophical debate in many, if not all, of his fiction. The discussion takes
on a more political and actual form in the last decade of his life when he takes his political
ultranationalist activities more seriously and forms Tatenokai, the Shield Society, which was a
small private army to train young men within the philosophy of Sword and Pen dedicated to
defending the emperor to death. His final novel equates passivity with evil. Honda and Toru,
through inaction, descend into corruption. Conversely, action, even futile action, elevates Isao's

morality. (Starrs, 1994, pp. 107-108)

Starrs argues that while Mishima was familiar with the dual mode of thought in ancient Sino-
Japanese philosophy, active and passive, masculine and feminine, yin and yang, he ignored the
part where that same philosophy encouraged people to keep them balanced. He favored one over
the other, took one as a positive property and the other as unfavorable, and tried to omit the
negative from his life. He hated the feminine features of Japanese culture and wanted only the
“manly” traditions to come back. In his path to self-improvement, he only worked on his physical
and intellectual aspects and ignored his psychological and spiritual self. He demonized passivity
to the point that even the passive practices of Buddhist meditation, such as zazen, had no place in
his ideal training for writers. Starrs argues that this unbalanced attitude toward the yin/yang forces
of life was what eventually resulted in taking an action that lacked maturity, pointing to the
unsuccessful coup that led to his suicide, the ultimate life-negating act which is typical of a passive

nihilist. (Starrs, 1994, p. 109)

Starrs uses the allegory of a mask to discuss Mishima’s psychology in general and nihilism in
particular. He points out that Mishima’s ultranationalism is one of the two faces of his nihilism

mask, “the face a passive nihilist assumes in his desperation to find some basis, however irrational,
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for action.” (Starrs, 1994, p. 194) Mishima put on the mask of Japanese traditions to cover the
more aggressive aspects of neo-Confucianism, ultranationalism, and the samurai traditions. For
Mishima, death was the sole potential resolution to the intricate separation between self and action.

It offered him a sense of purpose, albeit not for living, then for the act of dying itself.
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Chapter II1. What was going on in Tokyo?

Yoroboshi takes place in a small family courtroom, but its significance extends beyond the
resolution of a domestic dispute. The time of the play is deliberately placed fifteen years after the
end of World War II, in 1960. That means the play was contemporary to the time it was written.
However, the narrative goes deeper, drawing its core conflict from a firebombing that ravaged

Tokyo in 1945, the war’s final year.

This temporal juxtaposition is not coincidental. At the time of the bombing, Mishima had turned
twenty, the important age of adulthood in Japan, the same age as the play’s protagonist, Toshinori.
Mishima uses the family court, which was established to determine Toshinori's legal guardian, as
an allegory for the post-war Japanese national identity. He perceived this identity as lost and
derelict in the aftermath of World War 11, a theme that will be explored further. To fully understand
why Mishima felt like the country needed to go through a cultural reform, and why he selected
this specific story for adaptation at that time, we need to know the sociopolitical context that
shaped both the play’s historical backdrop (1945) and the time of its writing (1960). These two
critical junctures provide the necessary framework for understanding the implications of the play

and where it stands in Mishima’s political ideas in the last decade of his life.

Total Defeat

The firebombing that made Toshinori blind, in reality, was part of a series of campaigns that the
United States had conducted from March to April 1945. These raids caused widespread destruction
and civilian casualties, with estimates suggesting somewhere between 80000 to 130000 people
killed, mostly women, children, and elderly unable to run away from the infernos that consumed

entire neighborhoods, making more than one million people homeless all over Japan, around 750
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thousand of which was in Tokyo. After the island-hopping campaign that had started the year
before and continued throughout the last year of the war as one of the most effective strategies to
get closer to the main island of Japan, the firebombing campaign targeting major cities like Tokyo,

Nagoya, and Osaka weakened Japanese morale and industrial capacity. (Bradley, 1999, pp. 33-38)

Despite the immense devastation and the crippled industrial capacity caused by the raids, some
militarists insisted on continuing the war to the last person and resisted external and internal
pressure to surrender. With the Axis powers losing the war in Europe and the Soviet Union
formally joining the Pacific Theatre, taking back Manchuria, and stretching Japan’s resources even
thinner, those military leaders advocated for the defense of the Japanese mainland even after the
Hiroshima bombing. (Hoyt, 1986, p. 401) It was only after the second atomic bombing, three days
after the first one, that the emperor finally intervened, made a public speech on the radio for the
first time ever, and announced the end of the war. In his speech, he declared the casus belli
defending “Japan's self-preservation and the stabilization of East Asia”, denying any “territorial
aggrandizement” intention, and one reason for “accepting” the “provisions” of the Potsdam
Declaration (avoiding calling it to surrender), concern for the chance of survival for the Japanese
nation and even the human civilization if the fight would continue and atomic bombs would be

used again. (Text of Hirohito's Radio Rescript, 1945)

Many years later, in mid-1966, writing about making the short film based on his short story
Patriotism (1960, the same year he wrote Yoroboshi), Mishima talked about how he felt about the
2.26 Incident, a failed coup in 1936 that ended with a number of rebel generals committing seppuku,
and about the end of the war: “Surely, with the breakdown of the 2.26 Incident a great god died.
At the time an eleven-year-old boy, [ merely felt it only vaguely, but when I encountered [Japan’s]

defeat in war at the hypersensitive age of twenty, I felt that the terrifyingly cruel sense of the death
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of god at the time might be closely related to what I had intuited as a boy of eleven.” (Inose &

Sato, 2012, p. 376)

On New Year’s Day in 1946, Hirohito issued another rescript, now best known as ningen sengen
or “Declaration of Humanity.” In it, he declared that the relationship between the emperor and the
people of Japan is based on mutual trust and not on “mere legends and myths,” like the “fictitious
conceptions” that the emperor is “divine” (or manifest kami) or that the Japanese people are
“superior to other races and fated to rule the world.” While the Western media were focused on
the denial-of-divinity aspect of the rescript, the Japanese press passed that part quickly and
reported it as a New Year Rescript. Hirohito himself clarified in an interview he did more than 30
years later that he wanted the Japanese people not to forget their pride. The commentary by the
Prime Minister that accompanied the rescript also focused on the prior existence of democracy
before the occupation and dating back to the Meiji era, not mentioning anything about denying

Tennd’s divinity. (Decker, 1999, pp. 308-317)

Nevertheless, the 21-year-old Mishima was not happy about this rescript. He was especially angry
at its subsequent newspaper coverage, accompanied by photos of the emperor (Tennd) in a Western
suit instead of a formal traditional court attire. Inose (2012, pp. 142-143) quotes him from an

undated piece that was most likely written around the same time:

That which has reserved what is truly Oriental, the last line of Oriental mysticism, in the
form of a modern constitutional state, is Japan’s Tennd system. The Tennd system is the
essence of all Oriental cultures of the past, the final conclusion of the sovereignty of life.
When this is lost, Oriental culture’s bridge to modern culture, the last bridge of its

understanding, will also be lost.
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This is another example of Mishima thinking about Japan through a Western lens. Mishima's
perception of Japanese culture was full of contradictions. He lamented the perceived loss of
"Oriental mysticism" in post-war Japan, advocating for a return to traditional values and a rejection
of Western influence. Yet, his very understanding of "Oriental culture" was filtered through a
Western lens, a romanticized and essentialized vision that reduced Japanese culture to a set of

fixed and unchanging characteristics.

This contradiction was further evident in Mishima's own lifestyle. While he criticized the
"Americanization" of Japan and the adoption of Western clothing, he himself lived in a Western-
style house and often wore Western attire. His anxiety over a sudden loss of "Oriental" identity
also overlooked the long history of Western influence in Japan, which predated the post-war
occupation. Mishima's idealized vision of Japanese culture, therefore, was not only a reaction to
the perceived threats of the present but also a nostalgic yearning for an imagined past, a past that

never truly existed.

US, “The Masculine”

The terms of the Allied occupation of Japan led by the United States were clear: complete
disarmament of Japan, trials for war criminals, and a new pacifist constitution renouncing war as
a means of settling international disputes. The occupation claimed to aim for political and social
reforms, prevent a resurgence of militarism, and foster democracy while dismantling the
feudalistic land ownership system. Many of these changes meant there would be different
censorships in place than the wartime policy censorships. Censorship in Japan intensified during

the early twentieth century, reaching its peak with the rise of a militarist government.
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The Meiji Restoration ushered in a new era of censorship in Japan, primarily aimed at protecting
the emperor and the new government. This involved strict regulations on publications and
newspapers, including pre-publication reviews, bans on certain topics, and severe punishments for
violations. While initially intended to safeguard public order and state security, these laws were
often used to suppress dissent and limit freedom of speech and the press. This trend continued and
even intensified during the Sino-Japanese and Russo-Japanese Wars, with the military imposing
additional censorship restrictions. (Rubin, 1984, pp. 195-220)During the late 1930s and into the
1940s, the Japanese government significantly tightened its control over information. It created new
organizations, such as the Information and Propaganda Committee and later the Cabinet
Information Division, to manage and censor media content. These bodies restricted information
and actively shaped the narrative to support the government's agenda. This control extended to all
forms of media, including print, radio, and photographs, and was particularly evident in the
reporting of the Second Sino-Japanese War, where positive portrayals of the Japanese military
were encouraged and negative aspects of the war were suppressed. Regular meetings were held
between government ministries and publishers to ensure compliance with increasingly stringent
regulations. (Rubin, 1984, p. 257) This period witnessed a brutal crackdown on dissent, with

documented cases of torture inflicted upon editors and publishers. (Inose & Sato, 2012, p. 152)

While seemingly promoting democracy and freedom of speech, the occupation authorities viewed
anything deemed "undemocratic" as a threat. A pervasive system of pre-publication censorship
was applied to all forms of media, including film, theater, and print. Strict guidelines dictated
acceptable content, for example, prohibiting any reference to the US military as the "enemy" or
any depictions of the air raids on Japanese cities. Even indirect references or allusions to these

topics were suppressed. The Occupation government did not even allow traces of censorship to

50



avoid alluding to any negative image of them. This meant that news of sensitive issues, such as
rapes committed by occupation forces, was suppressed, and any traces of censorship had to be

meticulously concealed. (Dower, 1999)

This new censorship regime was, in some ways, even more restrictive than the Japanese military
censorship it replaced. Journalists and writers were forced to rewrite entire articles to avoid any
mention of prohibited topics, creating a climate of fear and self-censorship. Despite the initial
promises of freedom of speech, the Occupation authorities maintained a tight grip on information,
controlling the narrative and suppressing any news that could potentially damage their image or

undermine their authority. (Rosenfeld, 2002)

The Japanese public and the state, however, welcomed the occupation troops warmly. In a letter
to his friend in the first few months after the surrender, Mishima wrote how he felt about the
presence of the occupation troops in Ginza, near the Kabuki-za theatre, and the reaction he was
seeing from the Japanese: “[...] There isn’t a single store where the Japanese can buy things. The
Occupation force popularity, shall we call it. It’s simply a bizarre popularity [...] Enchanted by
shopping Occupation soldiers and women reporters, there are [...] crowds upon crowds of people,
mouth agape, listening gratefully to (though they [the Japanese people] can’t hope to understand)
the responses in English. Nothing other than animal curiosity. [...] There are some who frown on
those begging for cigarettes from the Occupation troops and bemoan, ‘The Japanese have fallen
so low,” but this lament somewhat misses the point; their present ugly state neither adds anything
to them nor subtracts anything from them. What a base, despicable, and yet loveable people the

Japanese are!” (Inose & Sato, 2012, pp. 137-138)

51



The public’s behavior was only a shadow of what the government had done in preparation. Just
after announcing surrender, the same organ responsible for controlling civilian conduct and
censorship set up the “Association for Special Comfort Facilities” in Tokyo, or in other words,
brothels reserved for the Occupation forces. So, the country that had forced the women of its
colonies into becoming “comfort women” for Japanese soldiers became known for lining up more
than 1,000 comfort women for the Occupation troops. (Inose & Sato, 2012, pp. 138-139) In a short
story Mishima wrote in 1953 called Eguchi Hatsujo Oboegaki (A Memorandum on Eguchi
Hatsujo), he described the age of the Occupation as “an age of humiliation. It is an age of falsity.
It is an age of obedience face to face and disobedience when the back is turned, of physical and

spiritual prostitution, and of machination and deception.” (Inose & Sato, 2012, p. 338)

This passive/active dynamic between Japan and the West, especially the United States, has a long
history. Since Commodore Perry’s arrival in 1853, the West took an active role and became a
symbol of powerful masculinity for Japan. Mishima was aware of this history, and saw the Western
influence, or rather the Japanese reaction to it, as an ‘emasculation’ of Japanese culture,
suppressing warrior traditions and even some ‘primitive’, ‘masculine’ aspects of Shinto, like
Hadaka Matsuri or Naked festival. He blamed a Western-induced sense of shame for the
suppression of this embodiment of raw male energy. Mishima compared the way the Japanese
reacted to the West to “an anxious housewife cleaning for guests.” (Starrs, 1994, pp. 15-16) This
‘emasculation complex’ was further reinforced by the American Occupation, and the way the

American media changed the portrayal of Japan and Japanese women is a testimony to that.

During the Occupation and especially with the start of the Korean War, Japan went through a
rebranding in American media as a peaceful, democratic nation: an ideal vacation destination. One

of the active figures in this rebranding campaign was James Michener, a novelist most famous for
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his novel Sayonara (1953). His portrayal of Japan heavily relied on two elements: Aesthetic
refinement, and the “ideal” woman. He presented a stereotypical image of the submissive and
devoted Japanese wife, contrasting them favorably with American women (often portrayed
negatively in his works). Michener’s idealized image of Japanese women resonated with American
audiences. Popular magazines like Reader's Digest and Life featured his articles, and his depiction
influenced advertisements, like the notorious 1957 New Yorker ad suggesting American wives
adopt a geisha-like subservience after wearing a silk shirt. Mishima criticized Michener's portrayal
as unrealistic and likened it to the opera Madama Butterfly. Despite criticisms, Michener's work
and the 1957 film adaptation of "Sayonara" undeniably fueled a surge in American tourism to

Japan throughout the 1950s and 1960s. (Sheppard, 2019, pp. 236-237)

Other American postwar films such as Japanese War Bride (1952) and The Teahouse of the August
Moon (1956) explored the cultural clashes and romantic relationships between American
servicemen and Japanese women, often highlighting the prejudices and misunderstandings on both
sides, mostly stereotypically rather than critically. While not directly addressing misconduct, these
films hinted at the potential for exploitation and the challenges of cross-cultural understanding.
While they might have increased tolerance for interracial marriage in the United States, they also
amplified the “geisha girl” stereotype of Japanese women as passive and “good wives.” Even The
Ugly American (1963), though set in a fictional Southeast Asia, resonated with the anxieties of the
time regarding American interventionism and the potential for cultural insensitivity. While these
films did not explicitly critique the Occupation's darker aspects, they offered a glimpse into the
cultural and social dynamics of the era, hinting at the complexities of the American presence in

Japan.
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A New Identity

In the postwar era, with pre-war nationalism and militarism being discredited, Japan needed to
adopt the modern world definition of national identity: national identity defined by “the pursuit of
the good life through consumption.” Economic growth and rising living standards emerged as
unifying goals in the vacuum created after the defeat. This focus on prosperity, democracy, and
“modernization” aimed to redefine Japan as a nation rising from the ashes. This change of focus
can be seen in many of the postwar speeches by the emperor and the prime ministers focusing on

themes of “unifying to rebuild the country”.

In his book, Mass Media, Consumerism and National Identity in Postwar Japan, Martyn David
Smith (2018) argues that focusing on economic growth came with a hidden cost: it reshaped
Japanese identity. People were encouraged to see themselves as individual consumers, buying
more goods to enjoy a better life. However, this approach created tensions. On one hand, Japan
promoted democratic freedoms and individual choices. On the other hand, the country became
increasingly dependent on the global market and relied on the US for military protection. This

raised questions about how much real freedom Japan actually had.

Flanagan (2014, p. 21) refers to Mishima’s For Young Samurai essay ( [ XV L7 A4 D72
(Z 1 ), where Mishima claims that while he embraced urbanization, modernization, and

industrialization, he also saw a growing emptiness in a world solely focused on the modern. This
is where the emperor, in his view, took on a crucial role. Mishima believed the emperor should
embody a timeless tradition, a symbol that transcended egotism, industrialism, and modernization.
Mishima wrote For Young Samurai in the context of the 1968 student riots that had been

particularly intense at Tokyo University. These riots usually led to violence and were expected to
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get more serious by 1970, when the security treaty with the United States was up for renewal one

more time.

Yoroboshi, and after that, Patriotism, were written in a similar context in 1960. The Anpo protests
erupted in opposition to the revision of the United States-Japan Security Treaty in 1959 and
continued throughout 1960. The treaty, which was ratified in 1951, allowed the US to maintain
military bases on Japanese soil. Many people saw this as a violation of Japan’s newly adopted
pacifist constitution. The presence of US bases was also seen as a symbol of American dominance
and a limitation on Japan’s sovereignty. The growing tensions of the Cold War and the potential
role of Japan in a US-led military conflict made hundreds of thousands of people rally on the streets
surrounding the Japanese National Diet building in Tokyo, on many occasions ending in violent
clashes with police. Even though the revised treaty was ratified by the Japanese parliament in
January 1960, the continuation of the protests peaking in June made a lasting impact on Japan’s

foreign policy and showed public anxieties about the remilitarization of Japan.

In both cases, while Mishima disagreed with the pacifist sentiments of the protesters, he agreed
with the anti-American sentiments. However, Mishima wasn't against all aspects of Western
culture. He specifically disliked the democratic, liberal, and humanitarian ideals. In his view, these
became the dominant forces in both Japan and the West after World War II, a direct result of the
Axis defeat. Since he associated these ideas mainly with England and the United States, it explains
the recurring anti-American and anti-British themes in his work. (Starrs, 1986, p. 181) At the same
time, Mishima was very fond of another aspect of Western culture that was mainly represented by
names such as the Marquis de Sade, Baudelaire, Nietzsche, Oscar Wilde, and even Hitler. His feud
with Japan’s postwar alliance with the West also did not extend to the War era, as he did not see

that alliance suppressing the “true nature of the real Japan.” In other words, while Mishima claimed
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to abhor the postwar relationship of Japan with a Western country due to his anxiety over the
possible loss of traditional values of Japan, he never showed the same sentiment toward Japan’s
wartime relationship with Germany, another Western country which could have the same
“modernizing” and “Westernizing” effect on Japan. This could be due to the fact that, unlike the
dynamic between Japan and the United States, Nazi Germany amplified the masculine aspects of

Japan, such as violence and a desire to conquer.

Maybe Mishima’s view of Japan’s postwar relationship with the United States could best be seen
through a scene in his story The Sailor Who Fell from Grace with the Sea (1963), where, as the
protagonist is penetrating a woman in Hong Kong, a neon sign of “Coca-Cola,” written in Chinese
transliteration, can be seen from the window, outshining the “weak lanterns in the foreground.”
This scene signifies both the Japanese colonial invasion of Asia and the shadow that the American

empire casts on Japanese masculinity in the Postwar era. (Sekiguchi, 2022, p. 22)

Mishima's adaptation of Yoroboshi is deeply rooted in the sociopolitical context of postwar Japan.
The play, set in 1960 but drawing its central conflict from the firebombing of Tokyo in 1945,
serves as an allegory for the perceived loss of Japanese national identity in the postwar era.
Mishima's personal experiences and anxieties about Japan's cultural shifts, particularly the
perceived "emasculation" of Japanese culture due to Western influence, are reflected in the play's
themes. The historical context of the American Occupation, with its complex dynamics of
censorship, cultural exchange, and shifting gender roles, further informs Mishima's critique of
post-war Japanese society. By understanding these historical contexts, we can better grasp the
sociopolitical landscape to which Mishima's adaptation is reacting. This understanding sets the

stage for a deeper exploration of the play's form and content, particularly its connection to the
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traditional Noh theater and the history of the Shintokumaru story, which will be discussed in the

following chapter.
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Chapter I'V. What is Noh? Is This Noh?

Noh had always been an undercurrent in Mishima’s literature. There are numerous references to
Noh, whether as a classic art form or a rich source of inspiration, in Mishima’s fiction before he
started adapting classic plays for Modern theatre. Yoroboshi is the last play that Mishima officially
added to his Modern Noh Plays collection while he was alive. Two years later, in 1962, he
published another play adapted from Noh, called Genjikuyo (Genji Memorial Service). However,

he regretted doing so and refused to add it to the collection. Long After Love (1971) (original name

in English) and Busu (1971) (MJF) are two other plays in the same style published posthumously.

Yoroboshi was published in the magazine “Koe” in July 1960 and was produced in May-June 1965
in Shinjuku Bunka Art Theater as part of “NLT + Shinjuku Bunka Art Theater Collaboration:
Mishima Yukio’s Modern Noh Plays Night”. It was staged alongside with one of his other Modern
Noh plays, Hanjo (1955). That was the only production of Yoroboshi while Mishima was alive.
Terasaki Yoshihiro directed it, and Suguro Homare (Toshinori), Okuno Tadashi, Masaki Miki,
Kondo Jun, Miyauchi Junko, and Tanami Yatsuko (Shinako) were the six actors and actresses who
gave life to the characters. (Sato, Inoue, & Yamanaka, 2005, p. 835) The organizing company, NLT
or Neo Littérature Théatre, was formed by Mishima Yukio and some other former members of the

Bungakuza, including Tanami Yatsuko, one year prior and this was their second production.

In adapting the classic Noh plays, Mishima transformed nearly every aspect while retaining their
original titles, calling the collection Modern Noh Plays. This paradoxical move invites us to
explore the implications of his decision. To understand the significance of his work, it is necessary
to understand the classical art of Noh, its structure, and the historical context of adaptations from

this medium. It is also important to understand the form of shingeki to which Mishima adapted

58



these Noh plays. Lastly, I will look at the history of Shuntokumaru’s legend, which is the source
of the Noh play Yoroboshi, and how it has changed in each adaptation for different forms. By
examining these facets, we can unravel the layers of meaning embedded in Mishima's Modern

Noh play, Yoroboshi.

What is Noh?

Noh theatre holds a complex position in modern Japan. On one hand, it is seen as a classical art
form that plays a significant role in shaping the Japanese cultural identity. Yet, at the same time, it
is a relic of the past, a nostalgic reminder of a bygone era that feels strangely out of place in
contemporary life. For those who perform Noh, its very antiquity can be a powerful tool, disrupting
the newness of the present. British Historian Eric Hobsbawm (The Invention of Tradition, 2012)
argued that many traditions seen as uniquely national were “invented” alongside the rise of modern

nation-states. Nogaku is one of the examples.

Noh theater's journey to becoming a national classic is intertwined with Japan's modernization and
wartime experiences. While Noh boasts a rich history dating back centuries, its elevation to a
symbol of national identity was a deliberate construction that coincided with the rise of the modern
Japanese nation-state. For instance, before the Meiji era, Noh had always been associated with the
shogunate, but with the Meiji restoration, like anything else linked to the shogunate, Noh’s position
was in danger. However, since Japan now wanted to be seen as a hospitable country to outsiders,
Noh was chosen to be one of the representing forms of entertainment for foreign visitors. It only
found a concrete status again when the imperial family decided to patronize it. (Keene, No and
Bunraku: Two Forms of Japanese Theatre, 1990, p. 43) In this context, "tradition" is not merely

an unbroken continuation of the past, but a carefully curated and often idealized representation of
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cultural heritage that serves a specific purpose in shaping national identity and the shared heritage

of a nation.

Yokoi Haruno's assertion in his book The Life of Zeami (1943), that Noh's status grew with each
military conflict, highlights the role of nationalism in this process. The theater's association with
traditional values and cultural pride made it a potent tool for fostering national unity and bolstering
morale during times of war. However, it was in the aftermath of World War II, amidst the
devastation and loss of national pride, that Noh truly ascended to the status of a national treasure.
The re-evaluation and promotion of traditional art forms like Noh became a way for Japan to
reclaim its cultural identity and reassert its place on the world stage. Thus, while Noh's roots are
ancient, its significance as a national symbol was "invented" or perhaps reinvented in the context
of “modern” nation-building and cultural revitalization. Its status was changed from a court

performance to a symbol of Japanese art and aesthetics.

The classic Noh theater is a unique form of drama that combines acting, music, and dance. Its
stages are known for their simplicity and spiritual meaning, often featuring just a single painting
of a pine tree. This simplicity allows the audience to focus on the performers’ skills. Shimazaki
Toson, Meiji era poet and Naturalist writer, has written about the Noh stage as follows: "On the
stage of the Noh theatre, there are no sets that change with each piece. Neither is there a curtain.
There is only a simple panel with a painting of a green pine tree. This creates the impression that
anything that could provide any shading has been banished. To break such monotony and make
something happen is no easy thing." The stage also features a bridge called hashigakari, which
holds symbolic significance. It represents a means by which deities were believed to descend to

Earth during Shinto rituals. Additionally, the narrow bridge serves as an entry point for principal
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actors as they step onto the stage. The hashigakari’s presence underscores the mythic and

otherworldly themes often found in Noh plays. (Komparu, 1983, pp. 111-125)

Masks are a key part of Noh and have been known worldwide as a symbol of Noh, or even a
symbol of Japan as a whole. Noh masks are detailed and serve more than a decorative purpose;
they help tell the story. Noh masks signify the characters' gender, age, and social ranking, and by
wearing masks, the actors may portray young, old, female, or nonhuman (divine, demonic, or
animal) characters. The presence of masks does not make facial expressions insignificant; it
codifies and stylizes facial expressions and enhances the actors’ ability to express emotions

through small movements. (Rath, 2004, pp. 12-15)

The story in Noh is told through a combination of singing and music. A storyteller recites the story
with a specific thythm, and a small group of musicians play flutes and drums. The text is poetic
and follows a traditional Japanese rhythm, filled with symbolic references that deepen the
understanding of the story’s themes. Movement is also crucial in Noh. The actors’ movements are
carefully choreographed and passed down through generations and years of training, sometimes
starting as young as three. Zeami and his father Kan’ami, who developed Noh in the 14th century,
created a system of nine levels of acting skills, from energetic physical movements to a more subtle,

spiritual performance. (Komparu, 1983, pp. 209-216)

While roughly 2,000 Noh plays have been written, only about 240 remain in the active repertoire
of the five surviving Noh schools. This current repertoire does not necessarily show how popular
these plays were among the Japanese people, as the taste of the aristocratic class in the Tokugawa
period heavily influenced it. (Ortolani, 1995, p. 130) Many of the plays are taken from the Heike

Monogatari and Genji Monogatari and can be categorized into two primary classifications based
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on how they involve supernatural elements. Genzai Noh (present Noh) features human characters
as protagonists. The narrative unfolds chronologically within the play's timeframe, using a linear
cause-and-effect structure. Mugen Noh (phantasmal Noh) is more complicated. The shite, the
principal actor, often embodies deities, spirits, ghosts, phantasms, or a mad person. Time becomes
a fluid concept, used in a non-linear fashion. The action may seamlessly switch between past and
present moments, including flashbacks and dream states, to convey the narrative. (Ortolani, 1995,

p. 130)

All Noh plays are traditionally categorized into five groups based on themes. This system,
considered the most practical for programming purposes, continues to influence formal Noh
performance selections today. A typical formal program of five plays will often feature one

selection from each thematic group. (Ortolani, 1995, pp. 130-133)

The first category features the shite actor portraying a deity. These plays often focus on the mythic
story of a specific shrine or praise of a particular god. Many god plays are structured in two acts,
with the deity initially disguised in human form during the first act, revealing their true identity in

the second.

The second category, shura mono (warrior plays), derives its name from the Buddhist concept of
the Warrior Hell. The protagonist, typically a ghost of a renowned samurai, pleads with a monk
for salvation. The drama often culminates in a dramatic reenactment of the warrior's death scene,

with the shite actor appearing in full war attire.

The third category, wig plays, or woman plays, features the shite actor portraying a female
character. This category has some of Noh's most refined songs and dances, reflecting the graceful

and flowing movements associated with female roles, and the themes often centre on love and
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suffering. Usually, the main character is the ghost of a woman trapped on earth, condemned to feel

an unattainable love.

The fourth play is usually from the Crazed category. The shite takes the role of a madman or
woman in these plays, not usually clinically insane, but rather driven to madness by a tragic back-
story. Sometimes instead of a play from this category, miscellaneous plays that cannot easily fit

into a category are staged as the fourth piece in a five-play program.

Finally, kiri Noh (final plays) or oni mono (demon plays) typically feature the shite actor in the
role of a monstrous creature or demon. Often chosen for their vibrant colors and fast-paced, tense
finales, kiri Noh plays are traditionally performed last. This category consists of roughly 30 plays,

generally shorter than those found in other categories.

While there is no single plot structure, most Noh plays, especially the mugen Noh, share a common
format. First, a secondary character, usually a priest or monk (waki), sets the scene and introduces
the main character (shite). Then, the shite, often disguised as a traveler or villager, interacts with
the waki and reveals their story. This could involve a past tragedy, a desire for something
unobtainable, or an encounter with the spirit world. The shite performs a dance or song that
expresses their emotions and explores the central theme. This is often the most visually striking
part of the play. This pivotal moment of heightened emotional intensity and dramatic action is
called kiri. While not a direct equivalent to the Western concept of climax, kiri serves as a
culmination of the emotional and thematic build-up in the play and is often the most memorable
point of each play. The play usually ends with the shite revealing their true identity (the reveal
could happen before kiri) and coming to terms with their situation, often involving a prayer from

the waki. (Ortolani, 1995) The play often ends with a sense of acceptance or a peaceful resolution.
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Shinto and Buddhist elements significantly shape the thematic fabric of Noh theater. Many plays
feature Shinto gods, incorporate shamanistic elements, and utilize distinctly Buddhist terminology.
Yet, the Buddhism depicted in Noh is not easily linked to any specific Buddhist denomination or
sect. Noh’s worldview mirrors the era’s common Buddhism, a time when the syncretism of Shinto
and Buddhism was widespread among people, and a continuity between the Shinto kami and

Buddha was taken for granted. (Tyler, 1987, pp. 46-48)

In Noh drama, religion does not guarantee a straightforward resolution similar to a conventional
happy ending. Instead, the narratives explore notions such as karma, the transient nature of
existence, and the interrelationships of the corporeal and ethereal domains. Recurrent themes
include loss, the inevitability of death, and the anguish of unmet desires. The plays often convey
religious teachings about attaining enlightenment or finding solace in the afterlife, providing a
framework for both characters and viewers to find reconciliation. Through sacred rituals or
encounters with spiritual entities, the protagonists may reconcile with their circumstances and

relinquish worldly bonds.

Noh in Modern Times

Hobsbawm's concept of "invented tradition" reveals that the modern era is not a complete break
from the past, but rather a selective reinterpretation and reimagining of it. Tradition, in this context,
serves as a crucial tool for constructing and legitimizing the modern. By invoking a sense of
historical continuity and shared heritage, invented traditions provide a foundation for national
identity and social cohesion in a rapidly changing world. These traditions, often fabricated or

embellished, offer a sense of stability and belonging in the face of uncertainty and change. In this

64



way, the modern is not merely a rejection of the past, but a complex dialogue with it, where

tradition is strategically employed to create a sense of continuity and purpose.

Establishing a centralized modern form of sovereignty was crucial in the aftermath of imperial
restoration and expansion in East Asia. During the Taisho and early Showa eras, the drive to control
images of emerging nationhood reflected a broader aim to foster a sense of homogenous
community. (Williams, 2003) This involved incorporating nostalgic dreams, or imaginaries, of a
socially transformed Japanese society into the propaganda of the Greater East Asia Co-prosperity
Sphere. These imaginaries served to reinforce imperial rule and legitimize expansionist ambitions

by appealing to a shared cultural heritage and promoting a unified vision of the future.

While Noh is often perceived as an ancient art form steeped in tradition, its development and
presentation have been shaped by both historical and contemporary forces. In The Life of Zeami
(Yokoi, 1943) the author posits that Nohgaku symbolizes the essence of both Japanese and Greater
East Asian ethos. Yokoi suggests that to comprehend the roots of Noh, one must know the ancient
divine eras of Japan, acknowledging the contributions of Kan’ami and Zeami. However, the text
also reveals that Noh, having evolved over five centuries since Kan’ami, may have been
strategically employed as a tool of Japan’s imperial propaganda machine, encapsulating the spirit
of Japan and Greater East Asia, potentially serving as an example of Hobsbawm's "invented

tradition." (Tamura, 2012, p. 3)

Yokoi’s narrative does not dispute the notion that Noh’s origins can be traced to the ancient times
of Japan, with influences from China. However, the introduction transitions to the contemporary
perspective, proposing that Noh should be viewed as an art form that is not only quintessentially

Japanese but also emblematic of Greater East Asia. This interpretation represents a significant shift
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from the traditional understanding of Noh as a uniquely Japanese art, suggesting its use in the
cultural policies of Manchuria and Taiwan to promote a pan-East Asian identity. It mechanically

changes Noh from a narrative/performative art form to a vessel of “true culture.”

However, since the end of the war, Noh has undergone a significant transformation from its
historical role as an art form representing the collective spirit of Greater East Asia to embracing a
new mission aimed at cultural revival. The inaugural issue of “Ytigen” magazine, published in
June 1946, articulated a vision for Noh as a fundamental embodiment of Japanese culture. The
magazine advocated for Noh to become more accessible to the masses, suggesting that its artistic
and cultural virtues would substantially contribute to the enrichment of Japanese culture in the
post-war era. The September Issue of “Yiigen” described contemporary Noh as a “democratic” art
form, reflecting the changing societal values. Furthermore, the first edition of the Noh magazine,
released in January 1947 by the Nohgaku Association, emphasized Noh’s significance in the

context of Japan’s re-emergence as a nation with a strong cultural identity. (Tamura, 2012, p. 35)

During the 1964 Tokyo Olympics, the Olympic Noh Festival showcased Noh theater as both an
ethnic and international performing art, highlighting its significance within world theater history.
(Tamura, 2012, p. 37) Nohgaku, once cultivated as ceremonial music, later used to promote
nationalistic sentiment during wartime, was rediscovered in postwar Japan as a "classic" art form,
emblematic of a "cultured nation." The Tokyo Olympics, symbolizing Japan's post-war recovery,
further solidified Noh's position as a revered "traditional performing art," worthy of admiration

and recognition for its contribution to global theatrical heritage.
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Shingeki

Mishima Yukio's modern Noh collection was written for shingeki, a realist theatre movement that
emerged in early 20th-century Japan, led by figures like Kishida Kunio, who returned from France
after World War I. The purpose of shingeki was to break from traditional Japanese theatre forms
like Kabuki and Noh. It sought to establish a thoroughly realistic theatre, rejecting the perceived

"irrationality" of premodern forms.

The transition to modern Japanese drama signified more than a shift from presentational to realistic
technique. It reflected a profound change in worldview, replacing religious certainty and moral
absolutes with skepticism, doubt, agnosticism, intellectual relativism, and alienation from
traditional cosmology. While gods, ghosts, and religious-spiritual rituals were central to the
premodern theatre, especially Noh, shingeki aimed to supplant this "god-infested" imagination.

(Goodman, 1988, p. 17)

By the early 1930s, shingeki had solidified its position as a purely realistic theatre, culminating in
the psychological realism of Kishida Kunio and the socialist realism of Kubo Sakae. The dramas
written for shingeki intended to be close to European drama, like the works of Ibsen and Chekhov
for playwrights who were attempting to stress psychological elements, and the works of Frank
Wedekind, Ernst Toller, and George Keiser for proletariat political playwrights. The importance of
left-wing shingeki plays kept rising until the government started heavy censorship and finally
almost completely stopped it before and during World War II. In the post-war era, other shingeki
troupes came back to work and soon took their past political stances. However, the form that had

once defined itself as the voice of resistance to traditional theatrical practices and the status quo
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became an orthodoxy, closely aligned with the Japanese Communist Party and mostly followed

the 1930s Russian socialist realism style. (Rimer, The Tsukiji Little Theater, 2014)

During the war, Kishida Kunio's Bungakuza theatre company emerged as the sole surviving
shingeki troupe. Maintaining a focus on literary merit, Bungakuza staged both foreign and
Japanese plays. Mishima Yukio, a prominent figure within the company from its inception, wrote
almost exclusively for Bungakuza. His play, Rokumeikan (1956), became a signature piece and
achieved considerable popularity. Mishima Yukio sought to shift shingeki's dramaturgy away from
a purely representational style towards a more presentational approach. While his Modern Noh
plays exemplify this effort, even in his relatively realistic works, Mishima employed a highly
poetic, occasionally unnatural dialogue that at times seems to clash with his otherwise realistic
dramaturgy. Mishima, along with other playwrights like Kinoshita Junji, experimented with
incorporating elements of classical theatre into the shingeki framework. (Rimer, Wartime and

Postwar, 2014)

Over time, Bungakuza faced pressures to conform to the prevailing left-wing norms within the
shingeki movement. These concessions caused significant friction with Mishima, leading to
prolonged disputes and his eventual departure in 1963. Notably, despite Mishima's objections, the
troupe embarked on a tour of Communist China, performing Rokumeikan with alterations to
appease government censors. However, Mishima was not alone in his disillusionment with
shingeki in the 1960s. Other playwrights, including Abe Kobo, a notable leftist writer, began to
perceive that shingeki theatre was becoming trapped in similar constraints from which it had
originally sought to escape. Hence, the avant-garde movement of angura or post-shingeki started.

(Poulton, Underground Theater, 2014)
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David Goodman (1988) posits that Mishima's diagnosis of postwar Japan's cultural malaise, a
sense of emptiness and meaninglessness resulting from a disconnect with traditional Japanese
culture, aligned with the concerns of the angura drama movement. However, their responses
diverged significantly. While both addressed similar cultural and psychological needs, Mishima's
solution was characterized by activism and solipsism, contrasting with the post-shingeki
movement's dialectical and engaged approach. Mishima's assertion that the emperor was and
always had been the essential core of Japanese culture and that defending Japanese culture
inherently required defending the imperial institution exemplifies his activistic stance. This
position starkly contrasts with the post-shingeki movement's deliberate avoidance of an "uncritical

reinstatement of a fictitious, idealized past."

Modernization of Noh

Mishima’s Modern Noh Plays aren’t the only post-war attempt at making Noh more relatable and
accessible to the contemporary audience, whether from inside or outside Japan. These
“modernizing” attempts could be loosely categorized into three groups: New plays written on
contemporary subjects in classic Noh style (or shinsaku Noh), adapting Noh plays for modern
media, and other forms of drama influenced by Noh, especially aesthetically or dramaturgically.
The last one is more about keeping the legacy of Noh alive, whether Noh organically influenced
other forms of media or someone intentionally took inspiration from it rather than keeping Noh
relatable to modern times. For example, in 2017, a Noh-inspired opera was performed in New York
City by SITI Company: Hanjo, which was based on, not directly the classic Noh play Hanjo, but
Mishima’s modern play. (Samur, 2022) Another recent example is the critically acclaimed anime
movie Inu-Oh, released in 2021. It mixed Noh and Glam Metal aesthetics into an outlandish,

harlequin visual story with the theme of art against power, about a blind Biwa player and a masked,
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deformed Noh dancer whose deformity gets cured slowly with every Noh dance he performs. (Ide,

2021)

An example of new plays written for Noh, sometimes referred to as shinsaku Noh (generally any
Noh play written after the Meiji era), would be the works of Allan Marett, Eliza (1985), and
Oppenheimer (2015). Even though these two plays are written in English, they are performed in
the style of classical Noh plays, on a Noh stage, with Noh costumes and masks, dances, and music.
Both plays follow the Noh formula, as well. In Eliza, the role of waki encounters the shite, who
appears as an old woman telling the story of Eliza Fraser on Fraser Island of Australia and reveals
to be the ghost of Eliza herself. In the final act, she reappears and dances at an Aboriginal festival.
Oppenheimer, too, following the structure of a mugen Noh, tells the story of the tormented ghost
of Robert J. Oppenheimer finally finding redemption from being condemned to visit Hiroshima
every year and seeing the suffering his creation caused, through a final dance. (Rosenbaum, 2023)
Immunologist Tada Tomio's Shinsaku Noh play Hermit Isseki features Albert Einstein as the shite,
weaving Eastern and Western artistic and scientific allusions to explore complex scientific
concepts, including relativity, the Big Bang, and the potential end of the world, while also warning
of the dangers of nuclear weapons. (Feder, 2005) Another example is the Noh adaptation of classics
from other nations, such as Macbheth, Othello, (Ingham & Nakao, 2018) Ophelia, and Hamlet, all

of which have been frequently performed since their first staging. (Salz, 1996)

Another example is The Theatre Nohgaku company, established by Richard Emmert and
colleagues, which aims to engage contemporary audiences with Noh theater through shinsaku
plays performed in modern Japanese or English. Their 2017 production, Blue Moon over Memphis,
featured Elvis Presley as the shife, demonstrating their innovative approach. (Quinn, 2018)

Similarly, the San Francisco-based Theatre of Yligen, an experimental ensemble, seeks to create a
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unique blend of world theater and classical Noh dramaturgy. While their productions incorporate
traditional elements like the pine tree painted backdrop, they also utilize modern staging
techniques such as video installations and contemporary lighting, potentially catering to Western

audience expectations. (Ehn, 2004)

A middle ground for these two groups is the “New Noh” works of authors like Okada Toshiki, who
wrote Miren no yirei to kaibutsu: Zaha, Tsuruga (Unrequited Ghosts and Monsters: Zaha,

Tsuruga), two separate plays, yet published and performed together, that draw inspiration from the

structure of traditional mugen Noh plays. (Poulton, Mugen % %], 2024) The set is a minimal,

modern version of the Noh set, with a chorus and orchestra of contemporary music. In the first
segment, titled “Zaha,” the ghostly presence of architect Zaha Hadid takes the role of shite.
Meanwhile, in the second segment, “Tsuruga,” the Nuclear Fuel Recycling Policy manifests as a

spectral figure. (Poulton, Playwright Toshiki Okada and the "New Noh", 2023)

Other than examples of Mishima Yukio, Terayama Shuji, and Ichihara Satoko, who will be
discussed in the last part of this chapter for adapting Shintokumaru’s story for modern theatre,
another example of this group is Kawamura Takeshi whose adaptations have been titled
“Contemporary Noh Plays.” He has written four plays for the Setagaya Public Theatre
Contemporary Noh Theatre series, including AOl and KOMACHI. (Eckersall, 2011) In these two
plays, which, similar to Okada Toshiki’s plays, were published and performed together as
AOI/KOMACHI, he blends paranoid sexual psychosis with themes of J-horror, following
Mishima's example in adapting classic plays of 4oi no Ue and Sotoba Komachi for a modern

medium.
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Mishima’s Modern Noh

In April 1956, one year after the publication of Hanjo, Mishima Yukio released the book Kindai

Nogakushu. In the postscript, (Tamura, 2012, p. 15) he reflected on the origins of his work:

My Modern Noh Plays collection was originally inspired by three plays by Torahiko Kori:

Noh to one-act plays that were pioneering for his time.

However, my collection of Modern Noh Plays has the opposite intention. Rather than
modernizing Noh plays, I aim to utilize the free manipulation of time and space in Noh, as
well as its overt metaphysical themes, to bring them to life in the modern era. To achieve
this, I selected plays from the Noh repertoire that have clear themes, such as Aya no Tsuzumi
and Kantan, plays by Kan’ami, such as the polemically entertaining Sotoba Komachi, and
plays with a high degree of emotional purity, such as 4oi no Ue and Hanjo. It would be
difficult to adapt waki Noh, plays that focus on dance, or gendai mono, and there was no
point in even attempting to adapt them. Thus, over the past few years, it has become my
habit to browse through the complete collection of Noh plays whenever I have the time.
However, I have concluded that these five plays are the only ones that are suitable for
modernization and that these five plays exhaust the possibilities. The time has finally come

to compile them into a single volume.

than Yuya, which is from the third group, a women’s play, the rest belong to the fourth group.
Kantan, the first play Mishima adapted, is a Dream Noh, where most of the play happens in a

dream state. Looking for enlightenment, the shite goes on a pilgrimage but finds enlightenment in
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a mundane situation, sleeping on a special pillow on the advice of an inn mistress and dreaming

of becoming the emperor, and enjoying 50 years of glory. (Kantan, n.d.)

The second play, Sofoba Komachi, is a rojomono, where the shite is an old woman. It is filled with
deep Buddhist philosophy and deals with themes of lost beauty, age, and unattainable love. The
play ends with the shite coming back from her demonic state and telling humans that the best thing
to do is to pray to become a Buddha after death and live to reach enlightenment. (Sotoba Komachi,

n.d.)

Aya no Tsuzumi, the third play, is a tragic story that involves age, status, karma, and an unattainable
love that turns into hate. It is not clear what is the ghost’s destiny in this play, whether it is free
after teaching a lesson in karma to the lady who drove him to madness and suicide with her

impossible task or is forever trapped in the obsession that ended his life. (Aya no Tsuzumi, n.d.)

Aoi no Ue is another love and obsession story that involves possession, exorcism, and using prayers
and magic to fend off a crazed phantom. It ends with the vengeful spirit becoming peaceful and
becoming Buddha. (Aoi no Ue (Lady Aoi), n.d.) Dgjoji, the sixth play that Mishima adapted, has
the same themes and a similar plot line. (Dj6ji, n.d.) These two plays are two of the most well-

known Noh plays and include a very complicated transformation scene.

The Fifth play, Hanjo, tells the story of a strong love that drives the lady to madness after a long
separation and restores her sanity after the reunion. It is filled with themes of loneliness and pure
love between an entertainer woman (or an artful prostitute, for ease of understanding) and a
powerful man. (Hanjo, n.d.) Yuya, the seventh play Mishima adapted, involves a relationship of

the same nature but revolves around the daughter's love for and duty to her mother. This genzai,
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Women Noh, tells the story of a mistress who tries to get her master to let her attend to her sick

mother when he wants her company in cherry blossom season. (Yuya, n.d.)

In adapting these plays, to fit in his image of “modernity”, he rejects the Buddhist salvation and
life affirmation themes they have and creates a world void of meaning. (Tamura, 2012, pp. 16-17)

His characters always perceive the era they are living in negatively:

Jiro (turning away): A child is born into such a dark world. Even inside a mother’s womb

is brighter. Why do we foolishly try to come out into an even darker place?

Kaneko: We live in such troubled times, enduring so much suffering just to deceive

ourselves. (from Aya no Tsuzumi)

Toshinori: This world has already ended. (from Yoroboshi)

In a way, this inability to adapt to modern reality is the core of many of Mishima’s works, and in
his Modern Noh collections, this negative way of life is explored, affirmed, and accepted as the
“modern” aspect of the post-war era. While in many of the source materials true salvation comes
from praying and becoming Buddha, in Mishima’s versions the only true salvation comes from
death and destruction. An unattainable love, or love between different social classes, can only be

relieved through death.

Yoroboshi

Yoroboshi, written by Kanze Jiirdo Motomasa, is a mugen Noh of the Crazed category. It follows
the mugen structure: First, Takayasu Michitoshi (waki) sets the scene and introduces us to
Shuntokumaru (shite). Then, Shuntokumaru who is “disguised” as a blind beggar, the lowest social

rank of that time, interacts with the waki and reveals his story which involves a past tragedy. At
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the kiri, Shuntokumaru performs a dance and describes seeing the beautiful scenery of Naniwa.
And finally, waki reveals that he knows the true identity of Shuntokumaru, and the shite comes to

terms with his situation.

It also follows the structure of a tragedy: Takayasu Michitoshi is a rich villager who has a son,
Shuntokumaru (The Exposition). He believes a scandalous story about his son, disowns him, and
sends him away (The Rising Action). Michitoshi regrets his decision and goes on a pilgrimage to
perform the Buddhist practice of making offerings for seven days in the Shitenndji temple to pray
for the peace and comfort of his son. On the seventh day, he meets a blind beggar, who turns out
to be his son (Climax). He does not introduce himself to his son, waits until night, and speaks with
him about Buddhist practices and teachings. Shuntokumaru meditates and imagines the beautiful
scenery of Nirvana and the Land of Naniwa while facing the setting sun. He becomes overwhelmed,
trips and stumbles, and becomes ashamed of his situation. Michitoshi introduces himself to his son.
Shuntokumaru tries to run away, but Michitoshi catches up to him and calms him (The Falling

Action). He takes Shuntokumaru back to the village with him (Denouement).

However, many scholars have argued that Noh plays are not tragedies. The reason we can see this
parallel could be hidden in Donald Keene’s argument that the story of Shuntokumaru came a long
way to reach its classical Noh version and did not stop there. Donald Keene argues that, at the core,
Yoroboshi is a Japanese retelling of Euripides’ play Hippolytus. (Keene, The Hippolytus Triangle,
1962) He traces the core of the classical Greek play, which is a triangle between a king, his son,
and the king’s young wife who catches feelings for her stepson, traveling from Greece to India (the
Legend of Prince Kunala), then to China, and lastly to Japan. The earliest surviving text of

Kunala’s story in Japan is from Konjaku Monogatari (Heian era).
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As for Shuntokumaru’s story, the classical Noh is the earliest written record of it. As Keene admits,
the similarities between the classical Noh Yoroboshi and Kunala’s story are few. The stepmother’s
accusation, which in the case of Hippolytus, is motivated by unattainable love and jealousy, is not
explicitly explained in Yoroboshi. In another Noh play, Tennoji Monogurui, we find out that the
boy’s stepmother slandered him, but nothing in either play indicates that there was a rejected love

behind that slander.

One could argue that Shuntokumaru’s story has more in common with the story of Oedipus in
terms of themes and even more in common with a poem from the 12™-century Persian Poem
collection, Haft Peykar, also known as The Book of Bahram, by Nizami Ganjavi. In the sixth tale
of Haft Peykar, the sixth wife of King Bahram who resides in the Sandal colored dome and is
visited by him on Thursday, tells him the story of two men named Good and Evil who are traveling
together. The plot of this tale contains the Good getting blinded out of jealousy, him begging for
food and getting the attention of a wealthy man who has a sick daughter, his blindness and her
epilepsy getting cured by a miraculous leaf, and seven days of celebration afterward and, of course,
ending with Evil getting beheaded. (There are multiple translations of Haft Peykar available in
English, for example, Julie Scott Meisami’s 1995 translation titled The Haft Paykar: A Medieval

Romance published by Oxford University Press.)

There are more similarities to Kunala’s story in the Sekkyobushi version of Shuntokumaru, a
medieval form of storytelling that usually involved moral stories with violent themes. In the
Sekkyobushi version, a wealthy couple called the Takayasus cannot get pregnant, so they pray
until a bodhisattva appears to them and tells them that their wish will be granted, however, it will
cost them one of their lives when their child grows up. They agree to the cost, and so the beautiful

Shintokumaru (his name in the Sekkydbushi version is Shintokumaru, not Shuntokumaru) is born.
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Shintokumaru grows up, and sure enough, his mother passes away. His father remarries and has
another son with his new wife. The new wife, worried about her son’s share of the inheritance,
asks the gods to curse Shintokumaru, and he loses his eyesight and gets leprosy. She convinces her
husband that having someone with leprosy in one’s household will curse the whole household, so

Shintokumaru’s father takes him to the Shitenngji temple and leaves him there. (Kimbrough, 2013)

One major difference between the Noh and Sekkydbushi versions is that after regretting what he
has done, unlike the Noh version, Shintokumaru’s father does not go after him in the Sekkyodbushi
version. Instead, he goes blind as well and wanders around with his new family. The person who
does go after Shintokumaru is the wealthy girl who loved him before he got leprosy and heard he
became a blind, weak beggar, or yoroboshi, and looked for him at the Shitenngji temple, where
she prayed to get him back as the beautiful young man she knew. Her prayer came true in the form
of a cure for blindness and leprosy in a bird’s feather. Shintokumaru gets cured of both and they
celebrate for seven days, which leads to his father finding him. He cures his father’s blindness, too,

and beheads his stepmother. The reunited son and father go back home to mourn his late mother.

Other than Noh, Shintokumaru’s story has been adapted into many forms of theatre, including
Bunraku (puppet theatre) and Kabuki. In the Bunraku/Kabuki version, Sesshit Gappo ga Tsuji, the
stepmother character, Tamate Gozen, is in love with Shuntokumaru. Her illegitimate son poisons
him out of jealousy and to secure his inheritance. Shuntokumaru’s sight is only restored after

Tamate Gozen gives him her blood and liver and sacrifices herself. (Shirane, 2002)

Shintokumaru’s story has been adapted for the modern audience, as well, on multiple occasions.
Eighteen years after Mishima’s Modern Noh adaptation, Terayama Shuji, along with Kishida Rio,

wrote a play called Shintokumaru, in which a widower goes to a mother-selling store to buy a
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mother for his son because “there would not be a family without a dad, a mom, and a child.” A
love/hate relationship forms between Shintokumaru and his new mother until he runs away. He
gets his hands on an unusual mask through which he can go to the underworld and see his real
mother in hell. When he comes back, the hate between them gets stronger to the point that the new
mother cannot bear to see his hellish eyes and blinds him. He runs away and returns for revenge
on the new child that the father bought to make his family whole again. After ruining the father’s
“family” and making him lose his mind, he finally joins the new mother as a man and woman,

released from the family frame. (Terayama, 2014)

In September 2023, Ichihara Satoko staged her version of Yoroboshi as a twisted, dark comedy
Grand Guignol puppet play that dived into themes of domestic violence, sex toys, incest,
dismemberment, murder, and suicide. (Poulton, Not a Barbie World, 2024) Despite the
commonality of shared titles, these cases diverge significantly in their thematic explorations and
the questions they pose to the audience. This divergence highlights the adaptability of the source
material in the hands of different creators, each imbuing the shared title with unique meaning and
significance. In the following chapter, I will delve deeper into the case of Mishima Yukio’s
Yoroboshi, analyzing the specific ways in which it departs from and reimagines its origin and
exploring the implications of these changes for the audience. By examining the nuances of
Yoroboshi’s case, we will gain a deeper understanding of the complex relationship between
adaptation and source material, and the potential for shared titles to spark a multitude of

interpretations and responses.
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Chapter V. What has Changed? A Close Reading of Yoroboshi

Mishima adapted Yoroboshi from a classic Noh play of the same name, but the resemblance
between the two is little. In fact, it could be said that Mishima’s Yoroboshi is the farthest from its
prototext among his Modern Noh plays. The classical Noh play Yoroboshi, generally attributed to
Kanze Motomasa (1394 — 1432), son of the famous Zeami (1363 — 1443), retells the story of
Shuntokumaru, son of Takayasu Michitoshi, a powerful local man, who is wrongfully accused of
a slanderous act, sent away and disowned. The play, like other Noh plays, starts with the waki,
Takayasu Michitoshi, explaining how he regrets sending his only son away and how he has visited
Tenndji Temple around the time of spring equinox to carry out a seven-day almsgiving or Segyo.
Segyo is a Buddhist practice where the practitioner makes offerings of food and necessities to
monks or the poor as a way of prayer or good deeds. The play is set in Tenndji and on the last day

of Michitoshi’s Segyd.

Then, the shite, the titular character Yoroboshi (weak monk), a blind beggar named Shuntokumaru,
appears on stage, talking about his misfortune of being blind as a result of grief, human emotions,
such as loneliness, sorrow, negative karma, and the existential limbo between life and death.
Michitoshi happens to see Shuntokumaru, calls him Yoroboshi, and invites him over to take
offerings. Shuntokumaru (accompanied by the reciters) talks about the origin of Tenndji Temple
and the path to Buddhist salvation and Nirvana that goes through it. Michitoshi realizes that
Yoroboshi is his son but decides to wait until after sunset and not reveal it to avoid other people’s
attention. He asks Shuntokumaru to face the setting sun and pray, imagining the land of Nirvana.
Shuntokumaru does so, walking and dancing while he describes the pictorial scenes in his mind.
He describes how the west gate of Tenndji connects to the east gate of the Land of Nirvana. The

scenes he describes are the familiar scenery of Naniwa, listing the scenic places that can be seen
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from that shore. He sings and dances to these descriptions, exclaiming that he can clearly see the
scene in his mind’s eyes. Then, he stumbles and imagines people mocking him for it. He feels
ashamed and swears that he will never dance again like that. Michitoshi introduces himself to
Shuntokumaru, but since he is ashamed of his present state, he tries to run away. Michitoshi catches

up to him, takes his hand, and they return to the village together.

Mishima’s version, though bearing the same title, takes place in a family court, where two couples
are having a dispute over the custody of a 20-year-old boy called Toshinori. Toshinori, written in

kanji characters as &7, shares the first two characters of the name Shintokumaru (f21&4L). The
first character, {&, means excellence or genius and is usually read as Shun, but in names, it can be
read as Toshi or Suguru as well. The second character, f#, means benevolence, virtue, or

commanding respect, and is usually read as Toku, but in names, it can be read as Atsu, Naru, Nori,

Yuki, and Yoshi. The last character in Shintokumaru’s name, 3L, is a suffix that was given to boys

and was taken off their names when they reached adulthood. (Plutschow, 1995, pp. 12-13)
Changing the pronunciation of the shite’s name from Shuntoku, which is an archaic name, to a
more contemporary name was one tactic that Mishima used to signal the “modernization” of the
Noh story. However, by taking Maru off his name, he both applies the same tactic of removing an
archaic practice in naming to signal “modernization” and shows that the shite of his play is not a

child anymore and has reached adulthood.

In the courtroom, the biological parents of Toshinori, the Takayasus, who lost him at a firebombing
when he was five and just found out that he is alive, sit on one side and the adoptive parents, the
Kawashimas, who found him and have raised him for the past fifteen years, sit on the other side.

The arbitrator, Sakurama Shinako, sitting at the centre, starts by commenting on the weather and
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the low budget of family courts, and then, invites everyone to start the conversation. Through this
conversation between the two sets of parents, we find out that, contrary to the Takayasus’ image
of a perfect son, Toshinori not only has lost his vision during the air raid but also has developed
an eccentric personality. While the Takayasus insist on keeping the perfect image of Toshinori in
their minds, the Kawashimas try to warn them and on multiple occasions label him with words
such as lunatic and blind. When Toshinori finally enters the room, dressed in a sharp suit, he shows
no emotion towards his biological parents. Through bizarre dialogues between Toshinori and his
adoptive parents, soon the Takayasus see why they talked about him that way, and to gain his
affection, find no other way than to follow the Kawashimas in agreeing with whatever he says and
pretending to accept him as he is. He talks about how he thinks the world has already ended, and
how he feels how bizarre it is that people go about their normal life in a world that has ended. He
gets both sets of his parents to agree with him on anything he says, including calling himself a

naked ghost and everyone else insects and idiots.

At this point, seeing how there has not been any progress in determining who gets to be Toshinori’s
guardians, Shinako intervenes and asks the parents to leave the room so that she can talk with
Toshinori alone. After a short conversation about what he thinks about his parents, Shinako
mentions that the sun is setting. This triggers a long monologue that mirrors the final dance of the
classical Noh. Toshinori starts talking about how he sees the sunset as a scene from the end of the
world and how he constantly sees the flames that burn the world. In contrast to Shuntokumaru
seeing the beautiful scenery of Naniwa and the Land of Nirvana, Toshinori describes seeing hellish
scenes of the city burning. However, Shinako refuses to agree with him and says that all she sees
is a normal, beautiful sunset. Toshinori says that denying the landscape of the world’s end will kill

him, yet Shinako insists on it, saying that based on what Toshinori has previously said, he is already
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dead. A quasi-romantic relationship forms between them. She helps him sit back in his chair and

leaves him to get him food, as he had asked. Toshinori remains, all alone.

In the following analysis of Mishima’s Yoroboshi, I will reference many features and practices
that are unique to the classical Noh form. As discussed in the introduction chapter, a comparative
analysis of Mishima’s Modern Noh plays against their prototexts and defining these unique
components that will help us understand their significance to the “modern” text as adaptations,
either through their inclusion, omission, or subversion. In adapting the classical Noh play of
Yoroboshi for the shingeki theatre, Mishima, of course, omits many formal devices such as the
Noh masks, costumes, dances, chanters, and music. However, a critical analysis of Mishima's
adaptation should focus on the methods employed to transform these classical Noh elements. This
analysis should identify the strategies used to create contemporary equivalents that align with the

conventions of shingeki theatre.

Setting

First, we can start by comparing the setting of the classical Noh play and Mishima’s Yoroboshi.
The former takes place in Shitenndji, or Tenndji Temple for short, where Shuntokumaru and other
beggars gather around to receive offerings. Mishima has turned this setting into a family court
where two sets of parents have come together with a lady as their mediator, to decide on the

custody of Toshinori.

Shitenndji is a Buddhist temple located in Osaka and is believed to be the oldest commissioned
Buddhist temple in Japan. It is said to have been founded in 593 by Prince Shotoku (572 — 621),
who vowed to make a temple devoted to the four heavenly kings of Buddhism. The temple has

separate buildings dedicated to religion and education, welfare, and sick people. (The Princeton
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Dictionary of Buddhism, 2014) Shitenndji Temple may have functioned as a site for medical care,
offering basic treatment and sustenance to the "sick." The motivation of those providing aid may
have extended beyond simple compassion, potentially including the accumulation of merit through
acts of charity, as seen in Yoroboshi. After Shuntokumaru’s conversation with Michitoshi about
plum blossoms, Shuntokumaru, accompanied by the chanters, describes Tenndji at length, ending

with the following sentences:

Just as [the spring water’s flow at Kamei] is inexhaustible, for generations to come, its
water will continue to guide people tainted by the Five Defilements (the five evil things
occurring in the human body and mind) to board the boat of salvation that will ferry them
to the yonder shore of the Land of Nirvana. The tolling of the bell of this Tennd-ji Temple
resonates all the way to distant shores, universally filling every region with the Buddha’s
vow, showing that all will attain Buddhahood, even the tide-filling ocean and the mountains

of Naniwa.

In Mishima’s version, this place that heals the sick and provides Buddhist salvation to others
appears as a room in a family court. The first thing we learn about this courtroom is that it has a
tiny budget, not enough to even provide a fan in the hot days of summer. Before Toshinori enters,
when the conversation between the two sets of parents gets heated up, Shinako describes the

purpose of the family court which mirrors Shuntokumaru’s description of Tenndji.

There is no need to become emotional. After all, this is a place of peace, a place where any
dispute turns into a nice smile. I hold an invisible two-tray scale in my hand and offer the
proper amount of satisfaction and also the proper amount of disappointment equally to both

parties. To my eyes, angry flames look like nothing but agate carvings, and the roiling
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torrent water looks like nothing but crystal reliefs. I cannot help but think that, to me, the
tightly entangled yarn and the entangled ivy vines have a strange, evil spirit, which takes
the form of a forced complexity. All complex situations are just apparitions. In reality, the

world is an uncomplicated and forever deadly silent place. At least that is what I believe.

Shinako’s description is very poetic, yet apathetic toward the people whose “complex situations”
had brought them there. Before Toshinori even comes to the stage, Shinako is calling the very
serious problem the two families are facing “just apparitions.” She promises no salvation, just a
superficial, “nice smile,” and a “proper amount of satisfaction and also the proper amount of
disappointment equally to both parties.” In other words, the family court is not solving any

problems and only exists to maintain the appearance of “peace.”

To separate domestic relations and juvenile offenses from civil cases, family courts were
established on January 1, 1949. Family courts prioritize conciliation over litigation. This means
they encourage parties to find solutions through mediation before resorting to formal court
proceedings. Compared to district courts, family courts have a less formal environment, aiming to
create a space where people feel comfortable discussing sensitive issues. The creation of family
courts reflected the modernization of Japan's legal system after World War II. The aim was to
move away from the traditional patriarchal family structure and provide a more equitable and

specialized system for resolving family disputes. (Guide to the Family Court of Japan, 2023)

In a way, the court represents the very mundane nature of the postwar world that Toshinori, and
Mishima himself, disdain. It is a modern setting for the drama between the two sets of parents, the
arbitrator, and Toshinori, where final relief can never be expected, where the purpose of the system

is to bring everything to a moderate and superficial level of peace. In other words, the
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enlightenment reached through Buddhist meditation has been replaced by modern bureaucratic
court systems which in the end are incapable of solving Toshinori’s dilemma. This change from a
spiritual, healing setting to a modern, apathetic courtroom provides Mishima the ideal site to

critique the dangers of postwar “modernization” or “Americanization.”

Through the family court, Mishima constructs an allegory for the shifting family dynamics and
legal frameworks of the postwar era, lamenting the erosion of traditional family values. The court,
a symbol of modern bureaucracy, stands in stark contrast to the spiritual and emotional depth of
the Noh tradition. In this sterile environment, Toshinori's identity crisis, rooted in the loss of his
biological parents and the complex dynamics of his adoptive family, remains unresolved. The court,
bound by legalistic procedures and definitions, fails to address the deeper emotional and spiritual
needs of its participants. This critique of changing family law and the resulting fragmentation of
traditional family structures resonates with Mishima's broader concern about the loss of cultural
identity in postwar Japan. Ironically, this critique comes from an author whose own family life
was far from traditional, marked by a complex relationship with his birth family and his own open
and unconventional relationships as an adult. This irony adds a layer of complexity to Mishima's

critique, revealing a personal struggle with the very values he seems to champion.

Characters

Following an examination of the setting, the analysis should proceed by identifying the character
archetypes specific to Noh drama in the classical Yoroboshi. Subsequently, a comparative
approach should be employed to explore how these archetypes are reinterpreted or potentially
subverted within Mishima's adaptation. Unlike classic Western drama, where the dramatic action

is explored through the chain of events that happen, the main “dramatic action” of Noh drama is
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the revelation of a main character’s true identity and/or story. This central character is called the
shite. As Nogami Toyoichiro argues, Noh adopts a monodramatic structure, where all elements,
including the chorus and musical accompaniment, function in service of the shite's performance.

(Nogami, 1981)

The role of shite in the classical version of Yoroboshi, Shuntokumaru, is described as a young man,
probably a teenager, who, despite the hardship he has experienced, did not lose his pure and kind
heart. His command of language suggests a high level of education. This is further evidenced by
his habit of correcting others' word choices. Additionally, his own use of language has a poetic
quality. In response to Michitoshi’s comment on the plum blossoms blooming and falling onto his

sleeves, he says:

How sad to hear such a comment, lacking elegance. In the spring-time in Naniwazu, one
need say no more than, “the flowering tree”, rather than “plum blossoms.” It is now mid-
spring, but I have not yet snapped off a twig of blossoming plum and put it in my hair, as
did people in an ancient poem. However, the petals have fallen onto my robe as if spring

snow were falling in February. Oh, the flowers smell so wonderful.

Despite falling in social stature to the lowest social caste of his time, being a blind beggar, his faith
gives him hope. When he is meditating to imagine the Land of Nirvana, he vividly describes the
scenery of Naniwa, the region where Tenndji is, and says: “All of this terrain, as far as the eye can

see, exists in the mind.”

Toshinori, the shite equivalent of Mishima’s Yoroboshi, has just turned 20 and entered the world

of adulthood. He has a dark and nihilistic worldview and believes that the world has ended when
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he lost his eyesight in a firebombing. Like his classical counterpart, he uses very poetic language.

But when he describes his suit, he uses the most mundane words, true to his nihilistic nature:

This is what people call a necktie, what they call a dress shirt, what they call a suit. These

are the clothes I wear as I am told to, but I don’t really know how I look in them.

This is what people call a pocket. [In it,] there are matches spilled out of matchboxes, there
are small coins, there is a train line change ticket, there are safety pins, there are losing

lottery tickets, there are dead flies, there are pieces of an eraser...

It is a worthless bag that these kinds of things always get mixed up with lint in it. That is
how this whole thing, this unparalleled uniform of safety called suit, is a contract that shows

faithfulness to the cycle of everyday life, isn’t it?

Even though when the Kawashimas found him he was a “blind beggar,” they describe him as
having the aura of a prince. It is as if not only his hardship did not affect his social status, but also
his stoic worldview somehow made him superior to others. He rejects both hope and salvation, as

these are irrelevant concepts in a world he perceives as having already ended.

In most classical two-part mugen Noh plays, the actor playing the shite changes costumes and
masks when their true identity is revealed, with the character being called mae shite in the first
part and nochi shite in the second part. Even though the classic Yoroboshi does not have a moment
where the shite changes his mask from mae shite to nochi shite, it could be argued that Mishima’s
version does. Even though we know that Mishima did not employ masks in most of his Modern
Noh plays (with the exception of the dream sequence in Kantan (1950)) there is a psychological

unmasking moment in Mishima’s Yoroboshi. Generally, in most mugen Noh, with a few
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exceptions, the actor playing the shite is the only masked character, which is to keep the true

identity of the shite hidden, until it is revealed and the mask and costume changes.

Throughout Mishima’s body of literature, masking is a very important and recurring motif, evident
most accessibly in his first major work, Confessions of a Mask (kamen). While the word that
Mishima uses in his book, kamen, indicates a temporary or provisional face, the Noh mask, omote,
literally means face or front surface. In other words, where the mask Mishima utilizes in his works
is meant to conceal, the Noh mask’s function is to reveal the character’s true essence. Of course,
the masking in Mishma’s works is psychological, as Mishima’s character embodies conflicting
public and private personas. Donald Keene described him in an article as follows: “He had assumed
his mask as a protection from society. Gradually, however, he became aware that his greatest desire
was to make the mask his real face. The mask would enable him to become whatever he chose.”
(Keene, The Blue-eyed Tarokaja: a Donald Keene Anthology, 1996, p. 207) Mirroring Mishima’s
personal complexities, many of his characters within his works wear a form of psychological mask
to conceal their authentic selves from the external world. The act of self-unmasking, often
involuntary, frequently elicits a profound sense of shock in their self-recognition. Within the
context of Mishima's critique of postwar Japan, this concept of psychological masking gains more
significance, as he argues that the superficial adoption of Western attire and mannerisms serves as
a mere facade, failing to quell the inner turmoil experienced by the "true Japanese" soul. However,
let’s not forget that despite what he thought about adopting Western lifestyle, in reality he wore

Western clothes and lived in a Western-style house.

Robert Neblett (2011) argues that in Mishima's Modern Noh plays, the traditional roles are flipped.
The shite becomes the only one with a genuine identity. In contrast, the surrounding characters

wear psychological masks, hiding behind facades of deception and fractured personalities. Unlike
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the classic Noh where the waki reveals the shite's nature, here, the shite's mere presence exposes

the world around them as a hollow sham.

While this is true for the roles of parents in Mishima’s Yoroboshi, I would argue that Toshinori
also wears a mask that is shattered at the very end by Shinako. After his long monologue describing
the scenery of the world’s end, which is Mishima’s equivalent to the classical version’s final dance,
Shinako breaks Toshinori’s mask of a nihilistic young man who believes has gone beyond
everyday life by seeing the end of the world. After refusing to see the scenes Toshinori describes,
the way that his parents did, Shinako makes him accept the normal world and, defeated, sit alone

and wait for her to show him love through the mundane act of bringing him food.

Toshinori: You saw the end of this world, right? Right? You sure saw it, Miss Sakurama.

(long pause)

Shinako: No, I don’t see it.

Toshinori: That’s a lie. You’re denying what you saw.

Shinako: (gently) no, I really can’t see it. The only thing I saw was the sunset.

Toshinori: You’re trying to snatch away the landscape of this world’s end from me, aren’t

you?

Shinako: That’s right. That is my duty.

Toshinori: Without that, I can’t live. Knowing that, you’re still trying to snatch it away,

aren’t you?
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Shinako: Yes.

From a man who finds everyone else stupid, Toshinori changes to a young boy who begs to be
understood, and when he does not get what he wants and instead receives what he needs, which is
a firm shaking that brings him back to the normal, real world, he longs for a motherly love from

someone who is not his mother:
Toshinori: So, it’s ok if I ask something of you, like of a servant, right?
Shinako: Rather like of an older sister.
Toshinori: Hee, hee. I’'m hungry.

And then, when she asks him to wait there while she leaves to get him food:
Toshinori: Say...
Shinako: Yes?
Toshinori: I... I don’t know why, but everybody loves me.

In a classical Noh play, this transformation, the moment that the mae-jite changes into nochi shite
is often triggered by the waki role. The waki is the character that starts the story, usually as a
traveler or pilgrim who encounters the shite and begins a series of interactions and conversations
that will lead to the shife revealing their true identity. In the classical Noh play Yoroboshi,
Michitoshi functions as the waki who is burdened by grief and guilt stemming from a past mistake
that led to his separation from his son and unwittingly encounters the now blind Yoroboshi, who
is unaware of their familial bond. After inviting Shuntokumaru to meditate and then introducing
himself and calming him down when Shuntokumaru becomes overwhelmed by the reality of his

condition, Michitoshi takes him back to their village, Takayasu.
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Mishima splits the role of waki into two sets of parents: the Takayasus, Toshinori’s biological
parents, and the Kawashimas, his adoptive parents. Like a waki in a classical Noh play who sings
a “traveling song” or michiyuki in the opening section of the play (which often indicates the great
distance he has traveled followed by an exclamation that it has taken them less time than expected)
the Kawashimas start by talking about the long 15 years that has passed since they found Toshinori,
and after a relatively long period of only staring at the door, the Takayasus start with exclaiming
that they want to reach the destination (here, meeting Toshinori) as soon as possible. While there
are other reasons attributed to Shuntokumaru's blindness like leprosy or curses in other versions
of the story, in the classical Noh version it is only vaguely talked about as a quick judgment from
the father which resulted in tremendous hardship and sorrow that eventually took away
Shuntokumaru's eyesight. However, in Mishima's version, it was the flames of American
firebombing that took Toshinori’s eyesight away. The Kawashimas try to put the guilt on the
Takayasus for leaving their son and fleeing, but unlike their counterpart in the classical Noh play,
the Takayasus rarely show any sign of guilt. In fact, they have idealized the reunion so much that
when they see Toshinori’s apathy toward them, they try to follow the Kawashimas in acting like
they approve of anything he says or wants. The remorse that Michitoshi felt for sending his son
away has turned into the Kawashimas’ constant fear of Toshinori’s abuse and at the same time a
parental sense of duty to care for him. In other words, to gain Toshinori’s affection, both sets of

parents try to deceive him into believing they accept him as he is.

Neblett (2011) argues that the adaptive strategies of vilification and inversion of the role of waki
can be seen throughout all of Mishima’s Modern Noh plays. For example, in Sotoba Komachi,
Mishima changes the waki from a Buddhist priest who is amazed by seeing an old poet Ono no

Komachi who was known for her beauty at her young age, into a drunken poet who does not
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recognize her and mocks her. This change in the nature of the waki changes the theme and the
ending of the play, as well. Instead of looking for salvation, Komachi lets her dead lover possess
the poet after he finally recognizes her beauty. (Neblett, 2011, p. 133) Reading Sotoba Komachi
within Mishima’s political views, it is apparent that by changing the waki role to a young
Westernized poet who does not recognize Japan’s traditional beauty and putting him against a
forgotten traditional poet trapped in the memories of the past, he tried to touch on his long debate

of modernity versus tradition.

In another example, Yuya, Mishima replaces the Heike lord with a Westernized business tycoon
who, unlike his counterpart, is not keeping Yuya only for company during the cherry blossom
viewing, but to discover Yuya’s secret plan to join her lover, not her “sick mother.” Mishima’s
waki orchestrates this revelation not to expose the truth, but to function as a test for Yuya’s fidelity
and moral compass. Despite the revelation shattering the illusion of their relationship, Yuya's
ultimate decision to remain signifies a prioritization of a love built upon a shared deception over
one grounded in truth and honesty. This resolute commitment in the face of disillusionment

underscores the play's nihilistic conclusion. (Neblett, 2011, p. 133)

In the example of Aoi no Ue, to modernize the waki role, Mishima goes further back than the Noh
version. Instead of a Holy Man who can exorcise Lady Rokujo and save Lady Aoi, Mishima
restores an element of the classical Noh’s source material, Genji Monogatari. In the novel version,
it is Genji who is beside his beloved Aoi, and it is him, and not the priests and exorcists present,
who draws out the spirit that possesses her. Although, unlike the poetic Genji, Mishima’s version
is cold and unromantic, falls for Rokujo’s tempting ghost and follows her offstage, which triggers
Aoi’s death. The play enacts a nihilistic subversion of the traditional shite-waki dynamic which

turns it from a tale of Buddhist salvation into one of death and an ugly love.
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In Yoroboshi, too, Mishima referenced older versions of Shintokumaru’s story by bringing the
arbiter Sakurama Shinako’s role into his adaptation. As discussed, in the Sekkyobushi version,
there is a love interest character who ends up healing Shintokumaru through her praying. If the
character remained in the classical Noh play, it would be a tsure archetype. However, in Mishima’s
retelling, it is difficult to determine whether Shinako is a waki-tsure or a shite-tsure. Maybe the
best way to look at Shinako’s function in the play is to consider her a substitute for the chanters in
the first part of the play when Toshinori is not yet on the stage; then a waki-tsure in the second
part as the official questioner who continues the function of waki after the parents leave the room;
and lastly a shite-tsure as on the one hand she contrasts the shite’s personality, and on the other

hand a quasi-romantic relationship forms between them.

It can also be argued that Shinako’s character was modeled after a real-life judge. In 1949, two
years after the publication of the new Constitution, Mibuchi Yoshiko became one of the first two
female judges in Japan. Mibuchi was one of the lead figures in establishing the Japan Women’s
Bar Association and new family laws, both of which were done under the direct supervision of
American female officers. Twelve years after the publication of Yoroboshi, Mibuchi became the

first female chief judge of the Niigata Family Court in 1972. (Hayashi, 1992, pp. 17-18)

The importance of Shinako’s role can be seen after Toshinori’s “final dance.” Unlike
Shuntokumaru, Toshinori does not become ashamed of his condition, no matter how many times
Shinako denies his “the landscape of the world’s end.” Even after Shinako makes him face the
reality of everyday life, he does not retract his story. Shuntokumaru’s final dance results in his
reunion with his father, which is like a Buddhist salvation. But in Mishima’s version, he is forced

to face the reality of himself by Shinako, when she tells him: “You were already dead.”
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Toshinori: You’re an unpleasant woman. You’re a really unpleasant woman.

Shinako: Yet, I am staying here. If you want me to leave... Yes, ask something of me.
Something boring, something that has nothing to do with this world’s end or the sea of fire,

it’s ok if you ask something tiny of me.

She tries to erase the image of “this world’s end” and the flames that consumed the world from
Toshinori’s mind, and return to a superficial peaceful world, as that is her job. In the pamphlet that
was published with NLT’s premiere of Yoroboshi, Mishima talked about the last scene in a
roundtable titled “Special Feature 1: Roundtable Discussion on Modern Noh Collection” where he
says that Toshinori is taking revenge on the world of adults, and that it is evidenced by how all the

adult characters in the play act nonsensical, except for Shinako. (Tamura, 2012, pp. 237-238)

Similar to the stepmother character in the Kabuki version of Shintokumaru, Shinako is sacrificing
part of herself, in this case, this sacrifice would be to not follow the pattern of his parents' behavior
and repeat everything Toshinori says to gain his approval and let him live in a world that has
already ended. To save him and bring him back to the reality of everyday life would mean
sacrificing his approval. However, when she leaves the room, Toshinori is left alone with the image
of the flames that consumed the world still burning in his eyes (evidenced by the stage directions
stating that the room is still brightly lit by the sunset’s light). The end scene resembles the ending

of Mishima’s 4oi no Ue, where the dead Aoi is left alone in the middle of the stage.

Name-calling

The first thing Michitoshi says when he first lays eyes on Shuntokumaru, before recognizing him,
is “Oh, the beggar coming here must be him, Yoroboshi.” A more technical translation would be

“Oh, the beggar who came here, that is the Yoroboshi-called person, isn’t it?” In the Story Paper
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text of the play, uploaded on the Noh.com website, which presents Noh chant stories in modern
Japanese speech and its English translation, a note explains that yoroboshi is a term of contempt,
used to describe beggars who often dressed like monks and walked unsteadily. What is implied in
Michitoshi saying “that is the Yoroboshi-called person” is that he had heard of a beggar in Tennoji
who people call Yoroboshi because of the way he stumbles around as a blind person. Upon hearing

Michitoshi calling him Yoroboshi, Shuntokumaru says:

Everyone calls me by the nickname, “Yoroboshi”. Certainly, I am blind and crippled like
a broken cart with a missing wheel, teetering around. So it does make sense that people

call me “Yoroboshi”.

A few schools include “How shameful” at the beginning of Shuntokumaru’s line, implying that he

is unhappy with people calling him Yoroboshi. Right after, Michitoshi says:

Well, he sounds refined, although he only said a few words.

So, even though he is being identified by his disability and social status, his father, before even
recognizing him, starts sympathizing with him by recognizing his mental capacity. After
Michitoshi finds out Shuntokumaru’s true identity, he does not call him Yoroboshi again, except
on one occasion in some schools’ versions. Shuntokumaru himself, however, uses this word to
address himself on two other occasions, once at the beginning of his final dance when he says that,
despite becoming the blind yoroboshi, he still remembers the scenery of Naniwa well, and once
after his dance when he falls and feels embarrassed because he thinks now people think he is a real

Yoroboshi. This shows how the name is truly derogatory.

In Mishima’s adaptation, these name-callings are more complicated. The play features a significant

number of descriptive utterances directed toward Toshinori. These utterances are done by both sets
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of parents and by Toshinori himself, either directed to himself or others. Building on J. L. Austin’s
speech act theory, which posits that utterances perform something rather than simply describe
something, (Austin, 1962) the emphasis on these descriptive statements can be interpreted as a
deliberate narrative strategy that functions not only to depict his character but also to actively shape
and reveal multifaceted aspects of his identity. It is also worth noting that most of these utterances
are structured as simple, declarative sentences with the Japanese equivalent of “to be” verbs. In
other words, rather than being speculative or uncertain, most of these sentences are “I am/You
are/He is” sentences that are designed to state a fact. As soon as the Kawashimas start talking about

Toshinori, it starts:

Mrs. Kawashima: [...] A sweet young-looking blind child in rags was begging. [...] Even
though his eyes were destroyed, his eyebrows were unconcerned. His fair complexion was
noble. In the middle of the sour smell of that underpass, there was a light only around this

child, as if he was a prince.

Mr. Kawashima: [...] When we brought him back to our house and bathed him, his natural
beauty became apparent. The first thing we did was to give him a warm bed and warm food.
Next was to treat his eyes, but so far, this is the only thing we have been unable to
accomplish. His eyes were burned by the flames as he was trying to run away, injured [from

air raids].

They both describe anything about his nature in a positive way and anything about his environment
in a negative way. He was sweet, adorable, calm, with a noble-like fair complexion and the aura
of a prince. But his rags, blindness, and his environment had a sour smell. He had natural beauty,

but his body was disabled in war. Their descriptions continue with words such as “helpless”,
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“attached to his adoptive parents” and “very self-indulgent”. Until Mr. Kawashima starts revealing

that there is another side to him:

To tell the truth, there is a strange aspect that we cannot understand. It’s like a hard shell

around him.

This is where the Kawashimas start to warn the Takayasus how Toshinori has developed a dark,
nihilistic personality after becoming blind. In the subsequent line, he even says that Toshinori now
has a “strange nature”, contradicting what they were saying about his nature when they had just
found him. He explains that he shows no emotions, not even when he hears that his biological
parents were found. However, Toshinori’s biological mother, Mrs. Takayasu, reacts to this
statement immediately and shows how in the past fifteen years that they were separated from their

son, they have idolized him:

Toshinori is not that kind of child. If he sees our face once...

Then, after she is reminded by Mr. Kawashima that Toshinori cannot see them because he is blind:

No, we know that if he hears our voices once, the shell around his heart will melt away

instantly and he’ll become his old pure self. [...]

She still sees Toshinori as the “pure” child she lost, if not even more idealized. She explains in
detail how they have spent the past fifteen years with Toshinori’s thoughts, not knowing whether
he is still alive or dead. To twist the situation in their favor, Mrs. Takayasu tries to call Toshinori

a burden for the Kawashimas, and in doing so, he calls Toshinori a “blind, twisted freak.”

The Kawashimas get defensive and say that Toshinori is already legally their child, but then Mr.

Kawashima continues to say:
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To put it bluntly, that kid is some kind of lunatic. Since we have endured his madness, we
have the right to scoff at your naive sentimentality. After all, we have stubbornly endured
him, so far as we have become one with him in body and spirit. You cannot understand the
horror of this bonding. We even came to think of killing him a couple of times...[...] That

kid’s blindness saved him and saved us from committing a crime. You two have no idea.

This back-and-forth continues with all four parties calling Toshinori mad, lunatic, and crazy, while
the Takayasus still idealize him and only repeat what the Kawashimas are trying to convey as a
realistic image of Toshinori. These name-callings do not stop after Shinako intervenes and brings
Toshinori inside. To each other and to his face, they continue calling him “poor baby” and
“twisted”. These can be seen as means of asserting their authority over Toshinori, who is already
an adult. At the same time, they both feel indebted to Toshinori, the Takayasus for abandoning
him in the fire, and the Kawashimas for the strange bond they have with Toshinori that has only

been forged after considering several times to kill him.

However, when Toshinori enters the stage, he changes the direction of these utterances. After
showing no emotion toward his biological parents, or anyone else, for that matter, and then talking
about how he misses the sounds of war, he says he sees himself surrounded by flames and asks for
Shinako’s affirmation. When Shinako tells him he is only feeling hot because he is wearing a suit
on a hot summer day, he starts describing his clothes and compares them to shackles and restraints,

and that is when he says his first describing utterance:

I don’t care about that kind of appearance. All I know is the feeling of this neck being
squeezed and the feeling of this sweat-soaked tight underwear. I put on silk shackles around

my neck and cotton restraining clothes. Isn’t it right? I am a naked prisoner.
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And right after, Mrs. Kawashima confirms:

Of course, it is. You are for sure a naked prisoner. You are forced to wear shackles around

your neck. You are forced to wear restraining prison clothes.

Toshinori shows that he appreciates being validated by calling Mrs. Kawashima “Mom”, which
makes Mrs. Takayasu jealous. Being called mother or father is the reward for anyone who agrees
with him. Otherwise, they do not deserve it. One by one, he asks them if they think he is a naked

prisoner and one by one, they agree in order to get rewarded by getting called Mom or Dad.

“Hahaha, now I have a full set of two pairs of parents,” he says.

As a result, he seamlessly changes the narrative around him from being a pitiful, lunatic child who
requires authority figures to becoming the authority figure for his parents. The difference between
the two sets of parents, more clearly seen in the mothers, is that while the Takayasus are at first

shaken by the violence and nihilistic world of Toshinori, the Kawashimas dismiss it as insanity.

At face value, Toshinori’s speech about his suit might be seen as him stressing his blindness, saying
that he does not see what he is wearing, hence it does not have any meaning for him. This might
align with the way when he tries to silence Shinako and says everything is meaningless to him and
then says that the “Human face is nothing but bumps”, implying that not only can he not see, but
using words or touching things will not help him understand the world either. However, he ensures
that his speech is not taken at face value when he counters Mrs. Takayasu’s claim that all Toshinori
thinks about is his eyes. After Toshinori gets his mothers to agree that “[a] light shines in all
directions from the center of [his] body”, he says seeing that is “the sole reason that [they] have

eyes.” Mrs. Takayasu says:
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“Poor baby! He’s always thinking about eyes. What a pity!”

Toshinori erupts and makes everyone silent.

[...] The only reason you have eyes is to see these. Your eyes are a responsibility, so to
speak. They are responsible for seeing what I request them to see. That is when your eyes
begin to substitute my eyes and become noble organs. [...] Your eyes must see such
miracles, or any miracle there and then. If they don’t, it would be better if you tossed them

out...

This pivotal moment is when Toshinori, previously positioned as the object of a custody battle
deserving of pity, decisively asserts control within the family court. While attributing a quasi-holy
status to Toshinori due to his physical limitations might be an overstatement, his undeniable talent
for manipulating language and influencing others through his words cannot be ignored. Toshinori's
actions, embodied by his verbal performance as a "rich brat" and the act of smoking a cigarette
offered to him as if he were a "respectable everyday person" can be interpreted as an attempt to
secure his parents' acceptance of his "madness" and their compliance with his demands. The central
question, therefore, transcends Toshinori's blindness or madness; it becomes who will accompany

him through the worldview he has constructed.

Before Shinako asks the parents to leave the room so that she can speak alone with him, and after
his adoptive parents agree with him that he is a “star”, a “ghost”, and “formless”, Toshinori gets

them to repeat descriptive utterances that are the final nail into the coffin of his parents’ authority:

Toshinori: [...] You live like corpses.

Mr. Kawashima: [...] We are corpses, for sure.
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Mrs. Kawashima: Even [ am a corpse, of course.

[...]

Toshinori: [...] You are cowards. A bunch of insects.

Mrs. Kawashima: We are cowards.

Mr. Kawashima: We are insects.

Mrs. Takayasu resists one last time and disagrees, but Mr. Takayasu advises her that if she wants

to “take Toshinori back”, she has “no other way but to turn into an insect.”

Mrs. Takayasu: Then I’m an insect, too. Instead, I beg you, call me mother.

Toshinori: (emotionless) Mother... Insect...

Mrs. Takayasu: Finally, he kindly called me mother!

Mr. Takayasu: Right after that was an “insect”!

Toshinori: You are all stupid morons.

(a moment of hesitation)

Kawashimas and Takayasus: We are all stupid morons.

It is not Toshinori who is a “blind”, “lunatic” child who needs his parents' pity. Rather, it is the
Takayasus and the Kawashimas who are “crazy” and “devoid of emotion.” Following a twisted
version of the kuruimono (madness Noh) tradition, Toshinori successfully managed to reveal that
the two sets of parents who on the surface claimed to be normal, sane people and called him mad,

were, in fact, the mad ones for trying to live a normal life in a world that has already ended. After
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the parents leave, he calls his adoptive parents his “slaves” and his biological parents “hopeless
morons”. In Mishima’s postwar Japan, anyone who lives a normal life is crazy.

Visions

The highlight of the classical Noh play, Yoroboshi, is when Shuntokumaru starts describing the
scenery in his mind. After realizing Shuntokumaru is his son, Michitoshi, who decided to keep his
identity concealed until after the day ended, suggested that Shuntokumaru perform Nissokan.
Nissokan is a Pure Land Buddhist practice of meditation that involves visualizing the setting sun
while trying to imagine the Western Land. (In most translations of, and research on, Yoroboshi,
Nirvana has been used instead of the Western Land, which is a Pure Land Buddhist concept. This
is probably because Nirvana is a universally well-known concept and more familiar to the Western
audience. Since it does not make any difference in the story, and since the difference between the
Western Land and Nirvana is outside the scope of this thesis, I have kept this intentional
mistranslation.) In the sutra that describes the practice of Nissokan, (Machida, 1999, p. 90) the

following passage is written:

You might ask, ‘But how can we make the image [of the Western Land]?” Unless blind
from birth, all people have seen the sunset. Strengthen your imagination, sit facing west,
and gaze at the sun. Set your mind firmly, let it not wander, and see how the sun takes on
the form of a drum, as it desires to set. Afterwards, evince the scene, opening and closing

your eyes.

Shuntokumaru talks about how the gates of Tenndji are connected to the gates of Nirvana, and the
gates of Nirvana to the western ocean of Naniwa. As the sun is setting, he starts dancing as he

describes the familiar scenery of Naniwa instead of Nirvana. At one point, the reciters sing:

102



[...] We offer prayer towards the setting sun not for the sake of seeing the sun with our
eyes but for the sake of seeing it in the mind’s eye. So, a blind man like myself can clearly
envision the beautiful, unclouded image of Awaji’s Ejima Island, Suma, and Akashi, even
as far away as the ocean off of Kii. All of this terrain, as far as the eye can see, exists in the

mind.

Shuntokumaru, dancing and singing, exclaims:

Oh, yes! I can see them very well! I can see them very well!

He continues describing the scenery from different perspectives vividly until he loses his control
and falls. Instead of focusing on his meditation and imagining Nirvana, he gets carried away,

dancing and singing, imagining the scene that he could have been seeing if he still had his eyesight.

Where Shuntokumaru sees the calming landscape that he used to see when he visited Tenngji,
Toshinori saw the flames that devoured the world behind his eyelids. Before Shinako asks the
parents to leave, Toshinori reminisces about walking among people who live their everyday lives
and likens it to a flower flourishing in a world that has already ended. He mentions multiple times
that he has seen the world end and that he imagines miraculous, absurd things happening in the

world that others cannot see.

Then, parallel to Shuntokumaru’s Nissokan, after the parents leave, Toshinori stares at the sunset’s
light and says that it is the scenery of the world’s end. He describes the gate of the park outside of
the courtroom’s window as being connected to the gates of hell. Like Shuntokumaru seeing the
scenery of Naniwa clearly behind his blind eyelids, Toshinori describes how he can still clearly
see the flame that burned his eyes. He describes the scene of the city burning colorfully and

poetically and calls it “the form of this world being embraced in flames.”

103



Look! Countless flames are raining down from the sky. Every house is burning. Every
window of every house is spouting out flames. I can see clearly. The sky full of fire sparks.
The low-hanging clouds have turned into the color of poisonous grapes, the same clouds
are mirrored in the river that is already burning bright red. The brightness of the silhouette
of a huge steel trestle. A grim form, a big tree embraced in flames, the treetop completely
covered in sparks, wind shaking its trunk. Small trees and bamboo grass thickets were all
wearing emblems of fire. In every corner, the emblems of fire and border decorations of

fire were moving briskly. [...]

The war and the firebombing provide an image that fits Mishima’s aesthetics. Even though
Toshinori is describing a horrific situation that permanently harmed him, he still remembers it as
a sublime phenomenon. He describes the “agonized cry of humanity” as “nostalgic” and “sincere.”

That was his reaction to Mrs. Takayasu’s cries, as well.

When he finishes describing the flame that jumped in his eyes and took away his sight, he covers
his eyes and collapses. Shinako helps him get up. Toshinori wants her to agree with him and admit
that she saw the end of the world, too. However, she refuses and says that she only sees a beautiful
sunset. The hellish image of Tokyo burning in the flames of war contrasts with the beautiful sunset
that Shinako sees and the peaceful landscape that Shuntokumaru saw. Toshinori lost his sight
before the war ended, so he did not see the world transition from war to the everyday life of “riding
the subway.” For Toshinori, when the “peaceful” world of the postwar is created by sealing the
landscape of the end of the world away, the people who are living with a false sense of peace are
like “ghosts”. Considering how he feels about the postwar world, it would not be an overstatement

to say that Toshinori is glad that he became blind, and the world ended for him at its peak.
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Yoroboshi as a Political Play

Mishima’s Yoroboshi, which has been stripped of Buddhist salvation and the celebration of
Buddhist norms and practices, is not just a story about people who continue to live their normal
lives in a world that has already ended. It serves as a metaphorical critique of what he calls the
globalization or “coca-colonization of Japanese culture” by the West. (Mishima, Introduction,
1972, p. 16) His play is filled with political symbolism which aims to warn against the dangers of

postwar Japan’s cultural assimilation by the West.

represents the nation of Japan itself who, despite the betrayal by the West and postwar revisionists
who claim that traditional samurai values and national identity are deformed, remains
fundamentally unchanged. In other words, “the ideal of Japan, the beloved mother and idealized
woman, is intact.” (Sorgenfrei, 2007, pp. 72-73) Robert Neblett argues that throughout the Modern
Noh collection, the shite characters, regardless of their supernatural status, often represent various
aspects of a modern Japan teetering on the brink of cultural amnesia. In some plays, such as
Yoroboshi and Genji Kuyo, the damage inflicted upon the Japanese psyche appears irreparable.
However, other plays, such as The Lady Aoi and Sotoba Komachi, suggest that the nation's heart

retains the capacity for self-assertion, even if it manifests in a terrifyingly destructive way.

Mishima only keeps a handful of the classical Noh elements in his adaptation of Yoroboshi and
uses the example of Japan’s postwar family courts to criticize the political paralysis and cultural
anxieties of postwar Japan. Unlike Shuntokumaru whose blindness was caused by grief and false
accusations, Toshinori, who represents the damaged soul of “true Japanese”, lost his sight as a

direct result of an American firebombing during World War II. Tormented by apocalyptic
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visions that have led him to a nihilistic depression, he is so strange to everyday life that neither

set of parents can successfully integrate him back into their lives.

Toshinori’s biological parents, the Takayasus, who represent the idealized past, or the idea of the
emperor in Mishima’s political guidelines, struggle to accept him for who he has turned into and
still hold an idealized view of him. They ignore the unresolved trauma of his wartime abandonment.
The labels that Toshinori attaches to the Takayasus show Mishima’s disappointment in the passive

role that the emperor has taken in Japan’s postwar situation.

The Kawashimas, on the other hand, who represent the “modernized” present, or the idea of the
occupying forces in Mishima’s thought, have a more realistic view of Toshinori’s personality.
However, their view is very clinical and negative, and their solution to agree with whatever he
says only makes them look selfless while it offers no redemption to Toshinori. Ironically, despite
holding opposing viewpoints, both sets of parents fail to recognize their son’s true identity, even
though Toshinori seems to believe that he can see everyone’s true identity transparently. Through
this portrayal, Mishima appears to suggest the inherent instability within the postwar Japanese

psyche, incapable of finding solace either in a romanticized past or a wholly practical present.

Another example is Toshinori’s critique of his suit and calling himself a “naked prisoner” which
can be interpreted through Mishima’s aforementioned view of Japan’s Naked Festival. Roy Starrs
quotes Mishima in Deadly Dialectics (1994, p. 15) talking about how Western culture brought
shame and suppressed the raw, masculine energy of the Japanese warriors: “Blue-collar workers
from huge factories, bank tellers, construction workers — they have bravely cast aside all clothing
in favor of the ancient loincloth, they have reclaimed their right to be living males, they have

regained joy, fierceness, laughter, and all the primitive attributes of man.”
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If we consider how the Family Court system and the real-life model of Shinako were heavily
influenced by the American law system, the courtroom’s failure to provide a closure for
Toshinori’s case could also be seen as another criticism of Japan’s “modernization” and
“Americanization.” Neblett argues that in adapting 4oi no Ue, Mishima shifts from depicting
religious rituals to portraying modern psychoanalysis, and modern medicine in general, which
offers him a platform to critique the potential dangers of Westernization in postwar Japan. (Neblett,
2011, p. 153) Similarly, it can be argued that Mishima is doing the same thing in Yoroboshi, but
this time criticizing the modern legal system as ineffective compared to the spiritual practices of

before.

The lack of salvation in Mishima’s Modern Noh plays, or more specifically, the fact that the
characters in Yoroboshi are not looking for Buddhist enlightenment, evokes the concept of mappo,
especially considering that Mishima was well aware of the classical Noh Buddhist undercurrents.
Mappo is a term used in Buddhist thought to describe the third and final stage in the Buddha's
teachings, which is believed to be the current era. During mappo, the teachings are said to be
largely forgotten or misunderstood, and achieving enlightenment is extremely difficult or not

sought after.

Considering the twisted employment of the shite archetype in Mishima’s Modern Noh plays where
the only character who does not have a psychological mask is the shite, Toshinori can be
interpreted as a symbol of the inevitable cataclysm that shatters the established cultural order in
Mishima’s vision of Japan. He embodies the potential for a complete obliteration of both historical
memory and contemporary reality, paving the way for the emergence of a wholly new national

identity in the future.
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Chapter VI. Why Call It Noh?

Mishima Yukio’s modern Noh plays, specifically his adaptation of Yoroboshi, represent a
deliberate departure from classical Noh conventions while still retaining the essence of the art form.
He uses both extrapolative and interpolative strategies to keep his adaptations aligned with his
nihilistic aesthetics and political agendas that signal the probability of ultranationalism and fascism.
Mishima explicitly rejects the stylized movements, masks, and costumes of classical Noh, opting
instead for a Westernized shingeki composition and performance technique. However, he
maintains a subtle awareness of standard Noh conventions, such as the use of long, dream-like
monologues that mirror the final dance in Noh, as seen in Toshinori's monologue describing the

scenery of the world's end.

Mishima's adaptation of Yoroboshi for the shingeki stage shifts the focus from the physical
performance of specific techniques in Noh to a psychological performance that delves into the
characters' inner turmoil and motivations. While classical Noh relies on stylized movements,
masks, and costumes to convey emotions and narratives, Mishima's adaptation utilizes dialogue
and symbolic language to reveal the characters' true identities. This shift in focus allows Mishima
to explore complex themes such as trauma, loss, and the search for meaning in a meaningless world,
resonating with contemporary audiences while still maintaining a connection to the core
philosophical underpinnings of Noh. The concept of "unmasking" or revelation of true identity,
central to mugen Noh drama, is reinterpreted in Mishima's Yoroboshi. In the classical Noh, the
shite's true identity is revealed through a change of mask and costume, signifying a transformation
or spiritual awakening. However, in Mishima's adaptation, the unmasking is psychological, as the
characters shed their societal facades and confront their inner emptiness. Toshinori's nihilistic

worldview and the parents' desperate attempts to maintain control over him are gradually exposed
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through their interactions and dialogues, culminating in a final confrontation that reveals their true

selves.

In conclusion, Mishima Yukio's adaptation of the classical Noh play Yoroboshi serves as a
profound reflection on the sociopolitical landscape of postwar Japan. By reimagining the
traditional narrative within a modern setting, Mishima critiques the nation's rapid modernization
and the pervasive influence of globalization. Through the character of Toshinori, a young man
scarred by the traumas of war and disillusioned with the superficiality of postwar society, Mishima
explores the psychological toll of cultural assimilation. Toshinori's nihilistic worldview and
rejection of societal norms challenge the audience to confront the consequences of blindly

embracing Western values at the expense of traditional Japanese identity.

Mishima's adaptation also delves into the complexities of familial relationships and the struggle to
reconcile past traumas with present realities. The strained interactions between Toshinori and his
biological and adoptive parents highlight the generational divide and the difficulties of
communication in a rapidly changing society. The family court, a symbol of modern bureaucracy,
fails to provide a resolution to their conflict, underscoring the limitations of institutionalized

solutions in addressing deeply personal and cultural issues.

Furthermore, Mishima's reinterpretation of the classical Noh elements, such as the setting,
characters, and symbolic language, adds layers of meaning to the play. The transformation of the
sacred temple into a sterile courtroom reflects the erosion of spiritual values in favor of a more
pragmatic and materialistic worldview. The characters, stripped of their traditional masks and
costumes, reveal their psychological vulnerabilities and the masks they wear to conform to societal

expectations.
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The transition from the metaphysical focus of Noh to the psychological emphasis of shingeki in
Mishima's adaptation is not solely a deliberate authorial choice but also an inherent consequence
of the differing natures of these theatrical forms. This shift occurs both as a natural evolution
during the adaptation process and as a conscious decision by Mishima, who recognized the distinct
characteristics of each form. By leveraging these inherent differences, Mishima skillfully
integrates his political ideologies into the play, using the psychological lens of shingeki to explore

the individual and societal anxieties of postwar Japan.

In essence, Mishima's Yoroboshi is a powerful indictment of the postwar Japanese society's loss
of cultural identity and the consequences of the quick adoption of Western values. Through
Toshinori's poignant struggle and the play's uncertain conclusion, Mishima urges the audience to
reflect on the importance of preserving cultural heritage and finding a balance between tradition
and modernity. The play's enduring relevance lies in its ability to spark conversations about the
complexities of cultural identity, the impact of historical trauma, and the search for meaning in a

swiftly changing world.

The absence of traditional Noh elements in Mishima's Yoroboshi, while retaining the title and
association with Noh, can also be interpreted as a deliberate strategy to evoke the audience's
memory and understanding of the classical Noh tradition. By presenting a modern adaptation that
deviates significantly from the original form, Mishima creates a stark contrast that highlights the

absence of traditional values and spiritual solace in postwar Japan.

The ideal audience who has access to general knowledge and is familiar with the conventions of
Noh would expect certain elements like masks, costumes, music, and dance, and even more

importantly, narrative conventions such as the role of tradition and/or religion in resolving the
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play’s main complication. However, by denying them these familiar signifiers, Mishima forces
them to confront the void left by the loss of tradition. The absence of Buddhist salvation and the
unresolved ending, where Toshinori remains trapped in his nihilistic worldview, further

emphasizes the sense of doom and confusion that permeates postwar Japanese society.

When an adaptation retains the original name but presents a contrasting new story, it creates a
dynamic interplay between familiarity and novelty, tradition and innovation. This approach can be
seen as a deliberate artistic strategy to engage the audience in a dialogue with the source material
while simultaneously offering a fresh perspective. By invoking the original name, the adaptation
taps into the audience's pre-existing knowledge and expectations, creating a sense of recognition
and connection to the familiar. However, the contrasting new story challenges these expectations,
prompting the audience to reconsider their understanding of the original work and its themes. This
juxtaposition of the familiar and the new can be particularly effective in highlighting social or

cultural changes.

In this way, Mishima's adaptation can be seen as a call to remember and re-evaluate the importance
of traditional values and cultural heritage. By presenting a bleak and unsettling vision of a society
devoid of spiritual grounding, he implicitly urges the audience to reflect on the consequences of
abandoning tradition in favor of uncritical modernization and Westernization. The play's open
ending and lack of resolution can be interpreted as a challenge to the audience to seek their own
answers and find ways to reconnect with their cultural roots. The absence of traditional Noh
elements in Mishima's Yoroboshi is not a rejection of the tradition but rather a reimagining of it.
By challenging conventions and pushing boundaries, Mishima creates a modern Noh that is both

a tribute to the past and a reflection of the present.
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Appendix

Time

Late summer, from afternoon to sunset

Place

Family court

Characters

Toshinori

Mr. Kawashima (Toshinori's adoptive father)
Mrs. Kawashima (Toshinori’s adoptive mother)
Mr. Takayasu (Toshinori’s biological father)
Mrs. Takayasu (Toshinori’s biological mother)

Sakurama Shinako (The arbitrator)

Line | Character | Japanese | Translation
When the curtain opens, Shinako is sitting in the center, with Mr. and Mrs. Kawashima on the right
side of the stage, and Mr. and Mrs. Takayasu on the left side. For a while, nobody talks or moves.

001 | Shinako (4
beautiful woman

It is awfully humid, is it not?
Still, we do not even have a

DEHELET 0N, CAKRT.

TARIE

past forty, Eﬂ%g X FERAL. n... (Everybody remains
dressed in a - e silent. With no other option,
kimono) ( Hﬂﬂ,mo WA LICE S Shinako laughs) For you see,

<) MLAHEMD L 5.

HTI WAL &

REEHHTT L 5 L 2213, THY
EoRirerL, B ey

HEFHeHLELCYH, AN
k7

ot
v

9 TV

uik

=

54

2,

as you are aware, this so-
called family court has a
very tiny budget, and even
though I am called an
Arbitrator, it is merely a
name that sounds
impressive... (Everybody
remains silent. After a short

A LrTTTeITIN pause) Please. Start the
WhESHAD < . ..
o (AT, 2eh o conversation. After all, this is

A

)E5%oxﬁum&ofoﬁ@

A

not a place for quarrels.

i

B e O XA DTT
b, 22, 2

8

2 Her style of talking is very honorific and humble. She refers to herself with Watakushidomo, which is a very
humble pronoun to refer to the first person. She uses degozaimasu instead of desu, which is very polite. She
uses words like Goshouchi (your knowledge) which is a very honorific way to address the other person’s
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002 | Mr. Kawashima -1 - Iz N It was indeed... it was
E R e : TR indeed unexpected. We never
HATLT, 5L “Cfadﬁ@ ;é D thought we would meet
SyesLs Toshinori’s biological
HIMRLIC 35 E K225 8ilinbd) parents like this... After
L3 HND S fifteen years... Because it
S s has been fifteen years since
+HAE, . PHETCIIwET then.
Po7Rd,

003 | Mrs. Kawashima | 5?2524 - 52 S When you say fifteen years,
(wiping her tears j—f_ﬂz £ EF[ LEFT 2, BIRDOTH it’s like he’s our own son
away with a ﬁj%f now...
handkerchief)

004 | Shinako (while A 27 | Mr. Toshinori is turning
looking at el s A5 EE _l—ﬁ LB )T twenty years old this year,
papers) bolswnEdh, ? right?

The Takayasu family keeps their attention on the door from the beginning to the end, and all the while

remains silent.

005 | Mr. Kawashima T - s G s... that is right.

006 | Mrs. Kawashima | &5, |} > SN When I think about it, it is

Bl % ii? »o® J: :%VC =3 just like yesterday. We did
WwET b, F EHiciZ Ay | nothave a child of our own.
. So, my husband and I had
FHATLE, ZLCwohrTitx discussed for a long time that
_ poksbey o ED o if we were ever to take a
O /b, —AEARD AR | hild in, we would
2 ‘%?ﬁ . *)%Z\ e 3D %'C?tﬁ%b )jb: . | personally pick and rescue a
. s child from the very rock
T, 2ot Lo—U% % bottom of misfortune and
< N i would give this child all the
DFDHDIT L/ T®H I L. »RB | pleasures of this world.
72 < 7 .
RELHFELA>THEDTIE 0
9,
1 A
007 | Mr. Kawashima $j€ % PREb o T FEJ b7 < * )( O { ﬂ Just after th§ end of the war,
almost the time when you
NEbZFb Ef L Ui’i could feel the touch of the
autumn night’s wind on your
body...
008 | Shinako (while L e B S You met Mr. Toshinori for
7z s o
leafing through BT ?Z‘Cij:@?@f@?;ﬁ( - RS the first time in an underpass
papers) MTBRWICR 57D T EwE ¢ | inUeno, right?

1o

knowledge of something. Throughout the play, she keeps this style of very formal, honorific, humble and
polite speaking. The other characters use a polite and formal style of speaking at first, as well.

31n Japan, twenty is the age of adulthood.
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009

Mrs. Kawashima

I can still remember it

B3
SHHVHYEBbnEThH, b\f:
L e S clear'ly. A .sweet young-
WITRIEZADE L O TFiA, % @ looking blind child in rags
i was begging. He was sitting
rE Loz LTEYEL beside his dirty boss, on a
2z pen ~ = straw mat... After one
7o ?ﬁf"t WBIoRlb oI, £ glance, | thought to myself,
ﬂf, "o Lz r-— ikab ﬁ that this child had to be
T . ours... Even though his eyes
5750, ﬂ\ 61%‘& vF L7z, ZoFZ | were destroyed, his eyebrows
bECL z R were unconcerned. His fair
Z. BAEDDOTICARDENESL complexion was noble. In the
Lo . A middle of the sour smell of
Lo HIXOENTRTHIH that underpass, there was a
LuE. oS s iy, | light only around this child,
s B as if he was a prince.
Hi MO 2 76 DR ST, 2D
Z [6%:D X
FOEDYVITZITITND 25 E v,
B 5 r EN
TrTEDL IR AZZDTY,
1 bzl Bl Z5%85 Io%L o 1
010 | Mr. Kawashima N b I é % EFL\ v, Higiz I paid his boss a reasonable
b amount of money, and
D ?r ZOlEY ¥ L 7=, g@\ n<f ﬁ immediately took that kid in.
<A When we brought him back
2 “C}_\Eu k]\ZIVL AN 355?.0) E'-E L & | to our house and bathed him,
. L R his natural beauty became
BB NE L, T rboEFeo Y

Forik, EHavhes e EH e
Bzb5z8c e TLER. BOT
e b HRCZ AT ARE L
oo KICHHZBLTRBCETL
Fas. CHUER D IES I B ET
R CH ) e, WS TT
HFE s Eic, boTOHE %
HpNEDTT,

apparent. The first thing we
did was to give* him a warm
bed and warm food. Next
was to treat his eyes, but so
far, this is the only thing we
have been unable to
accomplish. His eyes were
burned by the flames as he
was trying to run away,
injured [from air raids].’

4 5 Z 5 is especially used when someone from a higher position gives something to someone from a lower
position.
5t is not directly said in which incident Toshinori loses his eyesight. Mr. Kawashima only says that he was
injured in the war, and he lost his eyesight by the flames [of war]. It is not said whether it was in an air raid or
anything else, here. Later, Mrs. Kawashima mentions that Toshinori had said that his house was burned down
in an air raid.
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011 | Mrs. Takayasu Y S - R E s | Please, [Ibeg you,]letus
(as if it was all FLEOFIADLTTIEL ! see that child, immediately
she was thinking
about, to
Shinako)

012 | Mr. Takayasu JAEL, or e Well, they’ll do it right after

$o. BEE M oThLITSY they finish their stories.
D7z,
013 | Mrs. Kawashima | 245 SEs . Since he was just a helpless
A e 73 o = R BV . .
(to Shinako) HRBRCFROZ LTI, o kid, we could not know it for
EYLcti3pVERATLE sure, but he said that after his
TS S S % EAE S house burned down in an air
B ZEECREREDPNT, ZoHlL raid, and probably death
L b (o3 XA (b . .
RN T A, McklioTEL T separated him from his
. L parents, he had to rely on
XD/ EHLELE, A i others to stay alive. Even
EDA 2 UA b0 uig L though we were very poor
T IEABTAHRET, MDOZ LW | ourselves, since everything
COXWE LR, CEXIHAELOD was scarce those days, we
S b un . did our best to raise him in a
FEE» T, W IEXEEF DT | bedofroses.
TETVET,
014 | Shinako L WP sRank S It has been fifteen years
T %+£i§&ﬂ' L. TATREE since then... That is why Mr.
X BEEHICE EOonTEBN Toshinori has become so
attached to both of you,
TTL7%z4, right?
0I5 | Mrs. Kawashima | zn 3¢ 5. . . That is right...
016 | Shinako WU TWEY, X FEZF Lot And he was never fearful nor
. e X acted cold or anything like
Dy XIS S EBTEVRIEAT iy, is that right?
L7zbh,
017 | Mrs. Kawashima s S < BRI No. If anything, he is very
AL BRET S0 REHT, self-indulgent.
018 | Mr. Kawashima AR BALY N T We had better tell the truth,
Bl AN 2 CEEHLE L?L tibfo dear. To tell the truth, there
Bk, Exnd L boFold is a strange aspect that we
bl b e cannot understand. It’s like a
it FAEDICE S ICHHMETE | hard shell around him.
BkD BT 25
Wb el 25, BHWiEDO XS % D
DBHbHDTY,
019 | Mrs. Takayasu 5 S e He is not that kind of child.
7—
(cetting angry) HOFIFEALT LDV EEA,
020 | Mr. Kawashima e You do not have any idea. It

Bt 1 R I, 72 o 7
HERS. LabAosuvcunr bl 72

was only five years, and
when he still could see, at
that. Unfortunately, that
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F7E, HOT DL E ML

Hbwvz )

kid’s strange nature
developed after he became

AlRARIC E% o Th 6?2")?@ blind.
72b DA TT,
021 | Mrs. Takayasu %f_g*é i1 %f_g*é i1 Poor kid! Poor kid!
(C’/t)}ing) s . s
022 | Mr. Takayasu ST A Specifically, what is it that
Z i i,\fﬂl’ﬂ Di)? L EIOIVHD you say you do not
TLLH, FOHECcX e 1’[|] = understand [about him]?
% DIl%,
023 | Mr. Kawashima Bt It can not be explained in one
i ;fx boPicimdx e /u"y £ general statement. One
IR, F 35 TFha. HOTICIE example is, well, that kid
Ay Lo shows no emotion. Even
”@j}}: W DHDRBRNDTT, FED | when he heard that his
ShEdLh biological parents were
fﬁnﬁ*ﬁﬁ&%bﬂf: LF0TH, HO found, he did not show any
FIEE 3 f%%};%% L3, =z emotions. On our way here,
. Lo he looked like he was
~NKBEDWTELEMOE L F S I extremely bored. Now that I
i i By think of it, he would
HELTwELL, ZI3hLlB5L suddenly become very
A > < k. hostile and over trivial things
iz4 N c
Bl C e, R TRIRAR and we could not handle
llxo7b. .. him...
024 | Mrs. Takayasu s 7 | Toshinori is not that kind of
fi’; BEA i% Ledniei, child. If he sees our face
EHL L DBE R b once...
025 | Mr. Kawashima s R S I have been telling you, he is
EPLJ:U‘&%;{?WL HDFITES blind.
Td Lo
026 | Mrs. Takayasu . whEREAL % s No, we know that if he hears
bz é . TR % DF RS our voices once, the shell
VE‘ B A cENT. b & &b | around his heart will melt
Ty L away instantly and he’ll
@ IEZZE? 01}:' LA CnE become his old pure self. Ah,
Vi 5 ThA < it has been fifteen years, and
¥. bb. SETHEE. HOTO y

b7l L

CrEEbArorHiERn fh T

Fb D, BRI BT

o H aff?éc:%ﬁbfmxffv L7
bz L Bz LD

/N N iﬂtfﬁﬁ %@%@;u
N A SRS

there has not been a day that
we have not thought about
that kid. You two have spent
fifteen years with his body, I
have spent the same years
and months with his spirit...
We gave up and thought he
was dead, held his funeral,
and put up a tombstone.
Even then, we could not give

122



WhTLEST DD LD, TE s
LFEL. BELUT, 20 LTE
m%b%n? EYSYCaN
@%& f%%@A TbhbhiFL»
FLE. BB, ZOLERD B
@%%%@z¥%mmk@ﬁﬁmo
?ﬁg%i@@%@%k%a\ﬁo
DEIHE T, THIEZBLEA

<7,
X3 137
EHﬂ@f@fwk%u f%&%

DFBE AT YD LS A
HLELAEL, Hhiediiebso
HrERB L. BOTIED IHATL
¥ ok k) RAALE L,
3 cHME oL 3ic, 25CF
b\%’ fﬁﬁ:%%aan\
Hicwhigietinc, e
@%@ggam%@%ﬁzéﬁﬁﬁ
O%#mibto%65#$%%%
Th. HOTD K X mp 7L
VBT Lo x KB o Phto s
b, bATFOEN L BE BN,
LJ;% < ?éz?%ﬁ,h = ﬁ%’\%o <
fie~&p, ZhED E DLkl

A E LR

@#%Euéﬁf%%«%#kF&

WE L7z, ...

FNE, £H. EHITLEI. &
THED z jﬁbtibj‘ ‘é‘j)

L 728k T D03 BRI BHES

W7o T Ehhol b &

up completely, and by the
time we started searching
among the waifs of Ueno
with my husband... Ah, by
then Toshinori was in your
hands, wasn’t he?

We lived fifteen years with
two dreams: was he alive or
was he dead?

When we saw his tombstone
covered with red blossoms of
crape myrtle, we felt as if he
was alive somewhere, and
when we saw the dirty faces
of waifs, we felt as if he was
already dead.

Just like sunshine and
shadow, oh yes, when you
are in a shade you are
preoccupied with the
sunshine, and when you are
in the sunshine, you are
afraid of the shadow. Just
like that, we could not set
our minds on one of them.
Even when we saw a cloud
floating on top of the sea, we
thought it looked like his
silhouette. When we heard
neighbors’ kids’ voices over
the hedge, we were startled,
thinking it was our kid’s.
When we saw flowers
blooming in the yard, we
could not decide whether we
should take them to his grave
or arrange them in his empty
study room...

And now, out of the blue, we
find out that he is being
cared for by the
Kawashimas.
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027

Mr. Kawashima

\‘,

SR

Mrs. Takayasu, it is not right

3 4+ b
BMEE A, [HHEECR -T2 ] .
s to say he was “being cared
PIEZDIE. oY é, S>Thh for.” Even according to the
ceElss family register, he is already
HA, FREEDPLH, TTCICHN | our child.
bzl z
A EbDFRATT D,
028 | Mrs. Takayasu 28 - P But in reality, you must be
: : AN ) . e
THHEOT, %/V R O anxious to get rid of that
) % ) F j:A N uxgmﬁ blind, twisted freak.
BAL >
RATLEI, AHDE B,
029 | Mrs. Kawashima T 5 ?EAJ NS Hey, watch your mouth!
030 | Mr. Kawashima = NN Let them say what they want.
= s X 7 RIS [ .t .
(to his wife) bff FEEIRI, L34 i After all, it is nothing but
DEEXLY A7, 2Richof | teeth-grinding.” Besides, he
Lo we i definitely does not want to
FEORD L Z A~ DY 7225 | go back to his biological
R ON T parents.
031 | Mr. Takayasu fj&f\ It LQL{%“C T Such confidence!
032 | Mr. Kawashima O N N Yes, I have confidence. To
e Eh%hgi?&%%iog put it bluntly, that kid is
DEHEIE. HOTIT— *ﬁ@ gj%_j AT some kind of lunatic. Since
c xi5x 2 - we have endured his
3, H 0)?@3}’: Wz T & 72 ﬂ\ & | madness, we have the right
PhLES  BEY to scoff at your naive
biCit, Hes 7'7 @JE“ ? rz 1% % sentimentality. After all, we
2 >§$§75§35 Z2bUICFL. Lokl have stubbornly endured
oL . . ° him, so far as we have
Eb Iz Lz, 20T become one with him in
Vo LAES R0 body and spirit. You cannot
—LFERICE TR 272D TY, 2D understand the horror of this
g %5 ... | bonding. We even came to
ﬁ@*%ébé%‘ﬁﬁtﬁ“@* think of killing him a couple
R A Y z ) .
bR Lo, MErHOTEF | Ofimes...
Bb el
Z95 LE TRV BB ST
/AT
033 | Mrs. Takayasu T I knew you were abusing

F BRI EF LT VAT

him!

8 The formal and polite form of speaking between the parents gradually starts to become more casual from
this point on. Although, women still try to keep some degree of politeness and humbleness in their speech,
which gives more a touch of sarcasm to their tone.
7 A Japanese proverb literally translating into a dried young anchovy’s tooth grinding, meaning insignificant
people can not do anything but talk.
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5 z b < Z 3< bl 1d° 1
034 | Mr. Kawashima HOTOELRHDT I . Th & }"1;hat kid’s blindness saved
o e o im aqd .saved us from
HbELIEILOW ST, Al HITE committing a crime. You two
. have no idea.
5 CTEbLRPY l;%’imx
A b v x50 1 1
035 | Mrs. Takayasu B DT E s 2 % IT )\ TF 5T Zﬁ; ;?ilcl 'that cute Toshinori
i A A& ’ 1
036 | Mr. Takayasu 7 & HEE % > 1F CHOThD X, El;zyf;eﬂ:r\};i?ﬁ }tlcl) niomehow
1 % b7 :
037 | Mrs. Kawashima FHEC Lo Lo, Hhrbo Well, let us s}lge if you two
- N can manage him.
FICHZ DL I D,
AN Erowdlsy
038 | Mrs. Takayasu L& B EZcnbolLed o bl Well, we have y0}1 as our
great role models!
Bz z ER VK ]
039 | Mr. Takayasu Bt F R DT RILEIC LD You two drove him crazy.
7Zs
. [N e EN Bife
00 [ K vz kofbi ety | o e e
7, f'ﬁ] g @ up 75>j<$7§: 135 70 | of the fire. Because only
i your own lives mattered.
N BT 2 1)
041 | Mrs. Takayasu B 72 CF 5T BiEC 7T zso‘t:;lilc:)(;needdl.ﬁz;d you say we
<9 '
042 | Shinako Silence. There is no need to

Ly AL XS TE
BE»IC, ERIBEWICERVICKR-T
TWiFEEAb, TZidtddbn
~Ww b ﬁL;l . Hox 1z &
SER DG, AR F D HFED VN
ﬁ% W%%%E@TT%@ ﬂ

EK&W%FD%% HO’C ﬁ%’\

LS EA Z5%85

%“u\mm@ﬁﬁa Ensb
oo R AER & LHIFs00H,

L PEIC IR T2 D TR

b [

%

-

ey
Y 7S

“*

DA LR AT AL, 5o
CLBMDOKD . K DR L
Az Tl

BONICDONTERD . bR
oﬁ%#f%% ﬁ@uaﬂ*
Z L«A,t; m zEE 75%0( Tp

become emotional. After all,
this is a place of peace, a
place where any dispute
turns into a nice smile. I hold
an invisible two-tray scale in
my hand and offer the proper
amount of satisfaction and
also the proper amount of
disappointment equally to
both parties.

To my eyes, angry flames
look like nothing but agate
carvings, and the roiling
torrent water looks like
nothing but crystal reliefs.

I can not help but think that,
to me, the tightly entangled
yarn and the entangled ivy
vines have a strange, evil
spirit, which takes the form
of a forced complexity. All
complex situations are just
apparitions. In reality, the
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Dn@%éw@ﬁfﬁ&fmé@ﬁ
Y UpE R A, Mg
3 b 0id. RALEEOBLT
1FA LD & v f:‘\AU@A
D TTh, RYIFHEITH T

(i

Y LAk LTwsEFAocT
$¢n bl LA
b, Y FITEIELTHBY
3,
bz L EH5¥WwIL LD b
TI2o fhicid, B4 HGolial
20 o E Aic, ROT Y Tk
CERTHD %, M2 T
B e FHWIBD X 5 A
TS NS B
e, ZRAMTL L5, b
FITAL T 7= FITAL
). Hwd 4] o TTb o,
ﬂiﬁ%m@k%@%bm%@@
» 3 X Hox fap3 \f;ﬁfi
%m%mﬁj
@7

Erfcibok i,

world is an uncomplicated
and forever deadly silent
place. At least that is what I
believe.

That is why I have the
courage of a white dove that
calmly descends on the sand
of a bullring in the middle of
a blood-drenched battle and
waddles around awkwardly.
So what if my white wings
get dirty with blood?
Because blood is an illusion,
and battle is an illusion.

Like a dove that walks on top
of the beautiful roof of a
temple by the sea, [ will walk
calmly on your hearts that
are in turmoil with dispute...
This is it. I think now is the
time to meet the person in
question himself. Let us
bring in Mr. Toshinori.

T3 E L D LETRTHNT
%Lﬁi?b...o
roEvETa, S s %o
YN ONCEY T I
¥9, ZZ iﬁ ﬁ'ﬁé Aed Eﬁ/blﬂt
LELx9,
Shinako exits. A moment of anticipation
043 | Shinako { 1$ X)W L C~BLTh X Alright, Mr. Toshinori,
N please come here.

Leading Toshinori by the hand, Shinako enters. He wears a well-tailored suit, and a pair of dark

glasses, and uses a stick.

044 | Mr. and Mrs. fﬁ%%‘é | Toshinori!
Takayasu P

With that, they try to embrace him.

045 | Shinako

+b
IHZIA~BEY I v,

Now, please sit here.

With that, she leads Toshinori to a chair next to hers.
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046

Shinako

Hh DI Do L% b AR
Lo Thxrd LA
Lol cd X,

The two persons who are on
your right are your real
parents.

Toshinori remains indifferent.

047

Mrs. Takayasu
(while crying)

¥, CABRIKKES AT B
Bia Az mvon, AT |
T&@’!%&k\%&ibﬁﬁﬁ
%umyc %@iifg%alxcm
BATTD, TILEboTI b A,
%Kébof€6h0%5bﬁ6$

i
HDEE L DD 5 Db,

>

>}€‘s"

Indeed, you have grown up!
You can’t see Mother, can
you? Poor kid! Poor kid! /(to
Mpr. Takayasu)] Dear, that
child is moved so deeply that
is speechless. /(fo
Toshinori)] Touch my hand
and see. Touch my face and
see. Then you will know the
mother who gave birth to
you.

With that, she draws near

Toshinori and tries to take his hand. Toshino

ri cruelly brushes her hand

away. Mrs. Takayasu hopelessly goes back to her seat and cries.
048 | Mr. Takayasu ?;iL CDEBY L. 20 wbh. % b5 Stop crying. Look .at me,
o s eninsin these people have inspired
S X3 e A £ % IJ)\ %A very bad preconceptions
[about us into him]. We must
BEondoni, LoX D H% ’5:1%?‘1 > be thoroughly patient and

wait for his heart to melt.

'Qlu@ﬂﬁé@% FOoE T L

049 | Mrs. Kawashima ﬁigi I {EJ Lo f’&“ﬂ?‘fﬁ {%Q H7EiEE, R Imagine whatever you

orL oy please. [(fo Mr. Kawashima)]

Z. B, ®olE Y B Ebolllo | Intheend, it wasas we
L BUCLEDR thought, dear, wasn’t it?

050 | Mr. Kawashima 5tr, TH, FHNH LT AT, Uh-huh. Well, seems that

way.

051 | Shinako {Eﬁ% X VS LELEY B Mr. Toshinori, what .
. A ) happened? Your mother is
MoeTwubosLenEd X, crying.

052 | Toshinori A .= So what that she cries? I can
i i - A T3, 73 .
ALY Zgi dLRATE, AL not see such things.
bDOIFFEICRZPLEEA,

053 | Shinako . = - But you can certainly hear
THHDOBFITZT 25D, that sound.

054 | Toshinori 7B L b\;jg,cj_ﬁ It’s a missed sound, isn’t it?

055 | Mr. Takayasu %é%i | 7o ’Cﬁé 7 177 Toshinori! You remembered!

056 | Toshinori What are you talking about?

T3 7o CTH 7= > IS 2 AT
WKATA

. 7B K o % 5 7o e

What did I remember? I only
meant that [ missed the
sound of people crying. I

Lmaﬁotiff?;o%M%m

hadn’t heard that for a long
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AT A

& s NIl
z ofito

L EW/2Z &k,
b LK LIRS 2 £ T 0,

Kookes e xicid, NizStEr &
of\ﬁ§M$£#DﬁhﬁofL

time. You could say that it is
a human-like sound, right?
When the end of this world
comes, people will be at a
loss for words and will only
cry out. I have certainly
heard it once.

P R B L 2B,

057 | Mrs. Takayasu T - N i You’re gradually
j:f: AR Hj L ;'é DR, B remembering, Toshinori,
B, ZLriIcEnizl b b %..; right? This is certainly a

. voice you have heard.
TL X9,

058 | Toshinori oy Ny L N 7 Here you go, chattering
ZHX s, FRRTMbALALL again. You ruin everything
KLTLiioitAﬁ@%ﬁ%i away with words. The

human sound disappeared
(Liof:o « e e again.”
el %b\ he. ¥ %Gl @f;'ﬁ, It’s terribly hot, isn’t it? It’s
° truly like I'm inside a

X957, {%O) FHDY 6:9(753‘%2 X furnace. Around me, flames

v bmr are burning brightly. Flames
2 TW5, KA Y Z LT3 are dancing around. Isn’t it

. . iS5E , Miss Sak ?

235CL 5. BEE AL so, Miss Sakurama

059 | Shinako (smiling s B2 ) No, It is certainly because we
Wy IR > ° .

faintly) AL GREENETT L L%:ib are in the summer now. On
WCHiTlE. FARICES AL ETt top of that, it is because you
i w are dressing like a
bLWIkzHLTwHoLx 52 gentleman.
b,
060 | Toshinori (while This is what people call a

feeling his body)

BT T bW S F 7 £ 4 &
IRD, TA vV LI RO,
Kz vy ooTcin, ShsE
FICHETOREDT, L AR
LTua0hk < bibrin,
CRAHRECHES v b e w0,
Wt R & SR o, I
o, $OEED, Kivyr
O, U hhotEEED, A
Bi72o. ML Ta0nt s

necktie, what they call a
dress shirt, what they call a
suit. These are the clothes |
wear as I am told to, but I
don’t really know how I look
in them.

This is what people call a
pocket. [In it,] there are
matches spilled out of
matchboxes, there are small
coins, there is a train line
change ticket, there are
safety pins, there are losing
lottery tickets, there are dead
flies, there are pieces of an
eraser. ..
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\f:%k(’% Wwo L Xk
ZWHDHDORHIE L —HEICTR o T,
Lo )
WOFETH i o TWnbEeL X ¥
RS . + A
T3, TNTZOREKR, FILE

bLELD D0 EANE AN )

It is a worthless bag that
these kinds of things always
get mixed up with lint in it.
That is how this whole thing,
this unparalleled uniform of
safety called suit, is a

w5 fé\ﬁf*ﬁ@ﬁ%ﬂﬂﬁ‘ EHEHO < contract that shows
D 2% L @E'E?EE Cig.’ 67», R faithfulness to the cycle of
Cisun - everyday life, isn’t it?
Ak X 7 AT,
061 | Mrs. Takayasu FTonD) ORI NTHE>TLE - He’s grown up all twisted!
_ Just look at how he talks.
!l HoPognkizE )Tl &
Do
062 | Toshinori £ B However, Miss Sakurama, I
2 C 7 ? >
E: LA, BEE A, 1¥L HZ A% don’t care about that kind of
H»FzEschnncd X, {% Iz appearance. All I know is the
(v pans b feeling of this neck being
brdEl0EZL® B LITH. | squeezed and the feeling of
g g this sweat-soaked tight
66@00#@Lf?%@@ﬁb# underwear.
TWAEDLD, I put on silk shackles around
¢ T BB EroEC my neck and cotton
o EM S . RO PAE R H restraining clothes. Isn’t it
EDICnD. Z25CL 5 9‘{“ right? I am a naked prisoner.
a0l K cth,
1 L w5 LA 1t 1
063 | Mrs. Kawashima 230 Y. Bt i?%# DN Of course, it 1s..Y0u are for
sure a naked prisoner. You
<7 &, gm ZiiovohTnb are forced to wear shackles
b4 Le3LALS & around your neck. You are
KON AR ZEELNLTRS forced to wear restraining
prison clothes.
N N »b B :
064 | Toshinori 2357, BRI Vob bR bR That’s right. Mom always
understands well.
WLy,
LAIES
065 | Mrs. Takayasu Bltr. CNAEHCEZTL LS [(to her husband)] Oh Qear,
\ how can I bear this? This
z Wb bl . N
., BOTFIEEF —EY FA o LA | child hasn’t called me mom
i even once.
LTI N WATT,
066 | Toshinori If you want to be called a

0101{3:‘?3 X . Li:< o
R ENo72 0, FEICFEE
Ll b ot i, Eiriinro
WA crn, Bz e s,

mother, you must agree with
me. [ am a naked prisoner,
right? I have shackles around
my neck, right?
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067 | Mrs. Takayasu s What are you talking about?
= 7z > . 2
?:i :U? DRt @%’5( wLOR What you’re wearing is a
IR TS A & handsome suit.
068 | Toshinori - S8 e See, you really don’t deserve
S N 7 >
&ii‘ iézé‘%ﬁ Zézi%i/ F¥ it. Dad, I am a naked
BRE Ay BEEE» DN AT 4, | prisoner, right?
069 | Mr. Kawashima N 3% R koo LA That’s certainly right, you
z . B 24N z . ’
oL s, BHIERD DN AT certainly are a naked
o prisoner.
070 | Toshinori f_',%_%% D BELR 52 éf 21 Takayasu daddy!
071 | Mr. Takayasu o i e That’s right. You are a naked
(hesitates a little) %57, Bl FJ'J i@ﬁ DN AT, prisoner.
072 | Mrs. Takayasu b k2o LA b ke o LA You are a naked prisoner for
N IN R | N A | 72 .
(immediately oW AT LI RP DN AL sure! A naked prisoner! It
Jollows suit) L2C% 9 T3, certainly is so.
073 | Toshinori LEO LA Hahaha, now I have a full set
(Laughs until S iz, cnTeol gﬂdﬂ@ RS of two pairs of parents.
tears come out of | fji - 7= b 1} 77,
his eyes)
Awkward silence.
074 | Shinako 3 - egcts . Then let’s get down to the
THI LT ]\ dreic bh % main issue. First, Mr. and
LELLXS, igﬂ)”%g /Vﬁg[]ji%i;) Mrs. Kawashima. ..
o,
075 | Toshinori SSBE B, L Miss Sakurama! Why do you
%7z 2 s
el f/\Z‘ b7 f jiﬁf ” :CJ:K 5A speak? Why do you speak
<9, fﬁj FoTSER LD uji% % /o< | words? Either be silent or
rx " cry. Words will ruin that
o MoTWB D, BLVTW» 5D, beautiful voice of yours.
EDL ORI, 3@7::#@7:/\/&
ERhES, SHEADE 575
720
Bk L7,
076 | Shinako <Y, But...
077 | Toshinori B by “But,” you say? I won’t
s 3 2 z 7— E 2 ; )
THTI 2 f ’ %} ? /; * 3 ef;g listen to such excuses. What
Tk, fMERFf x 2 L | doyou think will convince
<o me? Words? They're like fog
> T E) ATT, BEETTD? ZA 7 | or mist. Something visible?
b4 I’m blind. Something you
LDl i 75 Eg’“ 72einb O, E i E‘ can touch with your hands?
N Z;ﬁi)“é‘ﬁ‘i))? ﬁéti‘é 5Tt X, % When it comes to touching
N e .. with hands, I can only feel
WAL 223202 Ficfliiu 3 b @ | bumps. Human face is
nothing but bumps.
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AT A »B

= O 7:_ glﬂlﬂi—lfa bj’fuo }\FIEﬁ@fEE\

b 7:7‘5@&@7’50
078 | Mrs. Kawashima | %<7 - . o B EE It really is! It’s nothing but
1 7277 S
with habitua umps, this human face.
(with habitual ?!Ki i? y A Y Ll G A 6 bumps, this h ¢
Slattery) INi2) 15+
079 | Toshinori > S e S AU 1 B light shines in all directions
feo EP L2 611': D BT AL from the center of my body.
W3, FNHRHEZF T Is it visible?
080 | Mrs. Kawashima % ZETE Y Of course, it’s visible.
081 | Mrs. Takayasu % ZET LY Of course, it’s visible.
(quickly) 7 °
082 | Toshinori 2B s Good. This is the sole reason
% VANV Z 3D
5L Bt AA DT that you have eyes. To see
5DITVERICID/HTT, T | this. Ifit wasn’t for that
% reason, it would be better if
ZR27OTT, ZDIDTRY - you tossed your eyes out
L) BL %
b, BRADEC KL TRpe | Somewhere.
1% 9 23,
083 | Mrs. Takayasu (ST 2N - P Poor baby! He’s always
t0 her husband, | L EOR IO B HO S EELUCLIT e about eyes. What a
( 2T g Y
in a whisper) WhATEb, AT L pity!
084 | Toshinori (7ising, What are you chattering

fiercely excited)

7RI '
MzZbelbeE>THATT !
£¥

R Zn X ]

about? Shut up!

As if they are all shot at once, they all become silent. Toshinori sits again.

085

Toshinori

7= 5]
birl-HFDOHII-ZC
P
INIHIDDER B

oy k2]

¥ ¥
5, BT OHITVDITEL A
1x< H lv%@v
<9, %ﬁ%%k :kbt%@%%
5l7uﬁ%0”6ﬂfwéhf

. ZOLEELDTHAESOH

WY TI D,

I DWW Ty

9] V2R ) 7= x A
N %®H®ﬁﬁ%?%mm“nﬁ
7 5 b T,

1x< Jbia%r‘o mh

EZIEELRE @Eh¢kﬁ§&
é@%#ﬁb%mfu%@%%i

H?(zi H

Alright? The only reason you
have eyes is to see these.
Your eyes are a
responsibility, so to speak.
They are responsible for
seeing what [ request them to
see. That is when your eyes
begin to substitute my eyes
and become noble organs.
For example, suppose I want
to see a huge golden elephant
marching in the middle of
the blue sky. In that case,
you are obliged to see that
immediately.

A large yellow rose casts
itself out of a window on the
twelfth story of a building.
When I open the refrigerator

131




5eF B, 25 L7 bHIECH 7%

iz, ZRERACTRELRGA
<,

t/VUJqf;%EL@ EOVLohs kX
RGBS R T B, T
Do R L. Woks

EEGESZ DI L 24T

L5 5% e
ol

5, Wﬁﬂ(%o)&?/f774ﬂ—
ryc BLALED
ém@&#@ﬁ&wﬂké

ERcgE]

%owoﬁﬁ% EAREETD,
Bt OEIEED & T 2 B <

TlE RS 7R,
TLE IV,

B [P
RAWwoRbEN

door in the middle of the
night, a white, winged horse
is crouching inside. A
cuneiform typewriter. A dark
green, deserted island inside
and incense burner...

Your eyes must see such
miracles, or any miracle
there and then. If they don’t,
it would be better if you
tossed them out...
Incidentally, you can see a
light shining in all directions
from the center of my body,
right?

€< ol bwd LA
IR DY Wr NS
5L %
“Wﬁbfwéﬁbﬂﬁxi?m
086 | Mr. Kawashima E?l 20, Of course, it is visible.
087 | Mr. Takayasu »®. .. b». .. Hzz k. f | Ah... Ah.. Itisvisibleto
my eyes.
I,
088 | Toshinori (covers Bs _ BEE . . Ah, I don’t have any form.
his face, sadly) Db, PRICIF T L5 bohke, Even if I try to rub my body
Y . s
CH5LT R AECEDL L THTH. llkethls,lfltrytqrgbmy
P face, everywhere is just
Eﬁ%m“éibbf&ffb\ yod 7 bumps. This is not my form.
e ¢ sns | All the bumps on this earth
FOMMH AT D, THHBEED J | are nothing but a
bxws continuation of these bumps.
ThHRADL® Y IF L7, HEKOBD
ZIFT
TOWkE3 & %@&M® Z DD
SEOMMICT E AL,
089 | Mrs. Takayasu gl Toshinori!
090 | Toshinori By PR Lo Bs on However, I don’t have a
THEEICIE B EaniF &, BTy form, but I’'m light. I’m a
Lowwntwe ah U

AT, BRKROT DY AT,

light in the middle of a
transparent body.
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091

Mr. Kawashima

ié [0y
ZIH77Ld, BREIITEY A,

That’s right, you’re light.

092 | Toshinori N 4 S rEL Look well! This light is my
(opening his coat) £CTHA 0)715 h HfED BEE‘ 7 soul.
Lo
093 | Mrs. Takayasu 3 HE o = i%” 7 5 C9 Did you say your soul?
094 | Toshinori Bl kELw My soul is different than
Bt ﬁ EboT, FED B yours, it walks around this
13727
ﬂ% \ world fully naked. You see
¥o M cC @%% o T a this light that is shining in all
72X, P_Elﬁ Iz }%%%;L LTWw3 516 ) 7]5% directions, right? This light
s b burns people’s bodies, but it
ZB5TL XD, k_o)jl,gb 12 A @D & 2 | also leaves scalds on my
cos spirit relentlessly.
‘}lel R LT=N ﬁé D LIchzzd }\1747 Ah, living naked like this
. really breaks your bones. It
E2P AT, s really breaks your bones.
5. ;A/ﬁ)_ik P “Ci”a"fb‘é@ Since I am a million times
bo wh o wn more naked than all of you...
FEICERITTNET X, EicE i | Hey, Miss Sakurama, maybe
sr  wemage  urse | 1am already turning into a
{% BHR7TTO—(EfFd | star.
ILbE
A0, A KEZX A,
€<
Zixxro292%L, ’)gakﬁto
T30h LAKLATT,
095 I;;ll:&:;sahsil?slas and ‘%( Frh. B %% 3. You certainly are a star.
096 | Toshinori N Lescsnk koL Yes. A star that is tens of
Sk ﬂ—l—ﬁ:ﬂz b %O) H i, X9 lightyears away. If it isn’t so,
ey 22 - if my light source is not so
A} 7 3 Ihmylg
TR, B @715 b D ﬁ e far away, how can I settle
Ny ;‘@% WEZAlLhFnE. ¥ here peacefully? After all
e + this world has already ended.
LTEERBsbEb I ZIKfEADNT
WHIEDRTEDLSLS, I£oTL
X B
OIED HEb o TV BEALED D,
097 | Mrs. Takayasu ?HAJJ“C FoT? What are you talking about?
3 5 T 7
098 | Toshinori Because this world has

ie ¥
Zottizd b o TR AED

RN
b, DV ETh, HlPHET
& 2 W5
I, COMRBEE R AT,
& h v w5

ZOMANRME - ITFIE, (r

already ended. Do you
understand? If you are not
ghosts, then this world is a
ghost. If this world is not a
ghost, (points directly at
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7T AECA

BMERNE F v :‘:?aé L) bkt

Mrs. Takayasu) then you are
a ghost.

RN
DHE IR AT,
99 Mrs. Takayasu = . . A . Ah! This child has gone mad.
(Shestarts HdH | %@%Cik IEIRDBB Do
falling, and Mr. 77
Takayasu grabs
her)

100 | Mr. Takayasu X - ST . Get a hold of yourself. If you
LodbhEL. FHlETRBLNT lose your mind too, it’s all
bB LI, lost.

101 | Mr. Kawashima . grOLA oL X . Didn’t I say that he is a
oL ANZER ETFRTL xS, lunatic? But he sometimes

g .
Ch N ChADEDPEDE N & says things that make sense.
N oo Rajcher than parents and
BEVET L, bUbILTETF & » child, we have mostly
. R become his best friends.
IS D VDK ANICE 072D T
j—

102 | Mrs. Kawashima . rrE S B At any rate, we knew that
EDBLBBTTTICEFIALA you could not handle him.
ZlidbroTniE L,

103 | Toshinori e . Ll Give me a cigarette please. |
MR (T, BAF Y AT E S talked so passionately that

AR Lj‘ ¥
2 57 DT, III DI ERE 2 B % my mouth lathered.
277,
104 | Mr. Kawashima XbhH, FhLhchbe, Here, take whichever you
(approaches him want.
and opens a
cigarette box)
105 | Toshinori As always you have prepared
oo B iz different cigarettes for me.
VOB ARLEDTDIC, WHAT Miss Sakurama, Look at this!
E I can tell them apart just by
W%%%%KTT%%&T?& .
touching them.
ok E¢ &b .
ALY E«C WT b AL i3 (Holds one between his
. . fingers) This one? It’s a
D 7:: 7”: j’ "Gb 7‘7)) E) A/ f: o Camel’ rlght?
WolTA
(—AK%EZD2FAT) 2TN? 2D
¥ AT,
106 | Mr. Kawashima z3, That’s right.

8 The humble and honorific style of speaking between the parents is back again from this point on.
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107 | Toshinori Zwvwolt, . AT 44— Hh v This one... It’s a Navy Cut. |
. . take this one, please.
B, CREVEET S, P
Mr. Kawashima lights the cigarette with a lighter.
) Vol LpoLA ] R
108 Mr. Takayasu (to Sl BB VIR P Loc')k..When he is like that
his wife) . . he is like a fine normal
k. éh@%%%h@%}: L7-8 ugb&;z;_, person. He acts like a rich
person’s son.
LTWwad,
109 | Mr. Takayasu (o . o AN . You like English cigarettes,
110 | Toshinori Z A Yeah.
111 | Mr. Takayasu Sk 2 H C s Next time I will buy some of
TELORH o TRTHIT LS. those next time.
112 | Toshinori . I Okay. Thank you. If I'm
AZe HYBES PEERDLT puffing on a cigarette, the
752 | time I’m puffing is the time
[ I Y |3 WY 7~
5L, }\75 LTa bl & dedicated to smoking.
D7z @H#Faﬁffﬁ) 5,
1 N ) e 1
113 | Mr. Kawashima TR LB ANSLNE LS b So you can take it in
peacefully.
7Zs
114 | Toshinori . a2, That’s right. I ride the
% 7 VG?O ,f ciﬂﬁ_[:‘ﬁgicb%o 7’;. D N subway and go grocery
F e | ’CE % PLEDTED shopping at the department
e . l" e store peacefully. I can’t say
?ﬁ;o@l@ﬁdﬂfé%k%#< anything about other
. s people’s daily life. The only
=351Ci é, St HFEAERI & unfortunate thing is, with
A U? Lrowers i their eyes open they can see
Iz, H HEICIIESDOH W £ @f% the image of their daily lives

ﬁi?i?&%i\&’
ERBEZEVET, HAAGIES
BELTTR, ZhIkHS LV
L’CW%OC%OTW%#%. ..

8 1'$ Real oS}

~ E bH (RS

HY
ﬁé 2R T‘@ET{ZGTJ}(’S_”?O%
D, BN VAP LD FH L
b, HAHLwC R AFIcoND |

R /AT
775 T, %5%boftiofﬁﬁ

1375

&q[:?bﬂ])éé? 725D iH"ﬁ% Lwzet

clearly, but fortunately I
can’t see that. That’s the only
difference. It’s better not to
see, right? I can say from
their frightened faces...

I am peaceful, even while I
water the flowers in the
garden or use the
lawnmower. I can do it
without seeing anything
frightening. Well, isn’t it
frightening if a flower
flourishes in a world that has
already ended? If you water
the soil of a world that has
already ended?
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B
20D, bIHIEboTLES T
R/ 2%

R D 1 a_7k’a”:{§< DL !

115

Mrs. Kawashima

Of course, itis. Itis a

ZHTT LD, ‘H!ﬁ ALWZ E7Eb, frightening thing.
116 | Mr. Kawashima v We are all living in terror.
v DID LB A T B 0 75 010 vine
TWwWBATE L,
117 | Toshinori o5 Ll But none of you feel this
SRS ﬁ % @ Hﬁ EELC terror. You live like corpses.
Wi, i Dk A E TS
118 | Mr. Kawashima N Laitn That is right. We are corpses,
Z 57, bhbhit B 7 & for P
119 | Mrs. Kawashima | %=L | Loin Even I am a corpse, of
fA7Zo7T B TT LD, course. P
LAk Z A E
120 | Mrs. Takayasu Bt A TERETY s | Corpses are bad omens.
121 | Mr. Takayasu $hEH. io’iﬁ‘%b: Ao A DT Now, now! You don’t get it.
122 | Toshinori 5% B QEESHO On top of that, you are
HEI 9
2D L& 77T RREA T ﬁ 75 cowards. A bunch of insects.
1 VErHIHO
123 | Mrs. Kawashima B We are cowards.
124 | Mr. K hi oL . W i ts.
r. Kawashima T X e are insects
125 | Mrs. Takayasu cEd . That’s how you spoil a child.
fiN
HHP o THHEAFANVLTLE Parents aren’t insects or
B . :
5 hTH b, BIZIEIT b Am L e | anvthinglike that
HYEHFA
126 | Mr. Takayasu tx tloy If you want to take Toshinori
> o N
FHI S RiE% [@U\F Lot back, too, you have no other
EE JHiciz s ﬂi! WAz X, Xlzzc]iut fo turn info an
127 | Mrs. Takayasu bl Then I’m an insect, too.
(extraordinarily B % Zh’f‘; 5 E FoTI L £ @ﬁ Instead, I beg you, call me
determined) b 3 é L U?/\J“C E ﬂi mother.
128 | Toshinori Mother... Insect...
(emotionless) %é‘/u. - EU b, ..
129 | Mrs. Takayas b & Finally, he kindly called me
W M woesBEALATCRELE | o8 Y
X!
130 | Mr. Takayasu Right after that was an

L
Zoblic RIS BbeA s
W77,

%)

“insect”!
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131 | Toshinori %7 f:%&i&hﬁ%ﬁ“@%ﬁiﬁ 2 You are all stupid morons.
A moment of hesitation.
132 | Kawashimas and | 2%t gr o Eon We are all stupid morons.
Takeyasus A 72 B 1d B A R B CRIHR 1 T, P
Deadly silence. The big window at the back gradually catches the colors of the sunset. Toshinori is
smoking his cigarette as if thoroughly enjoying it.
133 | Shinako bEL  Bhb LR NN It is partly my fault by my
thoJ] oRLH AN ZTNE lack of power, but if we
FTUNED, WOFETIHLTWVT continue like this we will
by » make no progress. [ can
DIV E T2 A Db, clearly see that both
PHLERDPID pAhER | » - | Kawashimas and Takayasus
NEEREEHRED, &5 5 DVIR | have impressive parenting
brs5LA L AK capabilities.
< B D& H%Q RS The deep, warm parenting
INTIL 2T L%, love that you possess has
brought tears to my eyes. But
Eb by }—b‘(ﬂdf > 7@4 IL\ %Tﬂ“ 2 Tk | unfortunately, the contest is a
bl 5 draw right now.
THROT, BT E ‘%75’*}‘ 72T | It seems like the scale on the
ginnr | center of which I put Mr.
PN
20D EF. THHDLIHREE Toshinori, is not in inclining
Liox z . .
e e T \35_/\( X towgrd any dquctlor}. As the
arbitrator, I believe it is best
ERAW that both parties retire to
Loy R another room and let me
B AZIICLEFE I, &b b~ have a long and heart-to-
% o heart conversation. What do
3 {kﬁ TZHIC da éfhl;: THA, you think?
I THVLWVA 2
WEEEL LT ETETa, c
DEHITHIW  RolD [ 1R
T O & OMEIRFICHIE B5[ELD v
b L Loy
7272w, A MR ?ﬁé/\/kﬂx%i C
37 L
AT, WoLl WEBEE LEZIEI Bown
B %75 VA
FricBvEdo, A, TER
VBB TITIBEL & 9D
Both families nod.
134 | Shinako FNTIRESIFZFS50nH & Then that is what we do...
Iz,
Both families go to another room. Shinako accompanies them to the door. Mrs. Kawashima comes
back on the scene and takes Shinko to the corner.
o ZLxob Zh 1
135 | Mrs. Kawashima B L 3 L4795 DT ]IDbelﬁeve i]loll(lj glrdeady know,
L . sy ut that child 1s dangerous.
%ﬁﬁg%*cvj‘ Y., K~Alcfalgcd, & Very dangerous. You must
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z 3 15 Ed
DTFDFfF> T EHmICERZDIFIC
ol berWnWFTEHA X,

be careful with the poison
that child possesses.

136 | Shinako ZRIFEHI NS ? How do you mean?
137 | Mrs. Kawashima - boL® How... That I cannot tell. 1
(smiling sweetly) £5 ; f """ iEFlL Fonx am just saying based on my
2 AR 2 .
foo Fh DREBRD b L F T2 T | experience.
Lo

Mrs. Kawashima leaves th

e scene. Shinako walks toward the window.

138 | Toshinori P They’re all gone, aren’t
RARATEE LA, eyt

139 | Shinako Z A Yes.

140 | Toshinori (with a . Boous Hee, hee, I drove them all

sneer) ~ ) FLBR A TR o7, away cleverly.

141 | Shinako rEUER 2 t <~ | You should not talk about
ERZ \ﬁ ﬂﬁ*ﬁ@ LEZARICIE your passionate parents like
5HbDL2HYETAD, EHDHD that. Because they each love
BAES ccr  zc B you truly from the bottom of
ARBic, L OEDLL, Dhl-z2E their hearts.
LTWHEoL$2ATTHOD,

A ©L% o i
142 | Toshinori = ‘*ﬁu bt Bhid 5 iEcd The parents who raised me
e are already my slaves. The
X, ’;‘EJ% D %E 7B 1. B ai 7w parents who gave birth to me
g on are helpless morons.
- e - ; -

143 | Shinako PR 6C1f|]%§o B o lFE 4 A I said you can’t talk like that.
7z b,

144 | Toshinori B 2 1o . . . Everyone is asking what to
HPABEERES LEI LS ATS do with me. Even though I

12< »ileb i
5. RIS RADT S fwoic, | havene form.

145 | Shinako b oo Form is important, for sure.

JE BRI A TT Lo 2o ThIRT: After all your form does not
»l=b

DI BB Db DU »7% < T, belong to you, but to people.

<A

MO b DTTH D,

146 | Toshinori oo e TR BEEE Then you’re concerned with
oRAN %ﬂb%{%@ ﬂ:/ %FEEEEG&.& my fOI'I'Il, too, r1ght‘7
T LbFTIn,

147 | Shinako vlso Yes, that’s right. Since my

ZA. TV d, E#Ezéuh
FAEA

ZNTHIW T 213013 H Y THA,

eyes see, I have no other way
but to make judgments that
way.
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148 | Toshinori N PP I can’t see your form. That’s
% L3 H77-D ﬁ)ﬁ‘ AR\, not fair. My Kawashima
;’f{ /7\};2 2 m) L%i DR, B7e7-7 | mom was saying that you are
. ° beautiful.
?ﬂb\tﬁﬁtof:. > TE LR,
149 | Shinako _bEL . 5., | Far fromit! After all, I am an
k/\/‘/czg)tib)o %hbb iF.L\ &ilg) OL&i Oldwoman already.
HIALTTHD,
150 | Toshinori (stands | #2417k Lo nia What is this age you’re
up very angrily) A im 3 72 - T S ') ATY | 4 i talking about? Age! This age
nA [ M ’ : :
S| AR = - that you’re talking about is a
imﬁw 0 BOER, O dark path. You can neither
SR o 5 é 7 doCF 51% L 75 3 % 2 see its beginning nor its end.
s That is why there is no
3 ﬁ;}g N ﬁ Z 7m0, difference in there. Stopping
sy vz is the same as walking,
720D Z TICIIEERED L, 1ko Going forward is the same as
B ++ | going backward. There,
TWwb b e WTWaHETCZ &, # | seeing people turn blind,
v = B living people turn dead.
COBBADBFELT L, LI TR Everybody depends on a
LA . cane like me, and only
E HEDEDLIERY, i R wander about, groping their
IC AT A bIL% E<EYI L Ho% . :
ARTS CFIc iy . BRI % 7= & | WAy With their feet.
L In other words, the infant,
Dic, XCYVRETIFLoTWAIC the old, and the young can’t
. do anything but be all
TERVATT, huddled together in the same
5 BILA  ehh #% | spot. Like insects gathered
= —
AT ENSFED, Oi D 2 around on a decayed tree’ at
TR night
LI Lo&%%jﬁ > T '
. ié (H & b3
DICT El, WOVIRD LT
%O ¥ oL
O%Dc‘iﬁﬁ/h S TWBHHD XS
I,
151 | Shinako - o o LT Your words give me
ZIF TR ERARDIMET courage. In the society
n. %”F%'C ;’(Zém .y 75}}\ %ﬁ& v+ | people are only seen by their
age, especially women.
e BAR
ATFL RIS &1
152 | Toshinori nib Because seeing eyes can’t
HHLVC w2 E T 2T L 75)’%7:’: 2 see anything but from.
bTY &,

9 A metaphor for meaningless life
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153

Shinako (staring

5

Wow! What an amazing

W |
at the window) Xb, T IhE sunset!
154 | Toshinori El 75§%U/\/“C“Tﬂﬁo The sun is setting, isn’t it?
155 | Shinako wvo oy R e e It’s like the image of the
AHOEHE LD AITEZ TR > T setting sun is dancing on the
W3 X9 T, face of the window.
156 | Toshinori e oL The window that you’re
- /\ -~ . .
HIRT=D5 E‘f WBEOEE, B seeing right now faces east,
WEOHAL 24 119 s
ﬁbi’ClﬂZ)/u“CTm El i3 5 %«\(7& doesn’t it? I§ntthesun'
about to set in the east right
AT ETATL &9, now?
157 | Shinako mic Le - LL What are you talking about?
iz s 50, El B ﬁf\{jﬂ LA The sun is setting in the
Ea L7 SHbA broLic L
b. BT OBEMIZ TR X ©. west. The back gate‘beneath
. ik this window faces directly
anéyé_—,mff %@m9@/\. west and is in the middle of a
i wide road. From the treetops
@7%@ el E[ 753‘%@ D 75;‘% %2 % A, ¢ | of the park across it, I can
Fb see the sun setting.
e Thanks to the park, the sky is
?A{@ RN U:\"C%% fé <. Z 7 | open and it gives me the
o o view of such a full sunset
oo X L Sz s 5o | glow
Lo
158 | Toshinori UL That is why it’s setting in the
eH b ® /\{76/‘“( WEDIT. B east. You just said the west
kL - ight?
7 iA@ D F'ﬁ rEnwE Lk, 2O gate, r}ght. That rotten west
v gate directly faces the east
OHIFFEEOME, T iRo | geofhell
orL ba b That invisible east gate faces
H O ~F > TWBATT, this way from beyond the
DAL who  w»ns | sunset, with its dark mouth
Z @E Z7\ D F"ﬁ X, AH®DJ | wide open. The black sand
before that gate, swept and
75) b, THbH~ ﬁ 2T, HAKCH L | neatly arranged, is always
r ¥z <3 | waiting for the footprint of
bxu%% 7. ?m?{*&bffﬁﬁlmi new guests.
ERA bz LA
Wb, WOTH T LWE A D
HLDS S
g <. %in5®%%01m5&
<7
159 | Shinako e &b Your way of teasing
HIRI-DD 5 75)1’\75 BN iAo frightens people. Oh, right
WEIIHAA A H

20N, B, SEREOWNEROE D
D bFHESTE L b,

now all the lights outside the
park have been turned on.
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%r‘a ALY

i%xé#é%@;of ﬁ@ﬁ
whHino

iU&%b%%m@:\~ﬂ@%#

EYA [E R

) ﬁ>F‘ﬁ>%Lz;bs 5 b\ai%i%%?‘ba .
ﬁfﬁfk%of“i?b iof

L&sLe w5 O 5D

Even with the sky burning
like a furnace and the green
of the trees being noticeably
bright, the line of lamps
looks like unpolished blue
gemstones, shining faintly.
Even the moving cars’
windows have turned bright

W5 HEEL D % ECHYHZML T red, reflecting the sunset.
T o h
BRI DI,
160 | Toshinori (facing | %5 . 2 . I can see, too.
the window for fricd RzEs X,
the first time)
161 | Shinako 71 2 B %i 207 What? You... can see?
161 | Toshinori %0 Of course, I can see that
e s, >
162 | Shinako . X . Toshinori! Can you see?
%tt!%xéhf?#?kvbf Why haven’t you so far...
i
SET.L .
163 | Toshinori _ . 2 ) That is all I can see. Clearly
k—nf: Hﬁ’%x_é/ufj—o Ci’) g O and lndetall
ek
-l 3/ N Tl
164 | Shinako k. Oh dear...
165 | Toshinori You think that’s the sunset,

%ﬁtiiﬁ%kuofméhfb

i709%Ktk ofméhfb
Yo, b2AWwWET Xk, dhih, Z

gL E

X
otHosbhoRERATT,

right? You think it’s the
sunset glow, right? That’s
wrong. That... That is the
landscape of this world’s
end.

(Stands up and puts his ha

nd on Shinako’s shoulder)

166 | Toshinori

BLCE, BRESHL 5 %

A ]

Do you understand? That is
not the sunset!

Shinako withdraws herself from his reach fearfully and looks up at Toshoinori’s face. Toshinori
stands beside the window and talks facing the audience. Eventually, Shinako turns her back to the
audience and stares at the window. Gradually, the deep red color outside the window mysteriously

intensifies.

167 | Toshinori

15< X EA
EixLriccoltosbh # 1
HFAED X

oo HODL X, ﬁ%@?%®$

[EXoF5; I n
BoR% % <1 iz 0k
L;@ Vb <

K ECbHE, ZRLGE. Lob

I have certainly seen this
world’s end. When I was five
years old, in the last year of
the war, a flame burned my
eyes and I even saw that last
flame. From then on, in front
of my eyes, the flames of this
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world’s end is always
burning.

SR N . Just like you, I have thought
jj%Kbiﬁ PTLRHATT, a few times that I’m seeing
fﬁf}#i)%% b0k dic. Tk the quiet scene of a sunset.

b L by But there is no point in that.

H%ybxﬁj\a@géfgg/ﬁg;tgﬁ L Because what I saw was

E » certainly the form of this
2o THEDRAT, ED Ef: @ | world being embraced in

& s flames.
7z L2~ IC @ﬁ?ﬁ#}\h_ iz}f!fc
N
Wb R RAENID,
168 | Toshinori 5 Bt O
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Look! Countless flames are
raining down from the sky.
Every house is burning.
Every window of every
house is spouting out flames.
I can see clearly. The sky full
of fire sparks.

The low-hanging clouds
have turned into the color of
poisonous grapes, the same
clouds are mirrored in the
river that is already burning
bright red.

The brightness of the
silhouette of a huge steel
trestle. A grim form, a big
tree embraced in flames, the
treetop completely covered
in sparks, wind shaking its
trunk. Small trees and
bamboo grass thickets were
all wearing emblems of
fire.!

In every corner, the emblems
of fire and border
decorations of fire were
moving briskly. The world
was absurdly quiet. Even
though it was quiet, just like
Buddhist temples’ bell
strikes, one bellow echoed,
and then echoed back from
every direction.

A sound like a strange
wind’s howl, a sound like

The change in the verb tense is in original text.
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everybody is reciting a sutra
all at once, what do you
think that is? What do you
think that is?

Miss Sakurama, that is not
talking, that is not singing, it
is what is called the agonized
cry of humanity.

169 | Toshinori s £ _ I haven’t heard any voice
PRrB AL RDD LV f"‘) ERNE that nostalgic. I haven’t
LR, B /u?ir%;’gii ;dg % %\»7. | heardany voice that sincere.

° T s ~ | Because humans never raise
Zlanwn, coosbh ol such honest voices except at
. Lisis oz the end of this world.

Lo, ANEZHARIE B 5H% %
IR NDTE,
170 | Toshinori ol & o _ Can you see? You can see,
Wzz? Hz2s72557 b2 right? people are burning
A N here and there. Under fallen
5 N v 3,07 e . ) o1
5 f A IEl2 fj’ T2 DB, EHT ridge beams, under building
WA . GHoF. b Lcwepn | blocks, inside blocked off
o S rooms, everywhere you go
773 B)Efé@ e W=2 & ZATARE2 | people are burning.
Everywhere rose-colored
W‘ AT BHDT7Z, corpses are rolling. As if died
_fpmEr  4f b L»xn | of embarrassment, Rose-
LI L IRAEROEHR LD f colored corpses, poppy-

_ . N colored corpses, and as if
BEBo>TRD, 57T H'L\ L e [died] of regret pitch black
DHE Y &L[j/uf; I3 %’gﬁb\ 20 corpses, there are naked

5 - i A corpses of every color...
%ﬁmg@ FNr bk |§o) ) That’s right.

EECR w3 13722
CEED, XEXE0 H 0
L2 x4 N .

BE . .. 2957,

171 | Toshinori A4 b A The river was full of people,

)” b ARIT o F0 o7, JUBE | (0 can see the river.
b ic 5D

2%, NDBHTIED )bk 7z

Nothing of the river’s surface
can be seen anymore.
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Closely packed and floating
people are moving slowly
toward the sea. Toward the
sea above which purple
clouds hang.
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Gradually, one by one every
place was beginning to burn
in flames. Aren’t the flames
gradually rising? Can’t you
see? Miss Sakurama, can’t
you see?

Suddenly runs toward the middle of the room.
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Flames are everywhere.
From east, from west, and
north and south. A wall of
flames is quietly soaring up
closer. From the middle of
that, a small flame comes.
Swings up its kind hair and
flies toward me at full speed.
Runs in circles around me as
if mocking me.

Then stops in front of my
eyes, it looks like it is staring
right into my eyes. This is it.
The flame! It jumped in the
middle of my eyes...

With that, he covers his eyes with both hands and collapses.
Shinako looks back but stays dazed for a moment. Then, she quickly runs over to him, kneels, and
grabs hold of him. At that moment, the sunset outside the window begins to fade away.

174 | Shinako LLay Get hold of yourself, Mr.

N > N >
Lodb LTk, RIESA, Lo2 Toshinori. Get hold of
hLT! yourself!

175 | Toshinori (finally | _ & X e e You saw the end of this
regaining coltosbh Eiich, A, Hi world, right? Right? You
consciousness) 225 %2 F.E% XA sure saw it, Miss Sakurama.

Long pause.
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176 | Shinako (after . 2 No, I don’t see it.
some hesitation, ez, Bzed,
determined)
177 | Toshinori . . 2 A . That’s a lie. You’re denying
7%7’;0 E‘fu@%ﬁébfll)z)/\/fuo Whatyousaw.
178 | Shinako (gently) L S AN 2 No, I really can’t see it. The
“‘_LTX“ AR VD, Bolid only thing I saw was the
Y 721 sunset.
179 | Toshinori 5 %7, It’s a lie.
180 | Shinako bl 5z b I can’t lie.
N A= Y
181 | Toshinori o s AT Get away from me! I hate
(violently Hob T AL X320 women like this. You only
. N 5% . e : |
Z;’?;iz)mg her WL BRSO nT S, B b lie. Get away from me now!
> BT ]
182 | Shinako (stand. hrL I am staying here.
upquietbcjans PRz cicvnEd L, e
183 | Toshinori Hob~NMTTFEESZAS, THH I said get away from me.
bl You’re disgusting!
3
184 | Shinako Wz, No.
185 | Toshinori . 2 . Can’t you hear I called you
U’ipgb Lb‘KEEOf;@ZI))%uX_& dngUStlng?
WD B,
186 | Shinako <3 bﬁt B CicwES . But I’'m still staying here.
187 | Toshinori 7o, Why?
188 | Shinako b > ...Because I come to like
-8, b z
DIFh Z Ly HELLES | yoya lite bit.
720 b,
189 | Toshinori (after a | 2% %< LS . You’re trying to snatch away
long pause) AREPLHEES LLTRBAL the landscape of this world’s
X L E ’ 9
n., cotosbh oRtas, end from me, aren’t you?
190 | Shinako N PEL wn That’s right. That is m
Z5CTb, T ORATT. | gyt Y
191 | Toshinori . e e s Without that, I can’t live.
TN TREEDAES TITT & Knowing that, you’re still
W, X ﬂ%ﬁ%ﬁf%:ﬁ IEITDBAT trying to snatch it away,
n aren’t you?
192 | Shinako Z A Yes.
" Or function.
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193 | Toshinori [ﬁ/u“C LA, ‘{% A It’s ok if I die, isn’t it?
194 | Shinako (smiling) BT LD 5 % T T oG You were already dead.
195 | Toshinori iy AR L BRES #4% | You’re an unpleasant
BROPhR 27 ARIL0Rh L woman. You’re a really
77 unpleasant woman.

196 | Shinako L PEL »rL | Yet, | am staying here. If you
Ty Hh iR L L, T want me to leave... Yes, ask
%% I 2 1o 13 %5 %% ;| something of me. Something

N L:‘ A boring, something that has
<hHF2b, ﬁ BOFELHEN, IO nothing to do with this
. . world’s end or the sea of fire,
ﬁi@ Bbbh k{gl @{g L i{“/\f@%;%t{; it’s ok if you ask something
CE tiny of me.

brv, bol ;tbjizﬁ%l%%: LTF
INF AT D,

197 | Toshinori % Cifh—} B0 D? Do you want to leave?

198 | Shinako Wz, Tolbh-oF | Ficn No, I want to stay near you
. forever.

199 | Toshinori i So, it’s ok if I ask something
fir2»> % %tbxﬁ%%%t@&b =AY boring of you?
A T2 1,

200 | Shinako Z A Yes.

201 | Toshinori % % {5\ L. Give me your hand.

202 | Shinako (Gives 59 Like this?
him her hand)

203 | Toshinori Such soft hands you have. 1

%bgﬁwxi% LTwosAn. b thought you would have
}: 53 L iz j\ - f,;,; o experienced more hardship.
204 | Shinako R o . That’s right, I don’t know
2o, BRETERMDL 0D, s any hardship. Compared to
()
VR RN you.

205 | Toshinori (with r2 . pLope Lo .| So,it’s ok if T ask something
an arrogant BOEewAZA, AHICES L5 of you, like of a servant,
laughter) 12, right?

206 | Shinako + ﬁfh x 1 I“; o, v Zﬁ% . Rather like of an older sister.

207 | Toshinori I ‘{%\ E’éﬁ%b‘ 5o o, Hee, hee. I’'m hungry.

208 | Shinako . . Lo h Oh yes, it’s almost time to

Z50. b2 AmERZED, ot
209 | Toshinori Don’t you give me

i 7z
2B b D% NinDdik,

something to eat?
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210

Shinako

TALDHD

We only have delivered food

EEPIL 272 o T ZRTET | e qars ok,
nix,
211 | Toshinori BA s I’m ok with anything. As
fIchuvne, FCHRS b D%, long as it gets ready fast.
212 | Shinako Alright, leave it to me.

7
Wb, B TEFE I,

Shinako holds Toshinori’s

hand and helps him sit on his chair. The room is already dark.

213 | Shinako Bek i Wait here like a grown up.
CZTRALLFF2 T3 D X, & P

214 | Toshinori 5 s Ok.

Shinako begins to leave the stage from a door other than the one that the parents exited from and

presses the light switch beside it. The room suddenly brightens up.

215 | Shinako ébr BT, FERE Db, ng‘here, ok? I’ll be back
216 | Toshinori 5 Aoy Ok.

Shinako starts to leave, smiling.

216 | Toshinori hz. . . Say...

217 | Shinako z ? Yes?

218 | Toshinori ‘f‘% CTh. . ESLCER %,g I... I don’t know why, but

B

BobEINDARL L,

everybody loves me.

Shinako exits, smiling. In the brightly lit room, Toshinori remains, all alone.
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