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Abstract

Female Children in Medieval Japanese Noh Plays
Yuri Sato
Chair of the Supervisory Committee:
Paul Atkins

Asian Languages and Literature

Even though female characters play consequeptis in noh plays and have been
analyzed, female children have not been a subfaeisearch. Therefore, | am going to analyze
female children in noh plays in terms of the relaship between female children and motivation,
age, spheres, and death. The target playdimea koji Fuji's Drum, The Mirror of PineForest
The Pool SacrificeMinase andSkylark MountainThrough the analysis of these plays, |
discovered that female children played significatés in noh plays. However, their motivation
and actions do not influence the progress of thespRather, female children as equipment mark

the beginning of the plots of the plays and cadkeracharacters to carry on the story.
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Introduction

“Female Children” as a genre

Women in the traditional dramatic genre known ds Inave been a major presence.
Many plays in the third category focus on womermrthsas beautiful female ghosts, spirits of
plants taking the form of beautiful ladies, old fmghosts, and living womérSuch examples
arelzutsu:f7i, Kakitsubataft:-#, Higaki #45, andYuyaf&®f . Also, many interesting female
characters, including deranged women, appear iplths in the fourth category. Not only adult
women, but also male children have played consd@lieales in noh theater. Male children can

be supporting roles in a play, as seeAtaka% £, but some plays place male children in its
center, for examplé{urama tengu% /5 X 4k). However, finding noh plays with female children
is not easy. The noh plays highlighting female childreas their center is surprisingly few.
Therefore, study on female children in noh thehser not been a subject of research like
deranged womarkyojo J% %) and old womanrgjo 7). Therefore, | am going to explore the
depiction of female children in noh plays and exaasrtiow female children function in noh

theater.

! Shinban @, kyogen jiten.s.v. “sanbanmemona & H & ®.”

2 By “female child” here means a female child figytayed byokata -7, a child actar
% Since “a girl” can indicate a female child andaayg woman, the expression, “female
children/child” is used to descrilstvjo /)% in this thesis.
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Chart 1. How women get old in noh plays.

A female child §hvjo V%) is of great importance since she has the poigitnl be any

kind of woman in the future. A woman comes intonigeas an infant then becomes a female

child. After the manifestation of secondary sexrabteristics, she becomes a young woman
(musuméi). A young woman might appear as someone’s dau¢gaér no onnat @ %),
which means a woman of the vicinity. Then a yoummgnan marries a man and transforms into a

wife (tsumaz%), or, if she does not marry, she will work as ategainer such ashirabysshi H
1. If a wife delivers a child, she comes to be alrapthahat}). If a wife loses her husband,
she will be a widowrtibsjin &1 A). A wife or a mother will become an old womantwit

positive imagedna i), which is sometimes seen as a manifestationgofdaess. When an adult



woman who is out of family system gets old, sheobees a wicked, old womansfo & %). As

seen, a female child can be anything in her future.

Previous research related to female children in nokheater

As stated before, a role of a female child hasoeeh a popular subject of research. In
reality, the study of female children in noh theasedivided into the study of medieval children;
medieval women study; medieval human traffickingdgtand the study dfokatg which is
child actors in noh.

In medieval children study, Kuroda Hideo reseatictt@ldren of various classes in the
medieval period.Among studies of medieval women, Hotate Michilikawed how medieval
women lived symbolically and how they indicateditip@sition in their lives, and their social
status by their dreSsHe also introduced the dynamics of medieval woaethey grew.
linuma Keniji revealed the growing process mediex@nen took as well. He elucidated this
process in connection with social context, suchagstions for women, human trafficking,
economy, the idea of chastity, marriage, and childlf5 Fujii Sadakazu analyzed female
children’s growing process, focusing on its relasioip with sexual relationship and marriage.

In the medieval period, children’s lives were elas human trafficking. When people
were threatened by famine, selling children to hatnaders was a valid option for parentsoSat
Kazuhiko emphasized the importance of taking hutrefficking into account when people try

to understand medieval cultute.

* Kuroda 1989, pp. 89-96. The dynamics is illusttaia p. 40 in this thesis.
® Hotate 1986, pp. 17-18 and pp. 301-306.

® Hotate 2010, pp. 145-146.

’ linuma 1990, pp. 31-74.

8 Sab 1998, p. 3.



Of course, research d&okata -5 is also of great importance. Saitae went over the

noh plays that includkokataand found out that most roles playeddmkatawere living human
beings in the real world.

As surveyed, the research related to female @hildr noh can be seen in various
research genres in medieval studies. However gibgarch introduced here need to be integrated
so that noh plays can be comprehended more deélyhe understanding of the female

children’s significance.

Noh plays with female children
| chose six noh plays to analyzknen kojiH 8%+, Fuji’'s Drum (Fuji daiko & K
i#t), The Mirror of Pine Fores(Matsuyama kaganii: [Li$%), The Pool Sacrificélkenie i &),

Minase 7k #&jfi, andSkylark Mountair(Hibari yamaZZ 4 (l1).°

Below is the Introduction of Plays to be analyzedthis thesis
Jinen koji

A lay monk, Jinen koji is holding the last dayhié seven days of sermons. Before he
begins his sermon for the day, he receives a garasea donation and a letter explaining that the
clothing was given to him so that the offerer'sqras will attain salvation. The offerer is a girl
who lost her parents and sold herself to purchaselbthing to donate to him in order to help

her parents attain salvation after their death. Tiwman traders take her away from the

° | chose these works based on Nishino Haruo’s “Kojikyoku Sran (p)” w4 i Hiia &

() . First | picked up noh plays that might have feengiildren figures by looking at this
article. Then | checked the titles kimkushassmokuroku® £ H &%, Finally, these six plays
turned out to include female children figures plhyy kokataand to have been published as
typeset version.



preaching place and get on a boat. Jinen koji eatap with them. They argue whether the
human traders should release her or not. The slealkers tell him that they will give her up if he

dances well. Jinen koji satisfies them and bringisidack with him to the capital.

Previous Research odinen koji
Jinen koji F %X /& +- was written by Kan’am@lf#5.%° It is in the fourth category of noh

plays!! Its earliest record of performance is from 1432.

Various research ajinen kojihas been conducted. Roughly speaking, thereare fi
directions of research: content, Buddhist sermbissorical Jinen koji as a persahnen kojias
a part of Kan’ami’s creation, and adaptation.

Taguchi Kazuo wrote three articles &inen kojis formation. He tried to find out the
original version oflinen koji*?

Abe Yasub revealed thalinen kojipresented Jinen koji as an archetype of Buddhist
performer. The play consistently highlights Jineji ks a person who gets his way by speech
and rhetoric. Such an image had been an archefypedahist performet?

Kanai Kiyomitsu analyzes the play to appeal Jik@nas a person. He does not see Jinen
koji as a historical person, but a synonymous faddhist performers who joined the real world

opposed to the secluded Buddhist warld.

19 Kanai Kiyomitsu concluded that the basis Joren kojias played now was originally written
by Kan’ami and Zeami edited it (See Kanai 196&86§). In the same article (p. 44), he says

Kan’ami wrote the play and musico IMasayoshi said that Kan’ami wralenen kojiand Zeami
edited it (See & 1983a, p. 448).

1 Shinban @, kyogen jiten.s.v. “Jinen koji & #&J& .

12 Tokue 1968, p.27. It came frokenmongyoki& E1HEC.

13 Taguchi 1981 (as whole).

14 Abe 1986, p. 126.

15 Kanai 1963, p. 19.



Yamada Mitsue and Amano Fumio faclden kojito see Kan’ami’s creative process.
Yamada found similarity betweea€yiii JL{i. and Kan’ami’'s understanding on his audience.

Amano Fumio approached to this play from the viewpof Ashikaga Yoshimitsu’s influence
on Kan’ami’s creation.
Also, some scholars conducted research on adapiaitlinen koji such asMukoiri

Jinen koji¥ A H #&JE 1=, Hana Jinen kojift B 285 1=, andJinen monogurui SA4)%E.

Fuji’'s Drum

The author ofuji’'s Drum’s is unknowrt’ It belongs to the fourth category of noh
play® The oldest record of performance is on the twairth of the second month in 151%.

One day, Fuji, a skilled drum player, was killedAsama, an honored drum player.
Fuji’'s wife and his daughter visit a retainer o tfletired Emperor Hagiwara (1297-1348). The
wife recalls how Fuji decided to go to the capaatl expresses how much she laments his death.
Then Fuji’'s drum appears in her eyesight. The digmites the wife’s hatred toward music and
makes her attack it while her daughter tries tp $ier. Believing that the drum caused Fuji die,
the wife breaks it and satisfies herself. Thenviife and the daughter return home, leaving the

broken drum.

Previous Research orfruji's Drum

® For example, Tokue 1968.

'” According toNGhon sakusha eimon#EA{E# 73, the writer is Zeami. However, according
to Jika densh H Z{=+$2, the writer is Komparu Zenchiku (Seé 1983b).

18 Shinban @, kyogen jiten.s.v. “Fuji daiko & + K&%.”

91t5 1983b, p. 471.



Research oRuji’'s Drum has not expanded as much as the researdmen koji The
main research subject of this play has been tleegrétation of the play and the two words:
“shiuk” and “hanrg.”?° Matsuno $fi wrote an article analyzing Asama’s thought and'§uj
thought for their behaviorfs. Taguchi Kazuo explored the meaning shitils” and “hanr.” 1td

Masayoshi disagrees with Taguéhi.

The Mirror of Pine Forest

The author offhe Mirror of Pine Foresis unknown. This is in the fifth categofy. The
earliest record of its performance dates to 1340.

A man in Echigo lost his wife three years ago aahy is the anniversary of her death.
He is now married to a new wife and his daughterdliin a separate house. When he enters his
daughter’s house, she hides something. He sugpettisis daughter hid a doll to curse the new
wife. It turns out that she hid a mirror, which tleemer wife gave her and the daughter did so
because she believed that the mirror showed hereristface. Originally, the man bought it for
his former wife as a souvenir from the capital #melformer wife gave it to the daughter, saying
that the daughter should look at it when the daergtissed her. What the daughter believed to
be the former wife was herself. Then the ghoshefformer wife appears. Her watching god
from hell tries to bring her back with him. Howeydue to the daughter’s religious service for

the former wife, she becomes a bodhisattva andvétehing god returns to hell alone.

20 The meanings of the wordsstizka L 9 Z 9 and “hanb” in the phrase, Shiulé ga te 0
idashi Hand ga namida nite ma 9 Z 9 3 F&2W/E L 1 ZAL 9 DA ZITTH,” has
not been clarified.

21 Mastuno1952 as a whole.

%2 It5 1988, pp. 29-30.

23 shinban @, kysgen jiten.s.v. “Matsuyama kagarrii |1145.”

4 Nose 1938, p. 1267.



Previous research onThe Mirror of Pine Forest

Not many scholars researchElde Mirror of Pine ForestSen Shsei analyzedhow The
Mirror of Pine Fores's story was formed. He denied Saltyozan’s previous research thite
Mirror of Pine Forestevolved from a Buddhist sutra to a setsuwa st folding scrolls and
kyogen play, and finally to noh play. Sen suggeststtie@play developed from a story in
Konjaku monogatarish®

Tokue Gensei conducted holistic research on theegday. He showed the basic
background information ofhe Mirror of Pine Forestanalysis on the content, afitle Mirror

of Pine Foress relationship with other literary genres, suctsasuwa and logen?®

The Pool Sacrifice

The author ofrhe Pool Sacrificés unknowr?’It is no longer performed. This belongs to
the fourth and fifth catego’. The earliest record of performance is in 1546.

A man with his wife and his daughter living in tb@pital decide to leave for theeastern
country due to his social decline. En route, thep st the village of Yoshiwara, where people
sacrifice a person every year to the pond at Mi. Fhe very day when the family arrives, the
local people are going to sacrifice a person. Bleallpeople have the family draw lots to decide
who is to be sacrificed. The daughter draws thefona sacrifice. When a Shinto priest recites a

Shinto prayer, a messenger of the god of Mt. Fumes and declares that the god punished the

> Sen 1909, p. 11.

26 Tokue 1972, pp. 8-9.

27 Miyamasu #4 might have composed the play, accordin§hinban @, kysgen jiten.s.v.
“lkenie/EHE.”

28 Shinban @, kysgen jiten.s.v. “Ikenie/: .

29 Nose 1938, p. 1270.



serpent that ruled the pond and no sacrifice issgary from now on. He returns the daughter to

the parents and disappears.

Previous Research omhe Pool Sacrifice

The Pool Sacrificewhich is not performed anymore, has not beerarebed as
thoroughly aslinen koji Taguchi Kazuo wrote a short article on how psetsuwamay have
influencedThe Pool Sacrificd” Yamanaka Reiko’s research cov&re Pool Sacrificas well.
She analyzed the playwrights’ motivation, intentiand social background that led him to

internalize rituals in play%. Yasuda Séun’s research on the magéks or hebiguchi i 1,

mentionsThe Pool Sacrificas the possible use of the mask.

Minase

Minasés author is unknowrThis is classified as a play in the fourth categbry

Tameyo# fi: took the tonsure and left his wife, a daughter aisdn. One day, he visits
his hometown, Minasek f&j§fi. There, he sees his children. The children askthihold a

memorial service for their late mother without rotg that the monk is their father. While he
recites Buddhist sutra, the ghost of his wife appeahe reprimands Tameyo for not revealing
that he is their father. She also laments hertstludecause she can neither come back to this

world nor go to Hell. However, she attains enligiment due to Tameyo’s religious service.

Previous research orMinase

30 Taguchi 1988.
31 Yamanaka 1992.
32 Shinban a, kysgen jiten.s.v. “Minase K .
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Research on Minase is also limited. Torii Akio exed the theory of the repose of souls

by the contrast betweekizomegawa 4% JI| andMinase

Skylark Mountain
The author oSkylark Mountains unknown. It belongs to the fourth category. The

earliest record of performance is in 1596.

The Minister of the Right, Yokohagi no Toyon&fi#k ™45 K. &5, ordered his
retainer to get rid of his daughter, @shime 4z at Skylark Mountain, since he heard
slander about her. Therefore, his retainer andidughter’s wet nurse, dijF#{¢ hid her and

have been taking care of her for three years. @geTbyonari visits Skyark Mountain because
he heard that Gijohime was not guilty and that she was still alive.ridns into Jij and asks her
where his daughter is. Even though she was relutddell him, Toyonari and Gijchime

finally meet and share their joy of reunion.

Previous research orSkylark Mountain

Again, not many scholars have approached the reph $kylark Mountairyet. Many
studies on Ciijohime have been conducted, such as mandara anavaettidies. Nishino
Haruo conducted a detailed research on diversitiiefibretto®* However, he does not analyze

the content or the female children figures.

Again, female children in noh theater

33 Nose 1938, p. 1263. However, this record could becord of another noh play, Tair#,
according tdkaidai for Hibari yamain the vol. 4 ofYokyoku taikan
% Nishino 1976.
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As seen, even though the six plays include femaild égures, the research done so far
has not focused on such figures. Other aspectsasiBuddhism, Shinto, history, and so on have
been the “main topic.” Therefore, by viewing theseks again with an emphasis on female

children figures, we will be able to discover a nsarld that no one has opened.
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Section I. Motivation and Female Child
Children in noh plays are dependent figures. Tdreyalways with their parents or other
kind of protectors or controllers. However, anyreltéer, in any plays, has his or her own
thought according to which he or she behaves. @hild motivations are often neglected.
Therefore, someone’s motivation is prioritized mthr@n a female child’s thought. Going
forward, | will observe the six plays in terms béir relationship between female children and

motivation.

Motivation in Jinen koji

In Jinen kojj the female child does not speak at all. Despite her motivation can be
seen in her letter to Jinen koji. According to libiger, she would like to pacify her parents’ souls
and meet them again.

Jinen Koji: ‘Reverently | declare: concerningeguest for prayers to
comfort the departed. Herewith, one offeringToree Treasures and for
all monks. To wit, from my earnest desire that souls of my two parents
instantly know the Buddha-fruit, I humbly don&bethe Three Treasures —
one humble shroud. (He lowers letter, visibly @@y The Indian pauper
woman offered a garment to the monks to assureve future life; but
now a pauper girl for her parents...(He lifts letigain and goes on
reading.)

Chorus: ‘One humble shroud so costly one humitnleus! so costly, this
sorry life I'd quickly leave and with dear fath&rith dear mother, come to
birth on one same lotus throrid.’

She chooses her behavior based on this hope “ify e parents’ souls” and this hope is her
central motivation. To achieve the pacificatiore shooses to sell herself, purchase clothing,

and connect her with Jinen koji by offering thetiking™ so that Jinen koji will perform a ritual

% Tyler 1978, p. 142. This part correspondsiten koji, p.132, % -> TH$—[FA ULEIZ4F
LA All the translations in this thesis are editedtisat it will fit theargument.
% Clothing here is symbol for her conduct and cdrafder standard.
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for her parents. Nonetheless, she does not clalafys after selling herself. Pacifying the souls
of her parents is the only hope and the only thooghers.
In the case of human traders, their motivatioriearty stated.
Human Trader: Well you see, we in the trade leavardinal rule. And if
you’'d like to know what it is, it's just that oeave’ve bought someone,
we can't ever give the person back. So | can'yéel have het’
Therefore, preventing the child’s escape is themary concern. This is why they do not listen
to Jinen koji regarding the exchange for the fenshi& and the clothing because even if the
human traders get the clothing back from Jinen kiogly end up letting the female child return to
where she was.
Turning to Jinen koji's motivation, he says,
Jinen koji: Oh no, people could hear me preakhradred or a thousand
days. But when it comes to understanding goodeaiidthe girl is good
and the traders are evil, and both paths, godceaih, are as plain as plain
can be right here. Do you see what | méan?
This is why he has to cancel his sermon on therdbwday and chase the human traders. Also,

he says that he can discard his body for Buddtasting.

Jinen koji: the Buddha-say I've practice,
Chorus: yes, renounce the self did she and | sawst her?

Such beliefs enable him to tolerate the seriesmild performance as asceticihin addition,

due to such belief, he chases the human tradepsel@®ssible danger. Moreover, the most

37 Tyler 1978, p. 148. This part correspondditen kojip. 137, “< AfE— 2 & S8 E L.
38 Tyler 1978, p. 145. This part correspondditeen koji,p. 134, VU050 13~ 5 130
72Z.” Yamada Mitsue calls his decision at this poisplendid unification of theory and
practice” in Yamada 1993, p. 105.

3 Tyler 1978, p. 145. This part correspondditeen kojip134, YAEEIT D=0 T F%
BT ANzl

40 Amano Fumio interprets Jinen koji's performancasseticism in his Amano 2000, p. 6.
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vivid motivation for him was that Buddhists failing rescue those who sold their bodies are not
allowed to go back to their hut. It is seen in:
Jinen koji: But we in my trade have a cardinal arflexible rule. And that
is, that as long as we’re unable to save a pexmm we chance to find
in dire distress, we can’'t go back to our cetl, §ince your rule can’t be
broken, and mine can’t be broken wither, I'm abbut to get out of your
boat, even if you take me and the girl to the/\depth of the Nort#!
In order to exemplify the Buddhist teaching, he haghoice but to take the female child away
from the human traders.
In Jinen kojj the three characters’ motivations are entwined.
The female child’s motivation is influenced by atlhwo characters’ motivations. To pacify her
parents’ souls, she sells herself. She gives updmrol over her behavior, which means she
gives up her conduct of motivation. Therefore, $standard has to be placed under the
motivation of Jinen koji or the human traders dejeg upon who has direct control over her
over the course of the play.
By contrast, when Jinen koji and the human tradkxim the female child’s person, they
are actually claiming control over her behaviorother words, they are trying to put her

motivation under theirs. In the argument on theliced rule aiho <i%), Jinen koji represses

direct criticism to the human tradéfsHe does not evaluate human traders based on his
motivation. He understands that making a speechiat is right and wrong will not change the
situation. Thus, he accepts their claims and stdgespinion, which is his cardinal ruféBoth
Jinen koji and human traders are not arguing wdech motivation is right, but expressing their

motivations. On the surface, the plot is about Wweedinen koji takes back the female child from

“1 Tyler 1978, p. 148. This part correspondditen koji p137, “£ 7= 4L H 23T b ~fF L ¥
O EUE”

2 Yamada 1993, p. 106.

*3 Yamada 1993, p. 106.
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the human traders. Nonetheless, the actual corglighich motivation has the influence on the
female child.

However, from the female child’s viewpoint, evéiough there is a fight of standards,
which standard to come above hers does not matieng as she can pacify the souls of her
parents. In other words, if she cannot save hampsiby being rescued by Jinen koji, Jinen koji

hinders the girl’s goaf’

Motivations in Fuji’'s Drum

The plot ofFuji’'s Drum consists of three motivations: Fuji’'s wife’'s mattion, Fuji's
motivation, and the female child’s motivation. Tige believes that Fuji should have been
content with what he was doing by the time he tteedet promoted. She says,

Fuji's wife: | said to him (Fuji), “The musicignom Tenroji temple went
to the capital because he was summoned. Sincdgoot have the letter
from the emperor, if you go to the Court, it slablook like you are
judging the emperor. Moreover, you are a musigetting income from
this shrine and you serve the god. Besides W&t kind of wish do

you have?*®

Then she sees the drum as her enemy to reverngésama.

Fuji's wife: How resentful, oh my daughter, thégseny husband’s enemy
over there. Let us get revenge.

Fuji’'s daughter: That is a drum. You say irratibthings because you are
deranged after such an incidéht.

4 yamada points out that Jinen koji actually detiesfemale child’s decision by returning the
clothing and brings her back from the human tradeidamada 1993, p. 105. In other words,
Jinen koji denies the female child’s standard.

*> Translated by Yuri Sato. This part correspondsujp daiko, p. 164, %3725 HR0 9 ~ L Hi
LL%z.”

“*® Translated by Yuri Sato. This part correspondsiijp daiko, p. 165. ‘% & 1R & Lo vHic
WE~f7e & 2 & RS20
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Even though her enemy seems to be Asama, for @ehusband died because of the drum. The
drum symbolizes art for art's sake and his amb#é®a musician. Therefore, her enemy was her
husband’s ambition as a musician. If he had noedifor a higher social standing and honor,
she believes he would still be alive.

Fuji does not appear in the play. However, higoastdescribed by other characters give
the audience some insight into his motivation. MatSofa clearly elucidates Asama’s behavior
and Fuji’s logic. About Asama’s intention, Matsuexplains:

Asama was summoned and he proceeded to the kh@eurt, and he
should have been praised as an unequaled m&genms. Then, Fuiji,
without being shy, came from the countrysideh® ¢apital without
invitation. It goes without saying that Fuji wasallenging Asama. Fuiji
revealed his confidence to ignore Asama, and Asahonor was
somewhat damaged. In addition, it would not haattered to Asama if
no one talked about Fuji, but the people in thpdrial Court were
irresolute to choose one of the two drum playgiareover, they made
decision, based on an old poem like trick fotdrein. Such decision-
making could be elegant, but such a process alpnoged that Asama’s
ability was not different from Fuji's. “Damn iperformer from

the countryside, you'll pay for this!” | imagirieat Asama’s pride was
like that?’

About Fuji’s thought, Matsuo also states:
For Fuiji, as a musician who spent all his lifetfee position of drum
player, it was the only opportunity to attend seeen-days- concert in the
Imperial Court. If he does not try this time, Wil end up being just a
musician in Sumiyoshi, a musician in countryside.could not bear €

In addition,

To hope to stay as “a musician receiving stipagadd hope to be indolent
and to be prepared for depravity.

*" Translated by Yuri Sato. This part correspondglasuno 1952, pp. 22-23MiE & & T
ERICEY~FEFTRBINDLIDTHD.

“*8 Translated by Yuri Sato. This part correspondglatsuno Matsuno 1953, p. 235t & L T
II~Z TR WD TH D"

9 Translated by Yuri Sato. This part correspondglatsuno Matsuno 1953, p 24, 14 o> 45
N 72D THZ LIF~EEEZRIETDHZLETHD
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Turning to the female child, she does not staterwivation voluntarily. She reveals her
motivation for behavior by her response to her ragtRuji’s wife.
Fuji’'s wife: How resentful, oh my daughter, thésemy husband’s enemy
over there. Let us get revenge.
Fuji’s daughter: That is a drum. You say irratibthings because you are
deranged after such an incidéht.
When Fuji’s wife points at the drum and says th&t her enemy, the female child first denies
Fuji’'s wife’s understanding. The child originallgibks that Asama was the enemy. However,
after Fuji’'s wife says that her husband died duérton, Fuji’'s wife sways the female child.
Fuji’'s daughter: It is actually rational. We pattfrom my father because
of the drum. If so, the drum is my parent’s enekiviz¢ should get revenge
by beating the drunt.
Then she and her mother beat the drum togethditsftthe female child had her own
understanding of the incident, but she puts haughbaside for the time being and behaves
according to the motivation of Fuji's wife.

The conflict in the play, as we have seen, is betwFuji’s wife’s motivation and Fuji’'s
motivation, especially regarding art. This confi&tiisual on stage. In the latter half of the play
the mother wears Fuji’'s attire and the female chwégrs clothing for adult women. Thus, it
looks like a man and a smaller woman are dancuig sy side on stage. In doing this, Fuji
possesses his wife, that is, the wife temporantpedies Fuji’'s motivation. On the other hand,
the female child embodies the wife’s motivationdese the female child twists her motivation

for the moment and behaves for the sake of Fujifs.iow the contrast between Fuji’s

standard and the wife’s motivation is visually egented on stage.

* Translated by Yuri Sato. This part correspondsujp daiko, p. 165. ‘% &8 & Lo~ 72 &
e RSES

> Translated by Yuri Sato. This part correspondsujp daiko, p. 165, 3 (2 F 72 V) ~1R 7 % 5
Hg L
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Nevertheless, the unification of Fuji’'s motivatiand the wife’s is also taking place there,
as Fuji ‘s motivation is in the wife’s body and meotivation lies also in her body. Then, Fuiji
plays drum using his wife’s body. The sound finaligkes his wife say “How nostalgit?” Her
comment shows that she loves her husband’s sowatileshby his art for art sake and she shows
her attachment to the sound by saying “How nostalgand this discovery lets the wife vent her

spite for the drum and art.

Motivations in The Mirror of Pine Forest

The main motivations forminghe Mirror of Pineare three: the father’s motivation, the
female child’s motivation, and the mother’s motigat The father lives separately from his
daughter. He says that he would live with his cHitthe child was a son and now he lives
separately from his daughter because she is a tauglgoes:

The father: | would have liked you to live witrentf you were a boy, but
since you are a girl | had a house built for Jou.

This part shows his exclusion of his daughter agrdskandard and possible inclusion of son’s
standard if he had a son. Then he mentions thgli@eoe saying that his daughter made a
wooden statue of her stepmother and curse hdretirme.

The father: Is people’s talk true, then? Isuetthat you had a wooden

statue made of your new mother and call downesuos it every morning
and evening?

2 Translated by Yuri Sato. This part correspondsuip daiko p. 166, 502072070 L=
3 Translated by Yuri Sato. This part correspondsuip daiko p. 166, 502072070 L=0.”
*Ueda 1962, p. 56. This part correspondsladsuyama kagamp.520-521, ¥k B~1& v &< 72
D .11

*>Ueda 1962, p. 56. This part correspondslaasuyama kaganp. 521, “< TiZ A D H ¢~
BB GRS 5 L WSITED.
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In this statement, he let other people’s assumstioterfere with his trust in his daughter, even
though this assumption has not been pro&ased on the rumor, he laments his daughter’s
behavior, saying,

The father: If you long for your late mother, théeng for you to do is to

recite the sutra and pray. Only then will heratégd soul be able to

rest and you too will be reborn in the lotus feow in heaven. If you do

not do this but attempt a horrible thing liketthaur mother will be

forced to sink to the bottom of hell instead ofng to heaven, which she

justly deserves, and you too will be condemnegitdo the place for

sinners. What a shamé!
He focuses on what his daughter is thinking andgland is oblivious about his daughter’'s
thoughts on him. He does not think of what he &hdo, but what the daughter should do.

The motivation of the female child is based onredationship with her mother. She sees
the mirror when she is lonely because her motHdrtier, “Look in it whenever you feel
lonesome.®

In addition, she assumes her mother’s feeling.eample,

The daughter: Indeed, my father married my steparo
While on his sleeves remained the tears over wiyen.
He fears my mother is angry and will not showsk#r®
As seen here, what the female child believes todbenother’s feeling is the basis for her female

child’s motivation. However, her motivation is twed. The female child believes that her

mother is crying when she shows the mirror to hérdr as she says,

56 Tokue Gensei thinks the daughter cursed the stdmn{bee Tokue 1972, p. 6).

" Ueda 1962, p. 56. This part correspondslaisuyama kagamp. 521, fEZ#d# L < i ¥~
EELI X

*8 Ueda 1962, p. 56. This part correspondslasuyama kagamp. 521, $& L & B35 5~
L

*9 Ueda 1962, p. 56. This part correspondslagsuyama kagamp. 521, 1512531 T D~F
ELHIH60.)
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The daughter: Like the thread silkworms spinahh, mother, your

eyebrows are thin, your face is lean. Whom arepiaing for? You are

weeping before my face,

Or else, tears are hazing my sight. Oh, sorrdwWiiaé bright mirror is

clouded, it grows dimmer. That is my mother! Labkre, fatherf°
Of course she is actually seeing and showing Hezgghg and getting thinner. Thus, what she
believes to be her mother’s sorrow is her own serhat she believes to be her mother’s
motivation is her own motivation. She converted inetivation into her mother’s motivation
without knowing it.

Turning to the mother’s motivation, it is neceydarseparate what she thought when she
was alive and after her death. The mother tellslhaghter to see the mirror when she misses
her when she was alive. Nevertheless, she doesxpatss her motivation and thought to her
daughter. The only thing the audience can knowas $he wants her daughter to see the mirror
when she misses her and nothing else.

The female child’s motivation stems from her mothenotivation when she was alive.
Then the child begins to believe that her moth&wotshappy based on “the mother’'s appearance
in the mirror,” though it is actually herself. Tlpsocess of interpreting her own figure as her
mother converts her own motivation after her mdghéeath into her mother’'s motivation now.
The female child’s motivation becomes an extensiothe mother's motivation due to the
conversion caused by an appearance similar to b#ren In other words, she embodies her
mother’s motivation because she resembles her mothe

The father excludes his daughter’s motivationafutis territory, which means that he

excludes the mother’'s motivation. The mother da#shave specific motivation after her death,

but the mother transforms into a bodhisattva dugetadaughter’'s memorial service for the

%0 Ueda 1962, p. 56. This part correspondslagsuyama kaganp. 521-522, L2135 % &
~BREIRE ST
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mother. This means the act of converting the maoweof the female child into mother’s
motivation and being faithful to it was regardechamemorial service that brings the mother to
salvation. The watching god was a threat to thenertt and female child’s motivations because
the god was on the mother’s way to salvation. éfrtiother cannot attain salvation, that means
their standards are wrong. The father does nok tiiat the daughter is holding a memorial
service for the mother, but cursing her motherain.|As a result, it is proved that his thought on

his daughter is wrong. This consequence indirgutints out that his motivation is not right.

Motivations in The Pool Sacrifice

The main standards in this play are three: the locdivation in Yoshiwara, the father’s
motivation and the female child’s motivation.

According to the Shinto priest and the acolytes traveler of the day has to offer one’s
body.

The acolyte says: Each year at this place tlseaesacrifice at the Pool.
To-day is the festival of this holy rite, and a&k you to join in if*

In addition, the Shinto priest says,
The Shinto Priest: From ancient times till nosvtraveller has ever
lodged this night of the year at the Inn of Yegdna without attending the
sacrifice at the Podf.

No mater what the father says, the Shinto priedttaa acolyte do not listen to the family’s

situation. They do not explain the reason why thegd a sacrifice. They do not tell the family

what the local people’s problem is and how it carrdsolved through sacrifice. Their main

®l Waley 1921, p. 238. This part correspondikemiep. 732, “ T2 T — il g | 2 45 4 OMee

A~

®2\Waley 1921, p. 238. This part correspondikemiep. 732, “& J 0 It &5 DO f5 12— 52 &
L.
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justification for a sacrifice is their establishiadt of generational sacrifice as in the Shinto
priest’s statement.
The Shinto Priest: Indeed, indeed you have chusdistress. But from
ancient times till now
Parents have been taken
And countless beyond all knowing
Wives and husbands parted.
Call this, if you will, the retribution of a foren life. But now come with
us quickly to the shores of the Holy P8dl.
Turning to the father, he travels with his fanmelystward because of his social decline.

He introduces his situation as seen below.
The Father: | am a man who lives in the Capllybe because of some
great wrong | did in a former life...l have fallario trouble and cannot go
on living here.
I have a friend in the East country. Perhaps teldvhelp me. | will take q
my wife and child and go at once to the end$efast’
He lost his social standing in the capital and bexanable to support his family. Thus he
decided to move with his family from the capitakhe east, which is a less refined area than the
capital. In other words, he began the journey éoglace to protect his family.
When he and his family face the Shinto priestshégs them to let his family go:
The Father: | am a man of the Capital. Perhapaus®e of some ill deed
done in a former life | have built the pathwaynoy life, so | took who
lives in the East. Pray let me go on my \fay.
Conversely, local problem and situation have mujhio do with the family.
Another aspect of the father's motivation is thgital’s motivation: local people have to

take care of local sacrifice, not travelers fronstie® He reveals his capital motivation as

below.

%3 Waley 1921, p. 239. This part correspondikémiep.733, “FI2IF 12— H TS EHE~.
% Waley 1921, p. 236. This part correspondikémiep731, ‘9 <0 5 (2 — DB~ L A X 5.
%> Waley 1921, p. 239. This part correspondikemiep. 732, “EI13# D FE~i@ L THaIL v e

/\.11
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The Father: But it is for those that live hehmde that were born children

of this Deity, to attend his worship. Must a waret go with you because

he chances to lodge here for a ni§ht?
Also, he does the same thing in his statement:

The Father: But as | have said, for such rikethase you should take men

born in the place....No, | still do not understavwhy should a fleeting

traveller be summoned to this Pool-sacriffée?
However, the father cannot find a way out, andddke argument over the motivation, not due
to the local priest’ flawless argument, but becaafdbe priest’'s assertiveness. Thus the father
converts himself and behaves according to the locdivation. He indirectly shows his

conversion in statements such as:

The Father: But the father could find no wordspeak. He stood baffled,
helpless..%°

Also, he says,
The Father: What brave words! “If you or my fathad drawn this lot...”
There is great piety in that saying. (To his ywi{@®me, do not sob so
before all these people. We are both parentsrared have like feelings.
But from the time | set out to this holy lottesgmething told me that of
the three of us would be taken. Look! | am netray.”®
In these assertions, by praising his daughtery$iigs his loss in the argument over motivation

and thus he also accepts the local motivation.

% Oda Sachiko points out the paradox seen in thad logic of sacrifice in # 17 B 453 1 7]
KO~FJEERK L TWHWDHDOTHS”in Oda 1979, p. 38.

" Waley 1921, p. 238. This part correspondikemiep. 732, B~ —H [T 5372 5 .
% Waley 1921, p. 238. This part correspondskeniep.732, “H:ft D #fi g5 72 U iE — L5 <
fg.”

%9 Waley 1921, p. 239. This part correspondikemiep. 73, “X & W5 J7 6 72 < — A
=0

OWaley 1921, p. 242. This pare correspond&éniep. 733-734, (FIZIF 1T IT 7221 72 5 —
CEULBELRY
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Now, let’s turn to the female child’s motivatidBhe does not have a concrete motivation
or position toward sacrifice. However, she is aggihe idea of sacrifice. When the Shinto priest
and the acolyte try to make the family go to thelPihe female child and the mother says:

The Daughter and the Mother: And the wife andditd, crying “Oh,
what shall we do?” clutched at the father's siév

She does not want to sacrifice herself. After titbdr loses the argument of motivation, she
changes her attitude toward sacrifice. She says:

The Daughter: Do not sob so! If you or my fathad drawn this lot, what

should | have done? But now it has fallen to amg] it is hard for you to

let me ga’?
Given what she says earlier, she gives up clintpriter life because her father accepts his loss.
Her motivation is exposed to the local area becheséather’s motivation that protected her
standard from the outer world is torn apart. Foalgeople, she becomes a sacrifice for
Yoshiwara, but for her and for her family, sheasrsicing herself to protect her parents from
Yoshiwara.

Taking a look at the function of standards, inlleginning, there is a conflict between

two motivations: the motivation in countryside ahd motivation in the capital represented by
the Shinto priest and the fatiéfThen the capital motivation, or father's motivatitoses. The

loss also means that the journey to protect fafailg. The family cannot escape from local

motivation. The female child has a vague standainé. does not want to sacrifice herself, but she

Waley 1921, p. 239. This part correspondikémiep. 733, V2323 T A & — FA -

n.”

"2\Waley 1921, p. 242. This part correspondikede p. 733, 2 9 & D7z — 1 L 9 fie~."

3 Yamanaka mentions that the people in the capiaéiinterested in the frightening divine
service in east region. Also, she argues, “The tleggrcommon sense and the theory for people
in the capital would not work should have captutezlinterest of those in capital.” In addition,
she says, “The main point of this play is the cambon of the people from the capital and
divine service” in Yamanaka 1992.
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has to turn down her original thought and expresslew motivation that follows her father’s

new motivation, which is the local motivation tlzatraveler has to sacrifice his or her body. Her
standard was drawn from the situation. She acdeptéate. Then Hinomiko appears and lets the
people know that Fuji gongen changed his nifhich. other words, the highest motivation in the
hierarchy consisting of local motivation, fathemtivation, female child motivation, changes
since the local motivation is nullified by the Fgpngen. Then the father’s standard comes to the
top. Then, in terms of motivation, the father'sgomal standard gets called into question. It is

marginalized.

Motivations in Minase

In Minase Tameyo’s motivation and his wife’s motivation dine central driving force of
the play.

Tameyo entered the Buddhist path and became a atdvik Koya. Since he is Buddhist
monk now, he avoids all attachments and he caefidtis children that he is their father. When
the children first talk to him, he says,

Tameyo: How odd. Seeing the young person heiseigimy child.
However, | pretend that | do not know them ansspais placé®

Even though his children ask him to perform a servor the late mother, he does not tell the
fact to them. He says,
Tameyo: (To himself) How tragic it is that thelet sister and the younger
brother do not know that | am their father. (Tie thildren) To have

Buddha’s grace, you receive the Buddhist serfram@ a travelling
Buddhist. If so, | will stop by?

4 Oda points out the paradox in Fuji gongen in O8i29] p. 38.
" Translated by Yuri Sato. This part corresponddlimase p. 1930.
76 Translated by Yuri Sato. This part correspondslitmase p. 1930.
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He wants to tell his name to his children, but bsitates due to Buddhist teaching that he should
avoid attachments. Though he does not communid#tenis children as their father, he see
them as his beloved children, which means he &la¢id to them and he simply does not express
his attachment. This contradiction is seen in tagesnent as:

Tameyo: A thousand times, a hundred times, “Véeagprarent and

children.”

Chorus: He wanted to say and give my name to thetthinking that

telling his name will bring him a bad karma imsara, he closes his eyes

and he prayed to Buddha,

Tameyo: thinking, “due to my beloved children’sdélhist memorial

service and their relation with Buddhism, let ¢ist attain

enlightenment

Looking at the attitude of Tameyo, Torii Akio callameyo’s motivatioshukke tongan 152
J&E 158, the narrative of seclusidfiHowever, Tameyo iMinaseis not consistent with the

narrative of seclusion since he could not forgetualhis hometown and children, and he actually
helps his children.
Tameyo’s wife’s motivation is almost opposite @ffieyo’s motivation and her standard

is callednyonin nashitan % A\ %%, the narrative of female obsession by Tbtii.

Additionally, she shows that parents should be witiidren as much as possible by reuniting her
children and Tameyo. She envies Tameyo becauselive human who can still meet his
children, unlike she who is dead. Her jealousylmasseen in:

Tameyo’s wife: How envious. Since both the fatiied the children are in

the same floating world, they will have chanceneet again. If | return to
the Hell, when will | see my children even fosteort time?°

77 Translated by Yuri Sato. This part correspondslimase p. 1932.

78 Torii 1984, p. 106Shukke tor#an HiZZE 13, or the narrative of seclusion, means the
narrative of leaving the secular world and leavatigchment behind completely.

" Torii 1984, p. 106Nyonin nashitan, or the narrative female obsession, means thathsrof
woman obsessed with someone in the earthly world.

8 Translated by Yuri Sato. This part corresponddlittase p. 2933, $i £ L o— &5~ X"
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She implies that she wants to stay in this world take care of her children, but she cannot.
This is why she brings Tameyo and her childrenttogyre Regardless of Buddhist teaching, she
cannot forget children as in:

Tameyo’s Wife: Infants are yoke connecting méhwthree realms: the
realm of desire, the realm of lust, and the reaithout lust. Due to the
yoke, I can neither go to the realm of living pkx nor return to Hell, how
sorrowful. No matter how much suffering | receiwdnat |1 cannot forget is
my obsession to the realm of living people. Dmenly attachment to my
children and my longing for my husband, the éeiinon in Hell tortures
this body, entwines my black hair with its fingepulls down my black
hair, makes me sit and pull my black hair to bsittes, so | cannot stand
even though | try to stand and | cannot sit ebeaigh | try. This is
because of my karma. Even if | ask someone sanggtivhat on earth can
he or she answer. Even if | try to scream, | cafth

However, she becomes detached from blood relattoago Tameyo’s service for her. In the end
of the play, she says:

Tameyo’s Wife: However, due to such a respectfeinorial service, now
I leave the attachment of parents and childrmemhé sky, purple clouds
are floating and | hear music, | am thankful thaitain salvation, seeing
the purple clouds float and hearing mukam thankful that | attain
salvatior®?

Now from the children’s viewpoint, Tameyo left theand his wife for his afterlife. In
other words, Tameyo looked selfish to them. Thatterstanding of Tameyo is seen when they
explain what Tameyo did. They say:

The Sister and the Brother: Well, our father tadknsure for his later life.
Our mother and we were abandoned. We, both maticr
children, lived together crying like plovers. Hewver, since even our

mother passed away, we, the sister and the irdtfaee here to pay
tribute of flowers and watér.

81 Translated by Yuri Sato. This part corresponddlittase p. 2934, %k 713 — M~ & ¢ i o
‘ﬁ‘«‘.n

8 Translated by Yuri Sato. This part corresponddlittase p. 2934, ‘<L &4 — & 1) 237
% .11

8 Translated by Yuri Sato. This part corresponddlittase p. 2929, ‘< T & b AR —3 5 H
D5
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Also, they understand that Tameyo abandoned tmehthey lay accusation against
Tameyo. They say:
The Sister and the Brother: Our father abandarise@vho have nothing to
depend on like this. Due to the feeling causetbhging for him and
sorrow, we have dreams of our father who hagowte back to us. If
only the parting with him in the dream ceasesnly there is a chance to
meet him. If only there is a chance to meet ¥im.
However, finally they seek their father’'s help asrsin:
Tameyo: At a night in a lodging in the middletvelling
Tameyo’s Wife: the parent and the children naggtin as if in dream
The Sister and the Brother: The sister and tbéhbr cling to the father’s
sleeve®
When it comes to the female child’s motivatiorerthis not a distinctive difference
between the sister and the brother. Their wordsnameison most of the times. The slight
difference seen in the play was that the sistetdd¢heir moves in the story. When they appear in

the play, the sister introduces them as follows:

The Sister: These are the two children of a pevgao is called Tameyo
in the village of Minase in the country of T¥u.

Then both the sister and the brother explain tiaation.

This play begins with Tameyo’s narrative of seidaswhich he cannot firmly hold. The
children have to face hardship after their mothdeath due to Tameyo’s decision to be a
Buddhist monk. On the other hand, Tameyo’s wifepwghalso the children’s mother, was
supposed to leave the world without any attachrteeattain salvation. However, she cannot.

The reason is not only that she cannot stop beorged about her children, but also that her

84 Translated by Yuri Sato. This part corresponddlittase p. 2929, 9 E EET— L L b2
7.

8 Translated by Yuri Sato. This part corresponddlittase p. 2933, EL DL DK DIE~HR-IT
TG

8 Translated by Yuri Sato. This part corresponddlittase p. 2929, = AL H D [E—F12 T
e .”
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salvation will prevent her from intervening in hetildren’s life. In a way, she does not leave the
world completely to watch her children. In additishe takes advantage of Tameyo who is
trying to stay away from attachments and leadstbiget rid of his wish to lose any attachment.
Then she entrusts the children to Temeyo. She beséme from her responsibility and
attachment regarding her children and she leaeesdhhly world. Then she takes over the
conclusion of the narrative of seclusion. On theeothand, Tameyo gets together with his
children. In other words, he takes the conclusiothe narrative of female obsession. In this play,
children’ s motivation does not affect the plottia, the children’s existence supports and
consolidates the wife’s motivation. In the end, ¢ixéstence of the children weakens Tameyo’s
motivation and narrative of seclusion because hildren first talk to Temeyo and begin the
communication with him. Also, they are what theenfifas to hand to Tame§b.

The children are not necessarily related to thieatige of seclusion, but they are the
trigger of the narrative of obsession. Tameyo'sswifisses and cares about her children, not
Tameyo. Without children, her obsession does nginb&Vithout children, this play on the
narrative of seclusion and the narrative of obsesdobes not even take place. The children
enable the exchange of Tameyo’s wife’s motivatishich is the narrative of obsession and

Tameyo’s motivation, which is the narrative of ssabn.

Motivations in Skylark Mountain

87 Torii Akio, in Torii 1984, contrasts the noh plMinasewith Tameyo noashi % D %1, in
which Tameyo see swhat his children do but dodsimgiabout them and sees that they commit
suicide because he left the earthly world. Comp#wetis, Tameyo itMinasecomes to the real
world and communicates with it. TraRmeyo noashi, Tameyo is consistent in his recognition of
“the other world {1 % &3%),” in which Buddhists should avoid from blood radaship.
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This play begins with a wet nurseaJgnd Toyonari’s follower’s motivation.
Chajohime’s seclusion began because Toyonari tried toidj@f Chijohime due to a false
charge as the follower explains:

The Follower: Lord Toyonari has a daughter, lud tb a false charge
from a certain person, Lord Toyonari ordered mise his daughter at
Skylark Mountain between the country of Yamatd #re country of KF®

The follower could not leave @Gjohime, thus now he and djjthe wet nurse, take care of her.
The follower explains:

The Follower: | thought how | could end @éhime’s life. Thus | built a
hut roofed with brushwood and took care ofifchime in various ways.
Meanwhile, a wet nurse callediJplucks flowers on tall trees in spring,
and brings flowers on grass to villages and resecompassion from
travellers. | go to the mountains and cut brustavdn this way, we have
taken care of Gtjchime for three years.

Jiju raises Chjohime with trouble and hardship as she explains:

Jiju: Surely people in the past must have gone todhlkr of eternal youth
and immortality, gathering berries with histooy the emperor. I, too,
gather flowers with colors, wondering if | catai@ my lady’s life like a
dewdrop on the edge of a |€4f.

Since she deals with difficulties to protectidhime, she thinks Toyonari, who believed the
false charge, is not trustworthy and that he da¢sleserve Gijohime. She says:
Jiju: How surprising. You said, but do not remembemwttan Chijohime,
whom you lost by listening to someone’s slander in this world? No

matter what you ask, my body is now ceasinglliles in remaining in
bushes. What will you ask?

8 Translated by Yuri Sato. This part corresponddib@mri yama p. 198, ‘& ki Sl F % ~7K 1)
fg.”

8 Translated by Yuri Sato. This part corresponddib@ri yama pp. 198-199, ¥\/» 2 & LT
—E LK AR LT

% Translated by Yuri Sato. This part correspondditmri yama p. 200, 47120 — B ELD.”
91 Translated by Yuri Sato. This part correspondditmari yama pp. 202-203% /& (L3513t
BIEZ B DT2~T21 % D ol
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However, since Toyonari says that he sincerelyetsgvhat he did, she decides to let him meet
Chajohime. On the other hand, Toyonari's standard isstraightforward. He tried to get rid of
Chajohime due to false charge, but he regrets whalidhe

Toyonari: What you say is understandable, butgarnusee the father’s
heart regretting what he did in the color of regrs. Tell me where my
daughter is.

Jija: Well, do you really think so?

Toyonari: This should be an unbelievable thing, \arious deities in
Heaven and local deities see my regret clearlyias

Jiji: If so, enter heré?

In addition, he “heard” that Gifohime was alive and thus he comes to Skylark Maant
Toyonari says:

Toyonari: | could not change the fact that | lwst daughter and cannot do

anything about it. However, at such moment, rti¢laat my daughter is

still in this world. The hawking this time is maig but about my daughter.

| thought I might hear my daughter’'s whereabauns | have come here.

Now seeing you made me believe that my daughtklives in this world

as | heard®
In other words, he changed his understanding od&igyhter from an evil daughter to an
innocent daughter. Such attitude can also mearhthhas no trust in his daughter. He is driven
by indirect information from “someone,” rather thdinect information from his daughter.

When it comes to Gijohime’s motivation, it is hard to see. She utterty @mce in the

play to lament her current environment, as in:

Chajohime: Truly, the smoke from the kitchen stove heased; spring
days are hard to liv¥.

Thus, her motivation does not appear or affecptbe

2 Translated by Yuri Sato. This part corresponddib@ari yama p. 203, 3 Arii s 5 = &
PN~ BIX TR AEAY B

% Translated by Yuri Sato. This part corresponddibari yama p. 202, %05 & X (23772 &
AU~ thlc 5 & A

% Translated by Yuri Sato. This part corresponddibari yama p. 199, ‘7 A % 5 (24
Mz, EOHWEEI BB
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Observing the function of the two motivations: tree of Jiji and the follower and the
one of Toyonari, Toyonari disowns @bhime. Therefore, Gijchime had to leave her real
family and join a fictional family. However, Toyondries to find Clijohime due to “indirect
information.” Jija tries to prevent him from meeting @bhime, but she lets him see @dhime.
This implies that Jij thinks that a real father is better or more imgatthan fictional parents
and that their parental position and responsibditiave been temporary. Toyonari takes
Chajohime with him. The role of fictional family endshijohime ends up by moving among

the standard of real family, fictional family areht family without Clajohime’s consent.

Categorization of plays from the viewpoint of motiation
Based on the functions of the works in terms ofimations, the plays can be classified
into two larger groups: belonging type and extem&mbodiment type. Belonging type has three

subcategories, which are scrambling type, relatypg, and food chain type.

Categorization of plays from the viewpoint of motivation
l. belongmng type

a, scrambling type
{ L) Semen kifi
(21 Skanvlark Mouniain

b. relaying I}'p.-.'
(1) Minase

¢. food chaun type
(1) The Pood Sacifice

2. extension/embaodiment type
. pure embodiment and physical exiension
(L) Fufi s Dram,
b. warping embodiment/ phvsical extension
(1) The Mirree of Matsiovama

Chart 2. Categorization of plays from the viewpahtnotivation.
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Scrambling type includedinen kojiandSkaylark Mountainln these two plays, the main
conflict is who is going to take care of the femelhdd, which is scrambling the hold on the
female child’s standard for behavior.Jmen koji the main argument is whose motivation the
female child should belong to. 8kylark Mountainthe main argument is who should take care
of Chajohime, which also means under which motivation sth@@Hijohime be protected.

However, in both plays, it is hard to see whichiration the female children want to
belong to. The female child Ginen kojidoes not comment on the argument between Jinén koj
and the human trader. However, obviously, the aqunsaece came due to the fight between Jinen
koji and human traders. The female child has nla@mice on the conclusion of the play. In
Skylark MountainChuphime does not express her. Aslinen kojj she finally gets together
with her father due to the argument between Toyarat the Jij.

Minasebelongs to the relaying type. Though there iscth#lict of motivations between
Tameyo and his wife, it is different from the onelinen kojior Skylark Mountaingince the
mother is dead and the mother cannot have a faftictowith Tameyo. Rather, she has to pass
the children to Tameyo. She leads Tameyo to pdht s narrative of seclusion and brings her
children to him. Then she leaves the earthly wdrlather words, she passes some parts of her
motivation for behavior and her children to Tameyo.

The Pool Sacrificdéelongs to the food chain type. In the argumetitaftravelers have to
join the lot or not, the father loses. Therefoffegrathe lot, the female child becomes the sa@ific
but the order is cancelled due to Fuji gongen. Plos clearly shows the hierarchy of the

motivations: god’s standard, Shinto priest’'s mdiwva the father’s motivation and the female
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child’s motivation. The female child’s motivatiotaads in the most dangerous level in the food
chain of motivation.

Extension/embodiment type has two sub classiboatipure embodiment/physical
extension type and warping embodiment/physicalresita type. The former Buji’'s Drum and
the latter isThe Mirror of Pine Forest

In Fuji’'s Drum, which is pure embodiment/physical extension tyg®en the mother and
the female child beat the drum, the female chitdrimalizes her mother’s motivation and the
mother embodies Fuji’'s motivatioAlso, she is the mother’s actual child, which melagais
physical extension.

In The Mirror of Pine Forestbelonging to the warping embodiment/physical esien,
the base of the female child’s motivation stemsffter mother’s standard when she was alive.
Then she begins to believe that her mother is sadaher appearance in the mirror, even
though it is actually herself. In other words, sbaverts her own motivation into her mother’s
motivation after her mother’s death. The femaldédctioes not embody the mother’s pure
motivation. As she believes her appearance to benbther’s, she resembles her mother, which
means she is her mother’s physical extension.

In the belonging type, female children do not lwehiaased on their motivations. The
children work as equipment in the plot. The fenadigd in Jinen kojisells herself as the result
of her motivation, but such behavior appears omithe beginning of the play. After the human
traders buy her, she does not take action to chiaagsituation by herself. IMinase they end
up causing a conflict between Tameyo and Tameydts Wwut they do not take action to

intervene in the conflict. I8kylark MountainChiajohime talks only once.
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Female children are the cause of conflictdimen koji, MinaseandSkylark Mountain.

The female children in the three plays are rattkeréquipment to drive the play than characters
with their own motivations that lead them to do stimmg.

In The Pool Sacrificefemale child shows a little bit of personality tiwer behavior is
drawn from the situation, and forced by the sinatiThe female child ifthe Pool Sacrifice
does not cause the conflict, since the conflict between the local motivation and the father’s
standard. However, due to the lack of her own natittn and independent command of her
motivation, she is similar to the other female @teh in the plays in belonging type who work as
equipment.

In extension/embodiment type, the female childrame own motivations and reflect
them in their actions. Their motivations cannosbparated from their mothers’ motivations. In
Fuji’'s Drum, the female child put her motivations aside angepts her mother’s motivation for
the time being, embodies it, and beats the drurn aét mother while she is practicing the
“mother’s motivation.” InThe Mirror of Pine Forestthe daughter’s motivation stems from her
mother’'s motivation and she believes in her comeefimother’s motivation” and practices it. In
both plays, the female children act according tawthey believe to be their “mothers’
motivations.” In other words, they handle what thejieve to be their mothers’ obsession and it
makes sense that the mothers’ extensions of bdaghvare their daughters, act on behalf of

their mothers.
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Section Il. Age and female children
Age cannot be dismissed when it comes to femaldreh in noh plays. This section is
going show the meaning of the ages the femaleremltave. Since the relationship between age
and social expectation in the medieval periodfiedint from now, the analysis of the ages will
depend on three scholars: Kuroda Hideo, linumaiKang Hotate Michihisa. They conducted
research on how children grew up and how theirad@sipectation changed as they gr&w.

Below are the charts based on their descriptiohawm children grew in the medieval era.
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Chart 3. The chart showing how children grow acecwydo Kuroda 1989. The numbers show
the age of the children. (M) means male childrépir{dicates female children.

% For example, Kuroda 1989, linuma 1990, and HRat.
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As seen in the charts, some share similar unahelisigs of ages, but some do not. Thus, rather

than choosing one “right” map out of the three old like to use all of them and see the

similarities and differences.

Ages inJinen Kkoji

In Jinen kojj thefemale child’s age is clearly written. The humaader refers to her as

“fourteen years old or fifteen years old gitf.”

% This corresponds tdinen koji p. 132, “I-PU, FLiE2>Y 72 5 4. In Tyler 1978, the

translation is “a girl of no more than thirteenfourteen” because it is based d&inen kojiin

Yokyokush in theNihon koten bungaku taikei
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According to Kuroda, a girl who is fourteen yeals or fifteen years old is on the way to
be real adult’ At the same time, she is in a period when she&éd as an entity without sex or
androgynoug®

According to linuma, at fourteen years old orefgh years old, a female child enters the

human world and is recognized by her sex as a feotald 6hvjo 2> %2).%° There was a

possibility for her parents to sell H8f.She can get pregnaft- She enters the life of an adult
after getting mense$§?

According to Hotate, she weashibira#4, or abbreviated traimotoyuicii\ >, or
paper string to tie the haimo %, or train, andagai 5, or hairpin:®® Fourteen-year-old woman
should havenogiZ 7, the ritual of donning of the trail? In addition, she can mart{> The
age to be sold is roughly by fifteen years old. @ge to sell oneself is mostly after fifteen years
old.**®

There are some conflicts here, such as Kurodagayfourteen-year-old-woman was
treated as an entity without sex or androgynougenimuma says that a female child enters the
human world and is recognized by her sex as a teofald. However, she could behave as an
adult if necessary. She could be a child, and sb&lde an adult. Or she was both at the same

time. She could get married, and she could sefidierShe could have children.

" Kuroda 1989, p. 96.

% Kuroda 1989, p.96. Also see Kuroda 1989, p89.
% linuma 1990, p. 37.

19 linuma 1990, p. 38.

191 linuma 1990, p. 38.

192 jinuma 1990, pp. 39-40.

193 Hotate 2010, p. 31.

104 Hotate 2010, p. 147.

105 Hotate 2010, pp. 145-146.

106 Sajp 2003, p. 100.
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There are various positions regarding Jinen kajje. No description on his age is in the

libretto. According tdFashi kaden®\ 4 {1z, Jinen koji was sixteen or seventeen years3ld.
According toSarugaku dangif 572, Jinen koji is twelve or thirteen years ditf Ito

Masayoshi says Jinen koji is twelve or thirteenryedd1°° Nishino Haruo says Jinen koji
should be in his late teef®.Yamada thinks Jinen koji is sixteen or seventezars/old because
the time from sixteen years old and seventeen y#dris the period to form a generation while
twelve and thirteen years old is the period to reatgeneration and thus Jinen koji cannot be
twelve or thirteen years ofd?

Given Nishino’s opinion and Yamada’s opinion, hctude that Jinen koji is sixteen or
seventeen years old. It is hard to imagine a twethvhirteen-year-old male child protecting a
fourteen or fifteen-year-old female child who isl@i than he even if | take it into consideration
that women could be regarded as more vulnerabtertten at that time.

Now, | would like to take a look at the relatioisbetween Jinen koji's age and
historical meaning given that he is sixteen or seaen years old. According to Kuroda’s chart,
he is in the transitional period to be a true atfdlHowever, he could be regarded as a child as
well.*** According to Hotate, fifteen years old is the tifaecoming of agé* Thus, Jinen koji
could have had the ritual to be an adult. Thusrlkoji is similar to the female child; he is both

a child and an adult, but older than the femal&dckiho is fourteen years or fifteen years old.

197 Eiishi kadenp.60.

198 sarugaku dangip. 265.
199 1t5 1983a, p. 450.

110 Nishino 1987, p. 133.
111 yamada 1995, p. 114.
112 Kuroda 1989, p. 96.
113 Kuroda 1989, p. 89.
1M Hotate 2000, p. 147.
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There is no description about the age of the m#&ront of the gate in the libretto. In
addition, his role does not use masks. In noh gngathen an actor is without a mask, it indicates
d115

that he is a living male person at his prime inréed worl We could say he is between

thirty and forty-nine years old, given the defiaitiof sosnen:4, which means “prime” in

Nihon kokugo daijitert*°

The age of the human trader is not describederiltinetto either. The role does not use
masks and therefore, he may beat his pfith&hus, he is between thirty years old and forty-
nine years old.

Now, | would like to analyze the age and rangéhefcharacters in this play. The female
child is fourteen or fifteen years old. Jinen Ksjsixteen or seventeen years old. The man in
front of the gate is between thirty and forty-nyears old. The human trader is also between
thirty and forty-nine years old.

The female child is youngest, and Jinen koji esgbcond youngest. The man in front of
the gate may be younger than the human tradersodtie contrast between people. For example,
the young female versus young male, which is ferohilel versus Jinen koji. Good young man
versus bad non-young men, which is Jinen koji v&hsuman traders. Great young man versus
evil non-young men, which is Jinen koji versus hartraders. Thus the contrast between the

man in front of the gate and the human trader miesssevil versus evif2 If the contrast

115 Miura, Kanda, and Hori 2004, p. 6. According\ion kokugo daijiterssnenmeans the

period when a person is heartiest in one’s lifea marrow sense, this period indicates the thirties
and forties.

118 However, we might need to take it into considerathat the man is played bydgen actors
that do not use masks in noh plays.

17 However, again, we might need to take into consiifen that this role is played by the waki.
118 yamada points out that the man in front of thegsi@a model of ordinary people in Yamada
1995. Thus, his personality was designed as sontgeb@tween Jinen koji and the human trader,
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between the man in front of the gate is similathe contrast between younger, good Jinen koji
and older, evil human traders, the less evil manant of the gate should be younger than the
human traders.

Contrasting the female child to other characties female child and Jinen koji are
socially similar in several ways. They are botHatland adult at the same time. In addition, both
got out of their secure institution. In the femeleld’s case, she had to leave the family system
due to her parents’ death. In Jinen koji's casdefiénis Buddhist institutioh'® They are both
outsiders. The female child lost her family. Jitkefi left his original Buddhist institution.

Of course, different reasons brought them to lebe# original institutions. The female
child had to leave the institution due to her ptsetieath while Koji chose to leave at will. In
addition, the female child sells herself and maeethe next institution, while Koji makes his
environment he belongs to by himself, which is phes. He could choose where to go, and he
can choose if he protects the female child or not.

The big difference between the man and the fectald is available choices. The man in
front of the gate can choose to help the femallel drinot. The man tries to protect the female
child from the human traders at Jinen koji's preackhen the human traders try to bring the

female child with them, but he cannot.

which is somewhat sacred and somewhat evil. Thexefos age could be between Jinen koji
and the human trader.

19 |n Jinen kojiin Shincls koten shisej this is not written. However, iBoon gefiis T by
Zeami, %2 older version oflinen kojiis introduced. There, Jinen koji says, “I useti¢c
resident of a secluded world. In there, there wiasuse called bkaisha. The residents used
commandments as a fence and they did not allowfreilds to approach it. Thus, since they
gave up their secular life like this, they regatdree as their friends, and see poverty as richines
The dwelling of hermits is a place where the rasisielesire the window of Zen meditation.
However, even if | enter the mountain, perhapsisgeke source of the water of heart is still
difficult. Even if I mingle with those in the seeaulworld, the water of heart comes from the
same flow. Therefore, why should not the moon ofana be clear?”
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First Human Trader: | knew it! There she is! Ygmbring her here.

(He motions to the other Human Trader, who ggetuhe Female

Child.)

Second Human Trader: Get up!

(He leads her toward the Human Trader’s spottl&th the man in front

of the gate stands and heads for first pine.)

The Man in Front of the Gate: You won't get awash this!

(First Human Trader turns to the Man in Frontref Gate and brandashes

a sword.)

First Human Trader: I've business with her.

The Man in Front of the Gate: Oh well, if you'lsasiness with her, go

ahead?
On the other hand, the female child can only detdsell herself or not, to be bought or to be
rescued.

When we contrast the female child to the humattes again, she has less advantageous
choices. The human traders can decide if they bapmot buy her, while she can decide only
being bought or not.

When we turn to the relationship between the attars and their environments, we
again find a vivid difference between the femalédcAnd human traders. The human traders can
provide new environment for the female child, while female child had to receive whatever
they give to her anyway.

To conclude, even though female child and Jingnake socially similar and socially
children as well as adults, their possible decsiortheir life are significantly different. Jinen
koji can choose if he stays in a Buddhist institator not and if he will rescue the female child
or not. Also, he can make the environment surrdundas he wants it to surround him. The man

at the gate is not similar to the female childge.aSince he has the choice to help her or not,

again, emphasizes that she has less choices. Tinenhwaders seem to be the oldest characters

120 Tyler 1978, pp. 143-144. This part corresponds/to) 7= 0 {573~ 9 3 & & 1T AL T
GUA



44

in this play. They play the evil roles and bring fiemale child a harder situation, which is the
argument between Jinen koji and them. The humaersavividly highlight the vulnerability of
the female child by setting her aside while Jinej &nd they are arguing over who is the right
person to bring the female child with. In additidage to the human traders’ clear evilness in
society, they actually emphasize that the femailel chinnocent. Moreover, since they provide
her with a future institution to belong to and theth to offer to Koji, this also emphasizes her

lack of desirable choices she can make by herself.

Ages inFuji’'s Drum
OnFuji’'s Drum, Fuji’'s wife’s age is not written in the librettdherefore, it is necessary
to narrow it down from several aspects.

The first clue is the mask. The masks for Fujiife arefukai 7} andOmi onnairiT.
121 : 122 Fe . _ H’?g = . .
7z, andshakumit 2..%“ Fukai is a mask for the role of middle-aged worfami onnais

for the role for young womeishakumis also for the role of middle-aged wonah.

The second clue is the costume. The blue costarite Fuji's wife!* Blue is for women
between thirty years old and around forty years‘8i@hus, she should be in herthirties.
However, since sometim&ani onnafor young woman can be used, she should be ig earl

thirties.

121 Fyji daiko, p. 160.

122 Miura, Yoshioka, and Hori 2004, p. 163.
123 shinban @, kyogen jiten s.v. ‘nemenfE.”
124 shinban @, kyogen jiten s.v. ‘nemenfE.”
125 Ejji daiko, p. 160.

126 K obayashi 2000, p. 216.
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Fuji’s wife is not supposed to bear child anymsirece delivery was expected from
women younger than thirty years dfd.Also, since turning thirty years old, she is refgat as
old.*?® linuma says that women become able to enter thieus barrier when they get around
sixty years old due to menopau$&in other words, she is less “female” as she gelero

The age of the female child is not written in libbeetto. She is called chilké 1) by the

shite”*® and young ladyhime/i), by the shité>* The example of the former can be seen in the

scene below.

Fuji’'s Wife: We are a wife and a child of Fujipausician from Sumiyoshi
in the country of Tst*?

The example for the latter is in the scene below.
Fuji’'s wife: How resentful, oh my daughter, thé&seny husband’s enemy
over there. Let us get revenge.
Fuji’s daughter: That is a drum. You say irratibthings because you are
deranged after such an incidéfi.
Given that Fuji’'s wife is in early thirties and wemwere supposed to bear children after
fourteen years old as linuma saysroughly speaking, the female child should be yaurigan
sixteen years old. In addition, given her maturedvéor and exchange with Fuji’'s wife, she

cannot be younger than ten years old. A good exawighe mature behavior by the female

child can be seen here:

127 Hotate 2010, pp. 160-162.

128 Hotate 2010, p. 161.

129 linuma 1990, pp. 69-70.

130 Fyji daiko, p.162.

131 Fuji daiko, p. 165.

132 Translated by Yuri Sato. This part correspondsujd daiko, p.162, “= FUI% i E~ZE01-
e

133 Translated by Yuri Sato. This part correspondsujp daiko, p. 165. ‘% & 1R Lo /sl
WE~fh7n & 2 & 2 mESERR.

134 linuma 1990, p. 38.
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Fuji’'s Wife: How resentful, oh my daughter, th&seny husband’s enemy

over there. Let us get revenge.

Fuji’'s Daughter: That is a drum. You say irrafbthings because you are

deranged after such an incident.

Fuji’'s Wife: Such words by a regrettable persbime incident in which my

husband whom | parted without satisfaction died tb the drum. The

resentful thing is the drum. Let us beat the daimny husband.

Fuji’'s Daughter: It is actually rational. We padtfrom my father because

of the drum. If so, the drum is my parent’s enekiviz¢ should get revenge

by beating the drurt?®
In the scene above, the female child cogently pant that the drum is not the enemy.
Nevertheless, after hearing Fuji’'s mother’s underding of the situation, she puts her rational
thought aside and behaves as Fuiji’'s wife thinkgglgt. Such behavior is quite mature since the
female child can twist her thought for a while foe sake of her own mother deranged after
Fuji’'s death, Thus, her age should be betweenridrsixteen.

Now let us take a look at the female child’s age s historical meaning. For a female
child, being ten years old is after the time wheogie begin to recognize her as a female child
belonging to the human reaffif. When she turns twelve or thirteen years old, thesitional
period to be an adult begins and it ends at theoigeenty®’ In addition, the beginning of
menstruation means the end of the period of beiiegnale child and the entrance of the period
of being an aduft®® Also, a female child wears an abbreviated tra@pep string to tie the hair,
train, and hairpins that mark being an adult, lgtan at the age of twel&® In addition,

women get married after fifteen years 618Given all this, a female person who is older tteam

and younger than sixteen years old can be a clitallvas just gotten social recognition as

135 Translated by Yuri Sato. This part correspondsujp daika, p. 165, ‘% &R Lo~R A%
FO3 LY

136 linuma 1990, p. 37.

137 Kuroda 1989, p. 96.

138 linuma 1990, pp. 39-40.

139 Hotate 2010, p. 31.

140 Hotate 2010, p.146.
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female, a female child going to be an adult wonaanadult woman who cannot marry, or an
adult woman who can marry. Nonetheless, most ctersiics seen here are the characteristics
of a female child transforming into an adult. Thwe, can say that the daughteFmi’'s Drum is

a female child changing into an adult.

Fuji's age is not described in the libretto. Tmdycclues are a helmékabuto5t) and
hunting robegkariginu#¥4<), which are not sufficient. Also, the age of tieeainer of the retired
Emperor Hagiwara does not appear in the librett@ dnly clue is his bare face without mask
(hitameni&_ ). Therefore, he could be between thirty yearsaold forty-nine years old. A bare

face is an insufficient to determine his age. Whahore, unlikelinen koji there is not a good
structure of comparison and contrast.

The most vivid contrast in terms of age is betwiejiis wife and the female child.

Fuji's wife is getting out of the period as a womarterms of age, while the female child is
getting in the period of a woman in terms of age.

The interaction between Fuji and Fuji’'s wife fdredows the female child’s future. After
the union with Fuji, Fuji's wife gets over her obs®mn with Fuji and her hatred for the drum,
while the female child plays the role of Fuji's wiin the performance to summon Fuji. The wife
was with her husband and was obsessed with hingdsihe ceases to be a woman as she gets

old, she becomes free from obsession.

Ages inThe Mirror of Pine Forest

The father’s age cannot be determined by his castffhilso, he does not wear masks.

1“1 The father's costume &5 341, which does not requires certain ageShinban @, kyogen
jiten. s.v. “Matsuyama kagariz|1145%.”
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The mother’s age does not appear in the libaettbher costum&? but there is a clue,
which is her mask. She uses the maskaske onnd# Z. This mask is used for elder entities

with supernatural powef? However, it is not clearly for old women. Thusyduld say this
mask is for a character that is not young and amgghe mother as in her thirties.

If the woman is in her thirties, she is not sugubt bear child anymore since delivery
was expected from women younger than thirty yelt$*8 In addition, a thirty-year-old woman
was regarded as of® According to linuma, women become able to entgpigtual barrier
when they get around sixties years old due to meusgi*® In other words, the mother in her

thirties is ceasing to be a “woman.”

In terms of the age of the female child, she Ikeddyoung lady (hime#)” by the

147

waki,**" and “young persoritokenaki mizh & £)” by the chorus:*® However, none of them

indicate her age. Neither does her costdffielowever, the age of the female child can be
figured out given her mother’s age, which is in thieties.

Due to theshakumimask, we can say that the mother was in herébistihen she passed
away. Thus, the daughter can be twenty-eight yadrthree years after the death of the mother
if the mother had her daughter when she was fourtears old, the earliest time to have a child.

If the mother passed away when she was thirty-yeaes old. the daughter could be three years

1*2I'he mother’s costume isizu goromaok 7%, which does not requires certain ageShinpan
na, kyogen jiten.s.v. “Matsuyama kagariz | 1185,

13Shinpan @, kyogen jiten.s.v. “romenfEfi.”

144 Hotate 2010, pp. 160-162.

145 Hotate 2010, p. 161.

148 Jinuma 1990, pp. 69-70.

147 Matsuyama kagamp. 520.

148 Matsuyama kagamp. 522.

19 The costume for the female childkaraori /& ¥ . In Shinpan 4, kysgen jiten s.v.

N2 9

“Matsuyama kagami LI $5.
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old three years after the death of the motherafrttother had the daughter when she was thirty
years old and passed away right after the birtieofdaughter. However, the daughter cannot be
twenty-eight years old because a child actor plaggole of the daughter. Thus, the oldest
possible oldest age for the daughter should betywegars old, given Kuroda’s idea of
transitional periotf° for children to become adults, that begins ate of twelve and ends at
the age of twenty. On the other hand, the youngessible age for the daughter is eight years
old. The mother told the daughter to look at theraniwhen she feels lonely as in:

The Daughter: My poor mother in her last momeatge me this mirror

And told me: “This is a keepsake | leave for yay, child.

Look in it whenever you feel lonesome.”

So, one day, | looked in the mirror

And found her face, even younger than befgte!
Such communication should not suit a child whoaanger than five years old. Thus, the child
should have been older than five years old whembiher passed away. In that case, the
daughter should be older than eight years old wheiplay begins. Thus, the age of the daughter
is between eight years old and twenty years old.

The female child’s age range, which is betweehtejgars old and twenty years old,

overlaps a lot with the transitional period to beal adult, according to Kurod? Also, it is in
the period where female children get to wear aneabated trainpaper string to tie the hair, and
hairpin, as markers of being an addft.Also, this period means the female child can g4t

To compare and contrast between the female chdchar mother, the mother is getting

out of womanhood. On the other hand, the femallel chin the transitional period of “becoming

150 Kuroda 1989, p. 96.

151 Ueda 1962, p. 56 This part correspondslagisuyama kagamp. 521, % 13 L-=CREH A~
EHRE TR ZE~IL

152 Kuroda 1989, p. 96

153 Hotate 2010, p. 31.

154 Hotate 2010, pp. 145-146
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an adult.” The resemblance between the mothertantetmale child plays an important role.
The mother’s life can foreshadow the female chifdtsire, especially when we take the female
child’s appearance into consideration. The ferohlil’'s appearance reproduces her mother’'s
young days as she interprets her own face as thigen'®face looking younger than she
remembers:

The Daughter: My poor mother in her last momeatge me this mirror

And told me: “This is a keepsake | leave for yay, child.

Look in it whenever you feel lonesome.”

So, one day, | looked in the mirror

And found her face, even younger than befgre!
Thus, the appearance shows the female child’sduithe father should have seen this face
when he gave the mother the mirror.

The stepmother’s existence cannot be dismissedageand other information are
unknown. She is the counterpart of the originalhmoiwife. However, now the female child
resembling the young mother is in front of the &tihe female child and the father will not get
married, but the female child symbolically appeaith the mirror, which he gave to his wife. In
a way, the female child is reproducing the pasheffather and the mother. She is the copy of
the mother. The contrast transforms into one batviee young mother and the stepmother. By

setting the age of the female child and the mathsuch a way, the playwright enabled a

delicate, virtual contrast between the mother wétemwas young and the new stepmother.

Ages inThe Pool Sacrifice

155 Ueda 1962, p. 56. This part correspondslagsuyama kagamp. 521, 95 1% Lo REEVRT~%t
FHROX TR AR
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The Shinto Priest’s age is hard to narrow dows. ¢distume does not indicate his age.
Since he is played by the waki, he does not weaksta® Thus he should be between thirty and
forty-nine years old.

It is hard to determine the father’'s age as wW#HB.costume does not indicate his age.

The mother wears a costume without red, which meae is between thirty years old
and forty years old>’ In other words, she is being less “woman” as stgetting older.

The female child’s costume does not show her &ge.is called young ladhi(me or
young persondsanai hito%ju > A).

The Daughter and the Mother: And the wife anddiiéd, crying “Oh,
what shall we do?” clutched at the father's sk8¥

However, such titles do not indicate her age. Titlg bint wasotome Z.7¢. Otomemeans
“adult woman who has not been marriéd.Kuroda says between twelve and twenty years old

is the period to be real adult® linuma says the beginning of menses means thefdifd as a
female child and the children enter the life of ladt! The ritual to make a female child an adult
can take place when she turns twelve years®loh addition, “adult woman who has not been
married” means she can marry but has not yet. Warnehl marry from thirteen years oitf

Pregnancy was expected from fourteen-year-old waiménirty-year-old women®* Thus, it is

158«The Waki's roles are always male, living humafisus, the waki does not wear masks.” In
Shinban i, kyogen jiten.s.v. “waki 7 .”

157 Kobayashi 2000, p. 216.

158 \Waley 1921, p. 239. This part correspondikémiep. 733, V2328 T A & — A=
" .” The underlined “the child” correspondshime.

139 Nihon kokugo daijiters.v. “otomeZ. .”

160 Kuroda 1989, p. 96.

%1 jinuma 1990, p. 39-40.

162 Hotate 2010, p. 31.

183 Hotate 2010, p. 145-146.

164 linuma 1990, p. 38.
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fair to say thabtomeis older than thirteen and younger than thirtyrgedd. However, the
period when menses begins depends on the persosa fdhnow we say thatomeis between
twelve and thirty.

The mother’s age is between thirty years old andrad forty®® due to the costume. If
she delivered a child early, she should have beerden years old when she had the female
child, which means the female child should be twesmt years old if the mother is forty years
old now. This is the estimation of the oldest afjthe female child. However, according to
Kuroda, the transitional period for a child to meamlult ends at the age of tweht§. Thus, the
oldest possible age for the female child is twemars old. The female child is younger than
twenty years old. The play does not have descriptwith which we can estimate the possibly
youngest age of the female child. However, we taply stick to the definition obtome which
means a female person older than thirteen yearamald/ounger than thirty years old. Thus, the
female child should be between thirteen years nttteventy years old.

To arrange what was already mentioned before gdmtween thirteen years old and
twenty years old mean one can be an adult, caryiraard can get pregnant.

As seen, analysis on the age of male characteysnsafficient. However, the age of the
mother and the female child could be narrowed ddven-uji’'s wife inFuji’'s Drum, the mother
in this play is ceasing to be a fertile woman. Hegrethe female child is in the early part of the

period as a fertile woman.

Ages inMinase

185 K obayashi 2000, p. 216
166 Kuroda 1989, p. 96.
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Tameyo’s age cannot be determined due to inseffialues. However, since his role is
played by the waki, he should not be wearing mabkas, we can say that he is between thirty
years old and forty-nine years old.

Tameyo’s wife’s age cannot be determined by heturne. However, she wears a mask
of yase onnaThus, her age is in her thirties as the costumiut red color.

Various words to refer to the children appeahim play, such as beloved chilehfoigo
OV, young child ¢sanaki mond1  7%), child ko 1), and beloved childnadeshikdf 1-).
Omoigois seen in the following scenes:

The Sister and the Brother: Our father abandaisedho have nothing to
depend on like this. Due to the feeling causetbhging for him and
sorrow, we have dreams of our father who havecaote back to us. If
only the parting with him in the dream ceasesnlfy there is a chance to
meet him. If only there is a chance to meet Him.

Osanaki mon@andko can be seen in Tameyo’s statement:

Tameyo: It is mysterious. The young childresre in front of me are my
childrenfrom the past®®

Nadeshikas found in this scene:

Chorus: | (Tameyo) think | want to tell his natoehe children
However, | close my eyes due to the fear for myria of reincarnation.
| recite Buddhist sutras.

May the ghost attain salvation,

May the ghost attain salvation,

The ghost for whom my children hold memorial $eev®®

However, these words do not specify the age o€lfiidren’™

%7 Translated by Yuri Sato. This part corresponddlittase p. 2929, ¥ E EET— L L b2
7¢.” The underlined “us” corresponds amoigo & O 1-.

%8 Translated by Yuri Sato. This part corresponddlittase p. 2930, 7~ E 72 ~H 3 -1
Tf&.” The underlined “young children” corresponds ts&nakimonds) & #,” the underlined
“children” corresponds tokb 1-.”

1% Translated by Yuri Sato. This part corresponddittase p. 2932, % 3 5130 & (T HA~ L
H~ER 72 HE#~X.” The underlined “the child” corresponds teetdeshikan 1.
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Now | would like to see the age of the youngettheo He wearbakamass. Male
children had the ritual callethakko#5# at the age of seven or eidfit.Thus the brother should

be older than seven. Nonetheless, the male chadidmot be an adult fully, thus he is younger
than twenty years olf?

The female child should be older than eight githehmale child’diakama
Nevertheless, she is called or child, thus she should be between eight yeldrarad twenty
years old in broad estimatidf? In tight estimation, she is between eight yeatisanid sixteen
years old, which is the first half of the transii@d period to be a true adult by Kuroda because
the mother still wants Tameyo to look after botiidrien. This means protection and direction
are necessary for the children, which means tHdreimi including the female child cannot be an
adult yet and cannot be in the transitional peyed

Again in this play, the mother is ceasing to heoanan in terms of age. However, the
female child will enter the period as an adult wanoais in the period of transformation from a
female child to a female adult. The younger brothidiralso be an adult. In other words, the
sister and brother are both “adults-to-be.” Thehmapbtvho was ceasing to be a woman and who
ceased to be a living human left the human sphetelameyo, who ceased to be a secular man
returned to his hometown and is united with hisdren who are going to be adults. The mother

leaves the human world and brings the childreinéonhan who left the secular world and now

170 There is the worenidorigo, which means a child younger than three yearsHdsvever,
since the part including this word is based on Bustdhought, it is not proper to take this
midorigoliterally.

171 Kuroda 1989, p. 94.

172 Kuroda 1989, p.96.

173 Kuroda 1989, p.96.
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Tameyo is going to protect them. She brings Tanteybe children so that he can make sure
they become adults.

Unlike the other plays, this play has two childr®me is female and the other is male.
The most likely explanation is that the playwriglgnted to show two different kinds of paths
of life: female life and male life. That means #hare two ways to be an adult that are
foreshadowed by Tameyo’s wife and Tameyo. The ferohild will care for her children after
her marriage and having children. On the other hdrabrother may get exhausted in the world

and leave the secular world, but will be broughdioia his children.

Ages inSkylark Mountain

| would like to start from Jij's age. She weatsaraori without red color:’* This means
she is between thirty years old and forty years 6l&he is ceasing to be a woman. In other
words, she is being less “woman” as she is getidgr.

Toyonari is played by the waki with no mask. Thhis,age is unclear. However, he
should be between thirty years old and forty-niaarg old.

Chajohime wearskaraori with red*”® Red means the woman is around twenty years
old.*’" However, this role is played by a child actor. $hine best estimation of the female
child’s age would be between fifteen years old avehty years old, taking Kuroda’s idea of

transitional period into consideratioff.

174 Shinpan B, kyogen jiten.s.v. “Hibari yamaZZ4£ (L1.”
175 Kobayashi 2000, p. 216.

178 Shinpan @, kyogen jiten.s.v. “Hibari yamaZZ4£ (L1.”
177 Kobayashi 2000, p. 216.

178 Kuroda 1989, p.96.
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Because of her age range, she could have thétotasark her coming of age such as an
abbreviated train, paper string to tie the hadinirand hairpin’® Also, she can marrf°

The female protector, dijof the female child is ceasing to be a woman. fedfemale
child is entering the world of adults and transforgifrom a child to an adult. She could be a
child or an adult socially. However, in this plaje does not express her thought. The plot is
carried dominantly by Jdijand Toyonari. In this play, even though the fenchliéd Chijohime

has the possibility to function socially, she doesat all in the plot.

Conclusion

The ages of the female children are as followsinen kojj fourteen or fifteen, ifruji’'s
Drum, ten to sixteen, ifhe Mirror of Pine Foresteight to twenty, imMThe Pool Sacrificesixteen
to twenty, inMinase eight to sixteen or eight to twenty andSkylark Mountaintwelve to
twenty.

All the female children belonged to human wdftlAll the female children are older
than eight, which means their sex is recognizédll the female children have the possibility to
be in the transitional period to be adult.

The contrasts between adult woman and a femdts eind between motherly figure and
female children are always seen. For exantplg;s Drum, The Mirror of Pine ForesiThe Pool
Sacrifice MinaseandSkylark MountainAll the motherly figures are “ceasing to be a vamyi
which means she will not be able to bear childmeshia less female. On the other hand, the

female children are entering or in the period &m&form into adults.

179 Hotate 2010, p. 31.

180 Hotate 2010, p. 145-146.
181 Hotate 2010, pp. 145-146.
182 linuma 1990, p. 37.
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Such juxtaposition is foreshadowing the futuréhaef female children as seenFnji's
Drum, The Mirror of PineandMinase Also, the juxtaposition enables the female ctold
reproduce the past as seefire Mirror of Pine Forest

At the same time, the juxtaposition shows the maitgation of females. IiThe Pool
Sacrifice the mother is fully adult, but is fairly quieth&does not express her thought and is
obedient to her husband. The female child formgh@urght simply because she had to after the
argument between her father and the Shinto pifiesiis play, both mature woman and the
female child are marginalized. 8kylark Mountainthe adults, Toyonari and @iglominantly
carry out the plot. Gijohime does not work to shift the plot at all.

Also, a contrast between female child and malEldauld be seen idinen koji Jinen
koji and the female child are socially similar duehteit age. But they have totally different

power over their life.
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Section Ill. Spheres and Female children
The concept of spheres and boundaries are signifresearch subjects in the field of
Medieval Japan. The female body brings children ddmot belong to this world yet, but will
after they turn seven years dff When a woman is giving birth to her child, she mignter the
other world by her death. Female children havepthtential to be the gate to connect different

worlds.

Spheres inJinen koji
Before going into his argument, Torii Akio’s arétl* interpretinglinen kojiin the
context of spheres needs to be introduced sinsatticle is the basis of this section.

Torii analyzeslinen kojiwith the framework of Kai 5%, ” which means “sphere.” In his

argument, a “sphere” indicates a dimension endralih a barrier that cannot be surpassed
easily. Thus, the examples of spheres are the sgfigod, the sphere of people, and the like.
Each sphere is mutually exclusive. The entitieim¢jun one sphere does not or cannot live in
another sphere.

Torii seeslinen kojias a story of a child’s sacrifice and regenerationie interprets the
narrative of human trafficking as sacrifice for thepernatural sphet&® The incident where the
human traders appear in the Ungoji temple andttekxéemale child away means that the entities
from another sphere are invading a religious spadee city’®’ Jinen koji leaving the Ungoji

temple endangers Jinen koji’'s religious space sinoeans his activities to solicit contributions

183 See the charts in the section |I.
184 Torii 1991.

185 Torii 1991, p. 44.

188 Torii 1991, p. 45.

187 Torii 1991, p. 46
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are a setback and his religious space will facalgrger of collapse. However, by leaving the
religious space and approaching another spherehvigDtsu, Jinen koji's identity as a
performer can be attainéf His performance is directed to the supernaturlaéepbehind the
human trader§® The human traders asking Jinen koji to show higdaneans that the
supernatural sphere gives Jinen koji the triggeeteive grace from the supernatural sph&te.
Then Jinen koji's shows various performances andtipernatural sphere gives Jinen koji the
identity of performer:™ The child regenerates in the human sphere whererifinally belongs
after being the sacrifice for the supernatural sphehis means children have to come into being

in human sphere and the parents have to have senhettha memorial service for thetf.

HH: tnr‘l-huf

sphere

+he sure:-m-lurnl a-i‘ﬂq,
Mn'hhm:r-l'n )

the Unjﬂi -'m...rh

+he human traders4— «——tthefemale M _ Tnen F-nj'f

188 Torii 1991, p. 46.
189 Torii 1991, p. 47.
199 Torii 1991, p. 48.
91 Torii 1991, p. 48.
192 Torii 1991, p. 50.
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Chart 6. Torii’'s concept map fdinen koji

Now | would like to rethink the structure givenTorii's concept of external sphet&,
Basically | agree with Torii, but my interpretatiohthe correlation of the characters is different
from his.

First, Jinen koji should be from a sphere, whihoat the supernatural sphere or the
capital. Jinen koji “appears” in the capital fos lsermon, which means he is from somewhere
else. Therefore, Jinen koji is from the Buddhidtese standing at the opposite side of the human
traders. Torii implies that Jinen koji is from sonteere else, but does not clearly state which and
what kind of sphere Jinen koji is from.

The female child’s parents should be somewhere&hnk not the supernatural sphere or

Buddhist sphere. They are in the sphere of afeerlif

the sr'hert of

af+er lite mewmor ql yor
the paren TS

the Buddhist
sFLere

the :urm-hmn] E-I'i'n .H"' LqF"'M'l

irlhtrg Matsumote the Uhﬂijfﬂmfk
-r;-l—-w-'Ith. fewale c,'h'.l,],L

the huwan Hrader 519

:].Thﬂ hn I\'-{f |

| A

&
%

193«External sphere” is a translation fitmi 52 7.
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Chart 7. My concept map fdinen koji
Another point | do not agree with Torii on is tilaé female child idinen kojiis a

sacrifice. Rather, she is a bride.

Komatsu Kazuhiko introduces two kinds of the nares of praying for rain with
sacrifice @magoitanii‘Z\ ‘i%). One is the sacrifice narrative in which a vidagpmmunity
offers a human sacrifice in order to save the comityi®® The other is a snake’s marriage into
his wife’s family/request for water narrativieepi mukoiri, mizugoigatéz A - /KZH), in
which an old man offers his daughter to a snakiaabhe can have water for his rice fiéfa.
The female child’s sacrifice/selling herself is f@t a community. The female child is not a
sacrifice, but a bride.

The marriage is profitable for Jinen koji. The #denchild decides to sell herself to the
human trader, which means she decides to marrtay & the supernatural sphere. Jinen koji
succeeds in rescuing the female child by his varfarformances. Or, he prevents the female
child from marrying the entity from the supernatwgphere with his performance.

According to Torii, due to Jinen koji's variousrformances, the supernatural sphere
gives Jinen koji an identity of perform&f Jinen koji attains his identity as a performer thue
his performance to save the female child. In otlands, Jinen koji gains an identity due to his
prevention of the marriage. The female child gie®n koji the opportunity to receive an
identity. Jinen koji let the female child marry thetity in the supernatural sphere once so that he

can receive an identity.

194 Komatsu 1987, p. 104.

195 Komatsu 1987, p. 104. Serpents living in pondstgsieal narrative structure in Japanese
Literature. Such serpents are seen as gods asanetherefore have the control over rains.
1% Torii 1991, p. 48.



62

In addition, the marriage is for the parents.trofsall, the female child decided to sell
herself to the human traders to offer a cloth seoto have a memorial service for her parents as
seen in her letter to Jinen koji:

Jinenkoji: ‘Reverently | declare: concerning quest for prayers to

comfort the departed. Herewith, one offeringtfoe Three Treasures for

all monks. To wit, from my earnest desire that $souls of my two parents

instantly know the Buddha-fruit, I humbly don&bethe Three Treasures-

one humble shroud?¥
However, the female child’s marriage for the p&sdras a complex structure. First, she
fictionally marries the entity from the supernatigphere and gains the cloth. She gives the cloth
to Jinen koji in order to have a memorial servimelfer parents. Also, as she explains in her
letter to Jinen koiji, his cloth is substitution tbe female child®® Thus, we can regard this cloth
as her. The female child giving the cloth to Jikej means she is giving herself to him. This is
the other marriage taking place in the play. Theps are leading their daughter to marry Jinen
koji from the Buddhist sphere in order to have arotel for the Pure Land via memorial service.

Among the spheres, the female child opens commatiaits among her sphere, which is
the city, and other spheres for other people byreariages. She enables Jinen koji to contact
the external sphere and similarly, enables hempsite contact the Buddhist sphere.

Marriage functions as a Coming of Age. Marriagditen koji should result in a

memorial service taking place, thus holding a meahservice means she is independent from

her parent$®® However, she does not become an adult consequeetiuse she does not have

197 Tyler 1978, p. 142. This part correspondditen koji p. 132, %> THIT~=FI2fi#% L
=D

19 |n the original text in Japanese, it is clear thatfemale child sees the cloth as her
substitution, but it is not clear in the translatio

199 Torii 1991, p. 45. Koji becomes an adult throukis marriage as well because he gains his
fixed identity as a performer.
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the memorial service for her parents. Insteadfistienally gets married and leaves her family.

This behavior means independence from her paredt# aignifies a coming of age.

Spheres inFuji’'s Drum
There are three spheresHuji’'s Drum. One is the sphere of art of performance, where

Fuji comes from. He is a supernatural being ofgrennce who came down to the human
sphere to pass down the secret of performance hvidithe opposite of the narrative of a snake’s
marriage into his wife’s family/request for watgpe. It is not a human woman entering a new
sphere, but a god. When we observe precedent inagatf supernatural beings coming down to
the earth, they tend to show great talent andragfiary. If it is a historical figure’s narrative,
these figures transform into supernatural beingb@sarrative is passed down through time.
However, in this play, Fuji cannot achieve sociadcess in his life. He cannot have the position
of performer in the court. Then Asama kills himeaplained by the retainer of retired Emperor
Hagirawara.

The Retainer: In the period, a musician calledma from the Teraji

Temple came. This man was an unparalleled drawyepl He was

summoned to the Court and when he was workingusician, called Fuiji,

from Sumiyoshi, who was a good drum player, cémtée Court, wishing

to work for wind and string music. The emperoaiugkthis circumstance,

and said, “Any of Fuji and Asama is a interestiragne. However, when |

hear one old poem say, ‘When Mount Asama in Staraurns, Mount

Fuji’'s smoke is meaningless,” Fuiji is the bestarms of height, but

Asama is superior.” Because of the emperor'€stant, no one said that

Fuji was better again. Asama heard of this intidend thought, “How

detestable he is,” he called on Fuiji's lodginghwut being invited and
killed without difficulty 2%

20 Translated by Yuri Sato. This part correspondsuip daiko, p. 161, “< % f~&72 5 &+ %
BT
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Asama’s murder of Fuji means that Fuji did not @esktto the human sphere to teach the secret
of his drum to those with social status. As a riesié designated person to receive the secret is
his wife.

Fuji’s wife stands in the sphere of obsessioncwing different from the human sphere.
She craves her husband and is obsessed with thghththat Fuji should not have tried to
succeed in society. She says,

Fuji's wife: | said to him (Fuji), “The musicignom Tenroji temple went
to the capital because he was summoned. Sincdgoot have the letter
from the emperor, if you go to the Court, it slablook like you are
judging the emperor. Moreover, you are a musigetting income from
this shrine and you serve the god. Besides W&t kind of wish do

you have?**

Originally, she cannot communicate with Fuji ates death since she does not understand the
art of performance and its importance. However, tduger obsession for Fuji, she wears his
clothing and beats the drum with her daughter.iBiitates her husband.

Fuji’'s Wife: For me, the drum is my enemy becaofsmy husband. Let us
both aim the drum.

Fuji’'s Daughter: Making use of the guise of a man

Fuji’'s Wife: Warrior's helmet is an arm

Fuji’'s Daughter: Attack the most bitter enemy

Fuji’'s Wife: To make the drum

Fuji’'s Daughter: covered with moss,

Fuji’'s Wife and Daughter: gather the battle cry.

Chorus: The voice is more ferocious than the Autwind
Fuji's Wife: Saying “Beat it, Beat it,” we tortarthe drum.
Chorus: Oh, the crying voice of the widow and dhghan?®?

This performance results in calling Fuji back frme sphere of art and letting him perform by

himself.

221 Translated by Yuri Sato. This part correspondsuip daiko, p. 164, %3725 HR0 95 ~ &
FLL%."

292 Translated by Yuri Sato. This part correspondsujp daiko, p. 165, 45 & 1372372 91213~
HETZY DR FRR
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Fuji’'s Wife: Regarding the drumsticks in my haragsswords,

Chorus: Regarding the drumsticks in my hands\asds,

The fire of indignation is like a decoration the drum.

High up in the sky, Mt. Fuji is above the clouds.

Fuji went to the Imperial Court called “sky.”

Fuji was at the mercy of the winds from real Muji and

He scattered like the cherry flowers blown atfti of Mt. Fuji.

The flower petals land on the sleeves.

The movements of hands are in the style of aoudicians.

Thus, the drum player is Fuji,

Fuji’s sounds are not empty’
In this scene, even though Fuji’'s wife sings asvabthis is actually Fuji's voice coming out,
utilizing his wife’s body. Thus, she is holdingitual to summon a god. She unknowingly
performs a ritual as a medium. Then after summohinyg she is united with him in her own
body. She understands the secret of the art obeance and she says, “How nostaldgt.”
She finally understands the secret of the art dbpmance, allowing her to rid herself of the
obsession. She was the designated student of the go

The human sphere is where the female child isndrete Fuji’s wife comes from

originally. The child is not obsessed with her &tlShe does not lament anything about her
father. She is in the middle of the two spherearasntity since she is the child of a human

woman and a god.

203 Translated by Yuri Sato. This part correspondsujp daiko, p. 166, 7 & 7= 2 #f & L4l &
EO~H D FTELNPLT
204 Translated by Yuri Sato. This part correspondsuip daiko p. 166, 50207200 L=0.”
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Chart 8. My concept map féiuji’'s Drum.
In this play, the female child enables her motbenove between spheres. Fuji's wife

needs to reproduce her communication with thedinji. Thus the daughter is allowed to play
the role of Fuji’s wife in the performance. Thew thife imitates her husband. The daughter is
the substitution of her mother. By playing the roftder mother, she pushes the mother to the
sphere of performance. The daughter enables héremtat convert her obsession to holy
performance and to grasp the secret of performance.

By performing the role of Fuji, Fuji’'s wife conste her obsession into the performance
to the ultimate performance, which Fuiji, as a dwthgs to human beings. Since Fuiji's wife
completely transforms her obsession and desiretli@@erformance and sees the secret Fuji had,

she gets out of the sphere of obsession.
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Fuji’s wife will disappear. She was obsessed Witlji, the god of performance. She sees
the secret of performance and thus loses the mgémiter life. She has to disappear since she
has no reason to stay in the human sphere. Whetatighter gets older, she will not trace the
path her mother took because she is the daughtegodl. There is a huge implication that she
will be an important medium to connect the godumhans through performance. This also
implies the coming of age of the female child ia thture since she can be a substitute for her

mother.

Spheres inThe Mirror of Pine Forest

There are three sphereslihe Mirror of Pine ForestThe first one is the human sphere,
where the father resides. Also, the stepmothenefémale child is there as well. This place is
clearly separated from the sphere where the feofalié lives because the father built a house
for Chajohime.

The second one is the sphere of medium/commuaicatihere the female child lives.
She lives alone in a separate house from her fathessibly due to the father’'s second marriage.
In this sphere, the female child keeps her mii®tie communicates with her mother there
through it?> As already discussed in Section |, looking atrttior is not actually interactive
communication. However, the watching god saysttafilial daughter’s service brought the
mother to become Bodhisattva. Therefore, lookingp@tmirror qualifies as communication
regardless. Also, this sphere is mysterious to lggothe human sphere. The father says that
someone or some people say that his daughterssigusomeone in the house, though the text

does not clearly say if she is cursing or not.

205 By communication, | mean she sees her own figuthé mirror and receives what she
believes is her mother’s will.
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The father: Is people’s talk true, then? Isuetthat you had a wooden
statue made of your new mother and call downesuos it every morning
and evening®®
However, at least, this is the sphere which brimgsple to think so.
The mirror works as a door connecting the spbétke medium/communication. with

the supernatural sphere. It originally came fromchpital and was brought by the father.

The Father: But once when | made a trip to thmtakl bought back a
mirror and gave it to her mother. My wife was maslighted?®’

Given that the capital does not appear in the plagpt to explain how the female child
or her mother got the mirror, the capital is altptaadependent, different sphere. Thus, the
mirror is a sacred object brought from a holy place

The third sphere is the sphere of supernaturalgseiThis sphere consists of two sub
spheres: the Pure Land and Hell. The mother usbkd o Hell, but due to service by her
daughter, she got out of Hell and goes to the Panel. This sphere is approachable through the

mirror only.

20% Yeda 1962, p. 56. This part correspondslatsuyama kaganp. 521, “A 0> Hi 3§ ~Bf 2Ly
T D EWSITEN

207 Ueda 1962, p. 58. This part correspondslaisuyama kaganp. 522, %—4#2 v L
& E~OMEON L2
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Chart 9. My concept map fdihe Mirror of Pine Forest
The father brought the medium, which is the mmjrtisat substitutes for a god

from the holy sphere. Therefore, Matsuyama is fiygosite of holy, which is evil. The father
saw the holy sphere. Nonetheless, he forgot hadjnelich is his faithfulness to his wife. Then
he remarries the stepmother and time passed by.
The sphere of medium/communication is right nexte human sphere, but they are

mutually exclusive. As the father says, the fenchliéd does not welcome him.

The Father: | have expected you to come out agldome me whenever |

visit here and call for my dear daughter. Butead you seem to be hiding

from me?®®
The female child’s sphere is not always open to. iiedoes not have everyday access to her

sphere. However, she communicates with the sptiengp@rnatural beings and mediates the

sphere of supernatural beings and the human sph@secommunication allows the mother to

208 Ueda 1962, p. 56. This part correspondslatsuyama kaganp. 521, ““ R 3K Y T
B EPEE S ~ B R R TR
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become a Bodhisattva. In short, the female chtkllher mother get rid of Hell through the
mirror. She also succeeds in reminding her fathéobness, which is faithfulness to his first
wife.

The female is having a coming of age. By sendergnhother to the Pure Land, she
succeeds in the memorial service meaning that sbenbes independeff The audience does
not have a clue to figuring out what is going tp@n with the female child, her father, and the

stepmother, though, at the end of the play.

Spheres inThe Pool Sacrifice

The Pool Sacrifichas two spheres: the human sphere and the supairsgibere. Each
sphere has two sub spheres. The human sphereehesnter, which is capital and the periphery,
which is Fujiwara.

The center of the human sphere, which is the @lastwhere the family is from and
where the father had to leave to go. The peripbétlie human sphere, which is Fujiwara,
horrifies those who live in the capital since conmsense and reason in the capital will not be in
use?’® This is the closest periphery to the sphere thasaot belong to humafs.

The center of the supernatural sphere is Mt. Ftjere the Fuji gongen is and where

Hinomiko is from. The periphery of the supernatwaere is the pond near Mt. Fuji, where

209 Torii 1984, p. 45.

210 yamanaka 1992, p. 33.

211 Fyjiwara no shuku is similar to Ungoiji dinen koi, as Torii says “Ungoji is the closest
periphery to the extraneous world” in Torii 19914p.
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Hinomiko is dispatched and where the serpent iso Ahis is a periphery as the sphere of

water?'?
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Chart 10. My concept map fédhe Pool Sacrifice
We can see the invasions between spheres. Thaamviaking place in the human

sphere is the family from the capital entering Wajia. They are the extension of the “center of
the human sphere” and invading the periphery, FargwThe family members have a clear sense
that they do not belong to the village and therefaefuse to sacrifice themselves. However, the
female child is later sent to the pond.

The invasion taking place in the supernatural sphseeHinomiko entering the pool.
Hinomiko is an extension from the center of theesoptural sphere, which is Mt. Fuji.

Hinomiko comes to tell the people that they dometd to offer sacrifices. Hinomiko says:

?12The pond is similar to Lake Biwa ilinen kojias Torii says “Lake Biwa is the extraneous
sphere as the sphere of water in” in Torii 199146.
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Hinomiko: So, this time, a daughter of a travélappened to get the lot to
choose a sacrifice. Maybe due to the great lamtientof the father and
the mother, there were various fervent wishesp 8te pool sacrifice from
now on and make the state sdfe.

When Hinomiko explains the reason, he says thatgemgen punished the evil serpent.

Hinomiko: Due to punishment of the evil serpeynHuji gongen,
from now on, the pool sacrifice should stop.

In other words, Fuji gongen and the serpent aemiadversarial relationship. Therefore, the holy
central power represented by Hinomiko is invadimgperiphery of the supernatural sphere,
which is the pool.

Due to the invasion by one extension from the husghere, which is the female child,
and one extension from Mt. Fuji, which is Hinomikmw two extensions and one power from
the pool, which is the serpent, are in the poobther words, three entities from three different
spheres are in the pool. When the Shinto priegiesethe ritual prayer, the female child is on the
pool and the Hinomiko appears.

Churus: They decked the boat with ribands
And upon a bed of water-herbs

They laid the maiden of the Pool.

Priest: The Priest pulled the ribands

And spoke the words of prayer.

Also, even though the serpent does not appedeiplay, it should be in the pond since it

requires sacrifice.

213 Translated by Yuri Sato. This part correspond&eaiep. 734, “< T I 5 & o> £ il % ~[E
TR RLEY

214 Translated by Yuri Sato. This part correspond&éniep. 734, “= O HElE A $~L U % 5~
1-/.11

23\Waley 1921, p. 243. This part correspondikemiep. 734, ‘S THDOMIII~BED k%
EABEEZD)
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Categorization and sense of belonging plays afgignt role in this play. When we take
a close look at the play, we find the mismatch leetwcategorization of people and a sense of
belonging.
The family, especially the father, identify theiwves with those from the capital.
Therefore, he refuses to offer him and his famd\sacrifice. He says:
The Father: But it is for those that live hehmge that were born children
of this Deity, to attend his worship. Must a waret go with you because
he chances to lodge here for a nigtft?
He refuses again:
The Father: But as | have said, for such ritethese you should take men
born in the place....No, | still do not understavwthy should a fleeting
traveller be summoned to this Pool-sacriff¢é?
However, the Shinto priest and the person fronmstiree believe that they are entitled to
control the life of the family. This belief is refited in the attitude of the priest and the acolyte
They assume that any of the family should sacrifioeself or herself if one of the family draws

the lot. The acolyte priest says:

The acolyte says: Each year at this place tilseaesacrifice at the Pool.
To-day is the festival of this holy rite, and @&k you to join in it*®

Also, the Shinto priest says:

The Shinto Priest: Indeed, indeed you have churgdistress. But from
ancient times till now

Parents have been taken

And countless beyond all knowing

Wives and husbands parted.

Call this, if you will, the retribution of a foren life. But now come with
us quickly to the shores of the Holy P&Y!.

218\Waley 1921, p. 238. This part correspondikemiep. 732, B~ —H 05372 5 .
2"\Waley 1921, p. 238. This part correspondskeniep.732, “Hilr OFR 72 AT — D5 <
.

218 \Waley 1921, p. 238. This part correspondikémiep. 732, “& AT 1Z T — e = | 2l UM

/\.11
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There is a misunderstanding between Fuji gongdrtla Shinto priest regarding the
serpent. The Shinto priest thinks that the serpeluings to the holy sphere since in his prayer,
he says that the pool belongs to the serpent.

The Shinto Priest: Reverently | say. The villagsvn below the county of

Fuji in the province of Suruga in Japan. Singe plool belongs to a large

serpent, we have just offered a sacrifice of alere?°
His prayer is directed tiakus nyorai, which is Fuji gongeA** However, Hinomiko, after
referring to Susanno Mikoto, says that the evil serpent should saqrifice due to punishment
by Fuji gongen.

Hinomiko: Due to punishment of the evil serpeynHuji gongen,
from now on, the pool sacrifice should stép.

In addition, by comparing the serpent to the esipent killed by Susamno Mikoto and calling
the serpent evil, and punishing it, Hinomiko shdugsunderstanding that the serpent does not
belong to his holy sphefé®

For the parents, the ritual to offer their daegls the daughter’'s marriage to the village.
After the argument between the father and the Shpriest, the family is led to join the drawing
of lots due to the father’s loss in the argumenhk Pparents agree to offer the female child
because of the result of the lot. The father says:

The Father: What brave words! “If you or my fathad drawn this lot...”

There is great piety in that sayingo(hisWife.) Come, do not sob so
before all these people. We are both parentsrared have like feelings.

2\Waley 1921, p. 239. This part correspondikemiep.733, 4712 (F1C —H T EEHE~.”

220 Translated by Yuri Sato. This part correspond&éaiep. “4-> T Hd Kk H AE~ED 2
LoD R0 "

221 0da 1979, p. 38.

222 Translated by Yuri Sato. This part correspond&eaiep. 734, ‘= DHEIE A2 §~& ¥ F 5~
Lo

223 See Oda 1979, p38.
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But from the time I set out to this holy lottesgmething told me that of t
he three of us one would be taken. Look! | amanging??*

The daughter says that she is happy to offer Heaedlsave her parents, even though she refused
to sacrifice herself.

The Daughter: Do not sob so! If you or my fathad drawn this lot, what

should | have done? But now it has fallen to amg] it is hard for you to

let me g&®
In other words, the daughter was forced to offasalf as a result of the father’s loss. This
indicates that the parents offer their daughtesatee their lives in the village and the ritual. §hi
is very similar to Komatsu’s snake’s marriage int® wife’s family/request for water type, in
which an old man offers his daughter to a snakihabhe can have water for his rice fiéfd.
Komatsu’s point to distinguish marriage from sacefis marriage is for personal profit, which is
not for the profit for a community. Therefore, the parents iThe Pool Sacrificethe female
child marries the community and save the parents.

The Shinto priest and the acolyte believes thafémale child is a sacrifice, but actually
she is not. They try to offer someone from the idetfor the serpent in the pool in order to save
the community. In other words, they are tryingdorsfice a person for the community’s profit as
Komatsu defines sacrificé’ However, there is no description of what is gdimdpappen after
offering a sacrifice. Therefore, the audience catelbif there is actual profit after sacrificireg

person. This shows that the so-called “sacrificethis play is not the sacrifice as Komatsu

defines it because no one can be sure if the contynzan have profit.

22%\Waley 1921, p. 242. This part correspondikemiep.733, 4712 FITiF 21T 72 5 H5 A~ <
F UL RS L

222\Waley 1921, p. 242. This part correspondikedep. 733, 72 9 DI/ —H{E L 5 fEE~."

226 Komatsu 1987, p. 104.

22T sacrifice type: a village community offers a hunsaerifice in order to save the community
in Komatsu 1987, p. 104.
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The female child’s function is to be chosen asntost vulnerable entity to emphasize the
tragedy and the psychological dynamics of the atars. She makes no voluntary decisions.
She left the capital due to her father’s socialagibn. She has to pick up the lot by her father’s
loss in the argument. She becomes the sacrifiedydodécause of drawing the lots, not because
of her will.

The female child can change nothing. Hinomiko ceteethe pool due to the prayer by
the Shinto priest. Fuji gongen stopped the saerfige to the parents’ lamentation and punishes
the serpent. Henomiko says:

Hinomiko: So, this time, a daughter of a travélappened to get the lot to
choose a sacrifice. Maybe due to the great lamtientof the father and
the mother, there were various fervent wishesp 8te pool sacrifice from
now on and make the state s#fe.

Also, he says:

Hinomiko: So, this time, a daughter of a travélappened to get the lot to
choose a sacrifice. Maybe due to the great laatientof the father and
the mother, there were various fervent wishesp 8te pool sacrifice from
now on and make the state s&fe.
The cessation of the sacrifice is not becauseeofrdgedy the child has, and not because of her
filial piety. As seen, an important move in theyphappens due to someone who is not the

female child. Any important moments are out of férmale child’s reach. Thus, this play

repeatedly described how vulnerable she is.

228 Translated by Yuri Sato. This part correspond&eniep. 734, “X T & It 2 B O 11§ 2 ~ =
TR L L
22 Translated by Yuri Sato. This part correspond&eniep. 734, “X T & It 2 B O 11§ 2 ~[F
TR ALY
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If tragedy and salvation are the only themes eftay, other plots were fully possitfe.
The playwright emphasizes the behaviors of mulfg@eple involved in a certain incident and
their emotions such as suffering and sorfdWlhe playwright intentionally picked the female
child figure as the most helpless character anabsurd situation in order to emphasize the

tragedy and the psychological dynamics of the atars.

Spheres inMinase

Two spheres appear Minase:the human sphere and the supernatural sphere. The
human sphere includes Minase and Miy&

Minase is where the daughter and the son belodgvlere their mother used to belong.
Mt. Koya is where Tameyo belongs after leaving his wife ehildren in Minase. Tameyo had
Buddhist training here. Mt. &a is a periphery of the human sphere. It is closéne Pure Land
than Minase. This place is accessible to thosegwwup and deny blood relationships.

The supernatural sphere has the Pure Land, whectvife finally leaves for. This place
is what the training at Mt. &ya is for. The Hell is where the wife had to bela@itgr her death.

Characters categorize themselves and have a gEbsbnging. Tameyo thinks that he
belongs to Mt. Koya and that he should keep belantp Mt. Koya. He does not think he
belongs to Minase, but now he is physically in Mi@awhen he faces his two children, he does
not reveal who he is because he does not beloktin@se, which is a secular world. However,
when he faces them, he wants to reveal who hegiseebgnizes that he can reveal his identity if

he wants to. The chorus describes:

230 yamanaka 1992, p. 33. Yamanaka 1992, p. 33. Yakaasays that such as traveller saving
the female child, a god saves her because thetpasenrow moves him, yamabushi helps her.
231 0da 1979, p. 42.
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Chorus: | (Tameyo) think | want to tell his natoehe children.
However, | close my eyes due to fear for my kaahiincarnation.
| recite a Buddhist sutra.

May the ghost attain salvation,

May the ghost attain salvation,

The ghost for whom my children hold a memorialse 23

This recognition of his choices equals his recagnithat he belongs to Mt. Koya. Due to the
renunciation of his sense of belonging to anotpbese, which is Minase, his sense of belonging
begins to change. As soon as Temeyo’s wife indyeeveals his identity, his sense of
belonging begins to fall to pieces; he steps othefsense of belonging to Mt. Koya and steps in
the sense of belonging to Minase. This process\lation is describes below:

Tameyo’s Wife: Saying “It depends on the situatifoyou should
hesitate,” the diseased ghost takes the chilgieands,

Tameyo: At a night in a lodging in the middletvelling

Tameyo’s Wife: the parents and the children nagein as if in dream
The Sister and the Brother: The sister and tbéhbr cling to the father’s
sleeve.

Tameyo: Simply

Chorus: the monk cannot argue.

The monk cannot decide what to do.

The monk thinks how people would see him if Hd tos children that he
was their fathef*®

Tameyo’s wife belongs to Hell, but she and heldcan want her to belong to the human
sphere?®* The children miss their mother as they say:

The Sister and the Brother: Well, our father ttok tonsure for his later
life. Our mother and we were abandoned. We, buaither and

children, lived together crying like plovers. Hever, since even our
mother passed away, we, the sister and the ird¢faee here to pay
tribute of flowers and watéf>

232 Translated by Yuri Sato. This part corresponddlittase p. 2932, 4 % 51X & 13~ L
H~ER 72 HHEEA~C

233 Translated by Yuri Sato. This part corresponddlittase p. 2933, %2 9 flied = & b ~2
Fro—HbB Wb A"

234 Minase p. 2929. Seen inft & ~—3ZHH 35"

23 Translated by Yuri Sato. This part corresponddlittase p. 2929, ‘< T4 bR —3 5 H
25
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On the other hand, Tameyo’s wife says:

Tameyo’s wife: How envious. Since both the fattued the children are in
the same floating world, they will have a chatweneet again. If | return
to Hell, when will | see my children even fortzost time?*°

In other words, they believe that she should s&lbng to the human sphere. Tameyo’s wife
wants to stay with her children in the human spheué since she cannot, she temporarily
appears in the human sphere and brings Tameydarahildren together. She does not think
about the possibility that she will go to the Puamd as seen in her statement:

Tameyo’s Wife: Infants are yoke connecting méhwthree realms: the
realm of desire, the realm of lust, and the reaithout lust. Due to the
yoke, I can neither go to the realm of living pk nor return to Hell, how
sorrowful. No matter how much suffering | receiwdnat | cannot forget is
my obsession to the realm of living people. Duenly attachment to my
children and my longing for my husband, the éeiinon in Hell tortures
this body, entwines my black hair with its fingepulls down my black
hair, makes me sit and pull my black hair to bsittes, so | cannot stand
even though | try to stand and | cannot sit ebeaigh | try. This is
because of my karma. Even if | ask someone sanggtivhat on earth can
he or she answer. Even if | try to scream, | cafi

3% Translated by Yuri Sato. This part corresponddlittase p. 2933, $iF Lo —E 5 X
23" Translated by Yuri Sato. This part corresponddlittase p. 2934, k113 —Ml~= &2 &5 o
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The female child and the son are not exactly awhtiee sphere they belong to and

where their parents belong to.

+he iuf*huﬂurﬂl 5 PLEH‘.
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Chart 11. My concept map fMdinase

There are channels between spheres, which areniitiddtras. Tameyo’s wife appears
after Tameyo recites a Buddhist Sutra. Tameyo’s @éparts for the Pure Land due to
Tameyo’s memorial service.

Tameyo’s Wife: However, due to such a respectfeinorial service, now
I leave the attachment of parents and childnethé sky, purple clouds
are floating and | hear music, | am thankful thaitain salvation, seeing
the purple clouds float and hearing mukam thankful that | attain
salvatior’*®
Therefore, the Buddhist sutra is working as thenokedbetween the human sphere and Hell, and

between the human sphere and the Pure Land. Asthence to Mt. Koya, people gain the

238 Translated by Yuri Sato. This part corresponddlittase p. 2934, ‘SiL &4 — & 1) 237
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power of the Buddhist sutra through the deniallobd relationships and bonds. However, since
the sutra is the channel connecting the Pure Ltedhuman sphere and Hell, it results in the
reunion of the family. The power of the Buddhistrawgained through the denial of family
relationships supports the family relationship bpding Tameyo’s wife back to the human
sphere temporarily.

Both the daughter and the son do not move betspleares and do not influence any
spheres like Tameyo. However, they make Tameyoeawfathe possibility of revealing his
identity and losing his sense of belonging to MiyKHis awareness an be seen in the
communication between Tameyo’s wife and Tameyo.

Tameyo’s Wife: How shameful. | am afraid thaahwe back to this world
due to my attachment to this world and that Iysme Nonetheless, you
are cold and distant. | came here to expressmmyog?*®
They lead Tameyo’s wife to return to the humanespland make their parents take actions.

When we see the children, separately, the dautgads the brother, pretty much the
same as the son. The son follows the sister, bdbhs not make a distinctive move.

The effect of having two children in the playashtave contrast and comparison, show
the model of the parents’ mechanism. Tameyo is Wieson will be and Tameyo’s wife is what
the female child will be. The comparison betweem&wo and his son and shows that men gain
power by leaving the family as Tameyo does. Thepanson between Tameyo’s wife and the
female child indicates that women gain power byistawith the family. The comparisons

foreshadow the coming of age of the two children.

Spheres inSkylark Mountain

23 Translated by Yuri Sato. This part corresponddlimase pp. 2932-2933, 197> L °~R
HHBLIZED =D
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There are three spheresSkylark Mountainwhich are the human sphere, the sphere of
god and the middle sphere.

The human sphere includes Nara, the center diuhen sphere. This is where Toyonari
lives. All of Toyonari, his follower, Jij and Chijohime came from this place. This sphere also
has a village, the periphery of the human sphemes i§ between Nara and the hunting ground.
Jiju sells her flowers here.

The god sphere has Skylark Mountain, which iscerger of the sphere of god, where
Chajohime moved. Jij and Toyonari’s follower appear in the beginningred play as follows:

The follower: Lord Toyonari has a daughter, bug do a false charge
from a certain person, Lord Toyonari ordered mpse his daughter at
Skylark Mountain between the country of Yamatd #re country of

Ki. I thought how | could end Gifohime’s life. Thus I built a

hut roofed with brushwood and took care ofifchime in various ways.
Meanwhile, a wet nurse callediplucks flowers on tall trees in spring,
and brings flowers on grass to villages and receompassion from
travellers. | go to the mountains and cut brustavdn this way, we have
taken care of Gtjghime for three years?®

The middle sphere includes the hunting ground,reviiga appears frantically. She meets
Toyonari entering there to look for @lohime:

Toyonari: | am Minister of the Right.

Hunting in ground is a pleasure in all four se&so
It becomes more enjoyable sometirfiEs.

240 Translated by Yuri Sato. This part corresponddib@ari yama pp. 198-199, & S 7 %
~ I AR LTRY

41 Translated by Yuri Sato. This part corresponddibari yama p.199, 42 i 3##k DA K
B~ T E O Bl A 5.
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Chart 12. My concept map f&kylark Mountain
All characters were originally in Nara. Howeveltea Toyonari ordered his follower to

send Clajohime to Skylark Mountain and kill her, all except Toyonari moved to Skylark
Mountain.

Chajohime was sent to Skylark Mountain by Toyonari, Bayonari’s follower spared
her life. She stays on the mountain whil@ dind Toyonari supports her life.

Toyonari’s follower brought Ghjohime to Skylark Mountain and spared her lifas

follows:

The follower: Lord Toyonari has a daughter, bug o a false charge
from a certain person, Lord Toyonari ordered mse his daughter at

Sk)z/‘Ilglrk Mountain between the country of Yamatd #re country of
Ki.

242 Translated by Yuri Sato. This part corresponddibari yama p. 198, ‘& pk il 7 % ~7k
URI7 %
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He belongs to Nara where Toyonari is, but he mawesng Nara, the hunting ground, and
Skylark Mountain. His areas could include the g#éasince the village is between Nara and the
hunting ground.

Jiju should have lived in Nara before Toyonari senijGiime off. After Chijohime left
Nara, she moved to Skylark Mountain withddhime. However, she moves among the village,
the hunting ground and Skylark Mountain to sel#ws. Toyonari’s follower explains:

The Follower: A wet nurse called@plucks flowers on tall trees in spring,
and brings flowers on grass to villages and resecompassion from
travellers. | go to the mountains and cut brustavdn this way, we have
taken care of Gtjchime for three years?

In this play, several kinds of blood relationsh@gne described. Real blood relationships
in the play exist between a father Toyonari, anlduaghter Ctijohime. First, they were a family.
However, their family relationship ends when Toywsands Chjohime off due to a false
charge by someone.

The follower: Lord Toyonari has a daughter, bug ¢o a false charge

from a certain person, Lord Toyonari ordered mse his daughter at

Sk}z/i?rk Mountain between the country of Yamatd Hre country of
Ki.

Toyonari denied the blood relationship between &anmd his daughter by ordering the retainer to
kill her.

Then a fictional blood relationship appeardi dipd Toyonari’s follower take care of

Chajohime for three years dijas Clijohime’s mother, and Toyonari’s follower as her fathe

243 Translated by Yuri Sato. This part corresponddibari yama pp. 198-199, ¥ 372 & LT
—E LK BB LT

244 Translated by Yuri Sato. This part corresponddibari yama p. 198, “ ik il 7 % ~7k
D .
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After that, a fictional blood relationship betwehuman being and a god arises.
Toyonari happens to meetwlin the hunting grouné® He asks Jij to tell him where
Chajohime is.

Toyonari: What you say is understandable, butgarnusee the father’s

heart regretting what he did in the color of regrs. Tell me where my
daughter is.

Jija: Well, do you really think so?

Toyonari: This should be an unbelievable thing,\@arious deities in
Heaven and local deities see my regret clearlyias

Jiju: If so, enter heré®®

This means he is denying his denial of the bl@dtionship with Chjchime, and now
accepting the blood relationship. However, theimien does not mean a simple regeneration of
the family relationship.

Toyonari sending Ghiohime to the mountain means returning her to a gasedieval
people used to leave children in the mountains same as abortion. Gichime symbolically
dies in the mountain once.wgnd Toyonari’s follower take care of @bhime for three years.
These three years sanctify @shime and transformed her into a g88Chajohime became a
god. Now Cfijohime is a god*®

The separation is a nullification of a blood relaship?*° The reunion means fictional
blood relationshi>°

She is disowned and abandoned in the mountains.iddident makes Jijand

Toyonari’s follower a maiden and a clergyman whppsrt Chujohime. The maiden and

245 This place should be hunting ground becausgdbime is not here.

246 Translated by Yuri Sato. This part corresponddib@ri yama p. 203, 43 & 5 = &
NI~ BT TR AHAY Hiv

247 n this context, Jij functions as a god's maiden that mediates humiyseich as Toyonari
and a god, Chujohime. Also, Toyonari’s follower W®as a clergyman that try to summon a god.
248 Katayama et al. 1976, p. 28.

249 Torii 1984, p. 103.

250 Torii 1984, p. 103.
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clergyman sanctified the female child. In returhiijghime sanctified Jij and the follower in a

way. By being a god, she leads her father to segldaand reach a god.

Conclusion

After exploring all the six plays based on theaapt of spheres, several key words and
phrases popped up. They are how to function ampherss, marriage/sacrifice, mother, and
coming of age.

When female children function somewhat among g#helifferent systems take place. In
the six plays we have seen, female children tateetforms among the spheres.

Some of the female children function as ordinargnho beings. Idinen kojj the female
child moves among the human sphere, the exterharspand the Buddhist sphere as a human
bride. She does not transform into an entity balug¢p other spheres, such as god or ghost.
Also, she does not summon supernatural entitiggumls. The female child imhe Pool
Sacrificeis also an ordinary human. Hinomiko appears inpiba, but she does not summon the
god. The prayer by the Shinto priest invites thd.gde female child is a mere human sacrifice.
In Minase the children stay in the human sphere and daimge into nonhumans. Tameyo’s
mother appears in the play, but her emergencetidueto any ritual by the children. They do
not summon spirits.

Some function as a medium. The female chilBup’'s Drum dance and beat Fuji’'s drum
with her mother. By the performance of dances aaidthe drum, the mother and the female
child summon Fuji. Therefore, the female child fiiores as a medium. Rhe Mirror of Pine
Forest the daughter communicates with her mother thraugfrror. She does not summon her

mother through performance, but she works as aanading the mirror.
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Chajohime functions as a god. @lbhime inSkylark Mountairmoves from the human
sphere to the sphere of god. Then she becomesia ffuge years with Jijand Toyonari's
follower’s support.

Several works among the six plays share the agh@carriage/sacrifice. The female
child in Jinen kojj married an external entity and Jinen koji atgame time via selling herself.
In The Pool Sacrificethe parents offer the daughter as a sacrificeggiwlkomatsu calls
“marriage.” The parents technically have theirgigar marry the village to save their lives. The
Shinto priest treats the female child as a saerifixit according to Komatsu’s definitioi,the
priest’s idea of sacrifice is not suitable for sawe since sacrifice should make the community
flourish and thus the sacrifice should come fromd¢bmmunity, not from outsiders.

Some plays share the mother and daughter relatrido mother appears dnen koji
andSkylark MountainThe female child’s mother appearsTine Pool Sacrificebut her
relationship with the female child is marginal.

In Fuji's Drum andThe Mirror of Pine Forestthe female children’s function is the
extension of the mother. Fuji Drum, the female child supports her mother’s rituasgonmon
Fuji. In The Mirror of Pine Forestthe female child communicates with her mothersidedly,
and conveys what she believes her mother’s thasght

In Minase the female child functions as a motivation for mther. Both the daughter
and the son motivate the mother to return to tladdv This play implies that the female child
will gain power by being with her children in thetdire as her mother does. However, the female
child as the extension of the mother is not sedfujiis Drum andThe Mirror of Pine Forest

Coming of age is a significant theme shared iadlplays out of six.

251 Komatsu 1987, p. 104.
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In The Pool SacrificandMinase the aspect of coming of age does not appeathkr evords,
no clear description of the female child’s indepamze from her parents is seen.

In Jinen koji by selling herself, the female child fictionaftyarries the entity from the
supernatural sphere. By bringing the cloth she lgxchange for her own body, she fictionally
marries Jinen koji. By these fictional marriagds fied to hold a memorial service for her
parents, send them to the Pure Land, tries toatepf her family and tries to become an adult.
In Fuji’'s Drum, the female child supports her mother in the sumingritual and substitutes for
her mother in the performance. Thus, this play iegpher coming of age in the future.The
Mirror of Pine Forest the female child communicates with her motheodlgh her mirror and
enables her mother to become a bodhisattva. Inm atbkels, her mother attains enlightenment.
Her mother’s enlightenment and departure from kethe Pure Land means that the female
child is mentally independent from her mother a#i aher father. However, she does not
achieve a coming of age since she does not dieestore®> Thus, this play describes the
female child’s coming of age.

Skylark Mountains an exception in terms of coming of age. In &y, Toyonari
denies his blood relationship with @bhime. Then she becomes a god on Skylark Mountain.
She fictionally becomes his daughter again, buteshrer level of existence is higher than human
Toyonatri, this cannot be seen as “her independdnaei’ Toyonari, which should be similar to a
human’s independence from his or her parents.

Based on the similarities and dissimilarities fd@aibove, we can find a few subdivisions
in noh plays involving female child characters. Tingt one is marriage/sacrifice plays, which

areJinen kojiandThe Pool Sacrificeln both works, the female children are both huipeimgs,

252 This will be covered in the Section IV.
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and they marry for someone else’s profit. Theseginolarities can be the definition for this
category.

The second subdivision is medium plays, suchugiss Drum andThe Mirror of Pine
Forest Both of the female children communicate with &eotsphere and thus have aspects as a
medium. Therefore, having a female child with sanraspect will make the play a spiritual
medium play. These plays have female children whdlee extension of their mothers, but this
may not be a required characteristic for the genre.

MinaseandSkylark Mountairare exceptions. There might be some plays shaoimg s
characteristics with these, but | did not find thmong the six. Thus, | regard these two plays as
exceptions for this time.

Finally, 1 would like to point out coming of age axonsistent theme. Three plays among
the six, which ardinen kojj Fuji ‘s Drum, andThe Mirror in Pine Foresinclude the theme of
coming of age. Thus, if further research on nolyplaith female child characters takes place,

this aspect may reveal a larger narrative in nagpl
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Section IV. Death and female children

Introduction

Death plays a significant role in the six playsfdur of themJinen kojj Fuji's Drum,
The Mirror of Pine ForestandMinase,someone’s death marks the beginning of the female
child’s adventure. IThe Pool SacrificeandSkylark Mountainno one dies, but both of the
female children were placed very close to theithlea

As found in the third section, coming of age plagamportant role in the six plays.
Coming of age means the death of childhood andnatiin as an aduft® Thus, death’s
influence on coming of age will appear as well. @ugrof age, or becoming an adult, also
means leaving a sphere for another sphere andrbegito play a new role.

In pre-modern society, the space for such rittegisesente the social and political status
visually?* Ikeda Setsuko states that fictional stories bégan coming of age beforEhe Tale
of Genjiexcept forHeichi monogatari Coming of age was necessary so that protagaosis
behave as adulfs®> From the halfway point 6Fhe Tale of Genjithe importance of the ritual of
coming of age, which is also the ritual of deatd egstoration, declined and a tight relationship
between parents and children came forwatdkeda discovers that protagonists tend to deny
coming of age when the scenes of the ritual disaspe’

If so, what do the plays describing the rituab&éan adult mean?

Jinen koji

253 |keda 2003, p. 265.
254 Fuku® 2003, p. 38.
2% |keda 2003, p. 265.
26 |keda 2003, p. 278.
257 |keda 2003, p. 288.
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In this play, the female child’s story begins whitr parents’ death. In the serman, Jinen
koji reads the female child’s letter aloud.
Jinen koji: ‘Reverently | declare: concerningeguest for prayers to
comfort the departed, Herewith, one offeringtfoer Three Treasures and
for all monks. To wit, from my earnest desiretttiee souls of my two
parents instantly know the Buddha-fruit, | humbtibnate to the Three
Treasures — one humble shroti§.’
No description of the parents’ personality or these for their death is described. The relation
between the female child and her parents cannsébe.

Their death leads the female child to try to helshiemorial service for her parents.

To do so, she needs to offer something to the softkerefore, she decides to gain cloth by
selling herself to human traders.

The means to hold a service is to sell herselfcdfed the cloth she gets from the human
traders. As we have seen in the third sectioningeierself means marriage to the an entity from
the supernatural sphere represented by the hummdersrand marriage to Jinen koiji, utilizing the
cloth representing the female child. In other wotds marriages are mere tools to send her
parents to another spheéré Moreover, sending her parents to another spheamsnghe achieves
her independence from her parents because thetpavridiiose their influence on the female
child after the service. After a proper serviceytibannot appear as ghosts.

As seen, the parents’ death, the memorial seferckhem, and the female child’s

marriage are all connected. These elements caeg®#dhto take place. Jinen koji should have

preached as planned if he had not received thk fifoin the female child and should not have

258 Tyler 1978, p. 142. This part correspondditen koji, p.132, %> TH+— it L& 25
259 A possible contradiction lies in this play. Thenfle child marries to enable herself to hold a
service for her parents. She enters new sphesaEntbher parents to another sphere. She is
trying to leave her parents’ influence by gettimgler another influence by other sphere. In other
words, she chooses to depend on other entities iodependent from her parents.
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fought against the human traders. However, givahttie human traders were the entities from
the sphere of art, in a way, the female child eemBlnen koji to achieve his coming of
agelidentity as a performer by the layers of penfioice by bringing him in her situati6.
Nonetheless, she does not play key roles latdramplay. After the female child leaves the
Ungoji temple, the play becomes solely about Jk@hand the human traders. The female
child’s life is at the mercy of Jinen koji and theman traders. Therefore, the death of the
parents and the female child’s decision are maligedhin spite of their importance as the
ignition of the play itself. Also, the female cHdccoming of age becomes subsidiary compared
to Jinen koji's.

When a person moves from one sphere to anothaeahs he or she in the original
sphere dies and he or she comes into being inglwesphere. The female child ends her life in
the human sphere in two ways: by sending herselfea@xtraneous sphere and by sending the
cloth representing herself to Jinen koji. After heeath” in the human sphere, the female child
achieves a fictional restoration. Jinen koji rescilie female child from the human traders on the
lake and brings her back to the capital. This scenescribed as follows:

Chorus: Of old the drum was noise of waves

of old drum was noise of waves rolling in to pduhe shore; when
raincloud wandering thunder god rumbles, bangisuown sound, rain
comes falling pitter patter scrub bamboos v\buiibed so; ponds’ hard
ice cracks and booms the beaten drum, sasarangydayful words are

these and yet voice of the Dharma; to Perfecddfiss shore at last borne

from the boat ratatat he leads her out
and together up to Miyako they've gone up to Miyshey've goné®’

200 Torii 1991, p. 48.
261 Tyler 1978, p. 154. This part correspondditen koji, p.142, ‘6 & L W 3o B —& b
(2B BV 1T v 7 “Miyako” means the capital.
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She dies in the human sphere when she leavesphal@nd she is on the way to restoration in
the supernatural sphere. However, Jinen koji briregsback fronOtsu when she is about to
enter the supernatural sphere, which means shendbédglly die in the supernatural sphere.
Thus it is a fictional restoration.

The female child’s story begins with her parentestth. The female child is trying to hold
a service due to a negative reason rather thasiaygoreason. She tried to achieve her
independence from her parents by bringing thenmtaheer sphere, the Pure Land, by holding a
proper memorial service for them. However, sheyisig) to attain her independence by
depending on other entities such as human tradersdiaen koji. Her parents’ death, their
memorial service, and her marriage to the humatetsaand Jinen koji cause all the incidents in
the play, but she gets more and more marginaliggteaplay proceeds. The female child
undergoes the trial to be an adult in her own gphBnrough the trial, she ends her life in the
human sphere, and fictionally restores herselienituman sphere. Even though this play begins

as the female child’s story of coming of age, tiente changes into Jinen koji's coming of age.

Fuji’'s Drum
Unlike Jinen kojj Fuji’'s death is explained with details by theareér of the retired
Emperor Hagiwara as follows:

The Retainer: In the period, a musician calledma from the Tertji
Temple came. This man was an unparalleled drayepl He was
summoned to the Court and when he was workingusician, called Fuiji,
from Sumiyoshi, who was a good drum player, cémtée Court, wishing
to work for wind and string music. The emperoaiukthis circumstance,
and said, “Any of Fuji and Asama is a interestiragne. However, when |
hear one old poem say, ‘When Mount Asama in Staraurns, Mount
Fuji’'s smoke is meaningless,” Fuiji is the bestarms of height, but
Asama is superior.” Because of the emperor'€staht, no one said that
Fuji was better again. Asama heard of this intidend thought, “How
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detestable he is,” then called on Fuji’s lodgivithout being invited and
killed without difficulty 22

However, the play is not about Fuji and Asamé &bout his wife and her daughter. Again,
unlike Jinen kojj Fuji’'s wife and her daughter appear in the steithout knowing Fuji’'s death
for sure. To be precis€uji’'s Drum begins with Fuji’'s wife’s concerning dream causgdji’'s
death. When she appears on the stage, she says:

Fuji's wife: My husband worked as a drum play®ince he was not
socially recognized, in order to express his dimi he went to the capital.
That night when he left, | had a dream of rairaanoonlit night and the
dream made me worried about my husb&Ad.

Fuji’s wife’s ritual to communicate with Fuji issased by Fuji’'s death. Fuji’'s death leads
the retainer to pass Fuji's keepsake to her. Slaesnbem and the keepsake brings her to beat
the drum with her daughter.

Fuji’'s Wife: For me, the drum is my enemy becaofmy husband. Let us
both aim the drum.

Fuji's Daughter: Making the use of the guise ofian

Fuji’'s Wife: Warrior's helmet is an arm

Fuji's Daughter: Attack the most bitter enemy

Fuji’'s Wife: To make the drum

Fuji’'s Daughter: covered with moss,

Fuji’'s Wife and Daughter: gather the battle cry.

Chorus: The voice is more ferocious than the Autwind
Fuji’'s Wife: Saying “Beat it, Beat it,” we torterthe drum.
Chorus: Oh, the crying voice of the widow and dhghan®®*

Then as analyzed in the previous sectSiEuiji's wife in Fuji’s attire summons Fuji and the
wife experiences his thought inside her body. Afiter ritual, she understands Fuji as the god of

art and she leaves.

252 Translated by Yuri Sato. This part correspondsuip daiko, p. 161, ‘< % [f~&72 9 &+ 4
BT

253 Translated by Yuri Sato. This part correspondsujp daiko, p. 162, 4> & 1373 & KBk D
B~ D A DR

254 Translated by Yuri Sato. This part correspondsujp daiko, p. 165, 45 & 1372372 91213~
HETZY DR FRR



95

The influence of Fuji's death made the femalddcho to the capital with her mother.
Then she joins Fuji's wife’s performance as a fittrathe ritual she plays the role of Fuji's wife
that reproduces the performance of Fuji and hiswviif other words, she functions as a medium
performing the wife. However, since Fuji's wife péathe major role to summon Fuji to the
human sphere, the female child is a secondary medks stated in the previous section, Fuji's
wife sees the teaching of Fuji, the god of art fm Fuji's wife has to leave the human sphere
because she has nothing more to learn. Thus, thaldechild is the only person who can take
over Fuji's wife’s position.

Fuji’s death, Fuji’'s wife’s performance to summemi, understanding his teaching, and
leaving the capital are a series of events. Thieseemnts function in the play as the core structure
of the plot. UnlikeJinen kojj all three elements take place over the entire plgi's wife
remains at the center of the play all the time. femeale child and Fuji’'s wife share their life and
fate. Thus, even though the female child has besatandary figure in the play, the female child
is as equally the center of the play as Fuji’'s ranth

As stated earlier, one person’s movement betwpeleares means his/her death in the
original sphere and restoration in the new spHarEuji’'s Drum, Fuji’'s wife leaves the sphere
of obsession temporarily and enters the sphere ébraa while. Thus, the wife dies and is
restored herself in the sphere of obsession. Ifetimale child’s case, she dies and restore in the
human sphere. However, since the female child anits vife come back to their original
sphere, the female child does not completely tatm an adult. Rather, the female child

fictionally had the ritual of coming of age.

265 gection I, p. 18.
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In terms of coming of age and its territory, ak {plots take place in the capital, which is
Fuji’'s territory. Her coming of age, which is piag the role of Fuji’'s wife in the summoning
performance, takes place in the father’s territorgl thus the female child gains power due to
Fuji, the god of art.

In Fuji's Drum, the narrative of coming of age is a hidden théetend Fuji's wife’'s
obsession. Fuji's death and the performance fotigviiis death, which is the ritual of coming of
age, covers the entire play, unlike the parentatideJinen koji The female child’s coming of
age lies behind Fuji’s wife’s presence, but itas marginalized as idinen koji

We have seen th&uji's Drum begins with Fuji’'s death. His death brings the swming
performance by his wife and his daughter. The sumngpritual makes the female child take
over the wife’s role temporarily. Since both thédenand the female child play important roles in
the performance, they stand in the center of tag.pl
Death and restoration among spheres is temporagyfigtional coming of age taking place in
the capital foreshadows that the female child meitleive divine power from Fuji when the time
comes. Even though coming of age in this work tsabwiously described, it lies behind Fuji’s

wife’s obsession.

The Mirror of Pine Forest

The beginning of this play is fairly different frodmen kojiandFuji’'s Drum because
nothing special, except for the fact that the daye three year anniversary for the mother’s
death, marks the day in the playJinen kojj the day is when the female child sells herself. |

Fuji’'s Drum, the day is when Fuji’'s wife and his daughtenariin the capital. However, the



97

entire story stems from the mother’s death thregsyago. The female child lamented her
mother’s death.
The Daughter: “I will become a cloud in the mowpi
| will turn to rain in the evening;
I will never fail to meet you, whatever may hapge
The firmest vow cannot stop the flowing time;
It falls with the blossoms, disappears with thevs.
A couple who enjoy the spring are gone, we knotwvhere.
There is no barrier to stop the progress of @agsmonthg®®
She receives her mother’'s mirror as a keepsakedaihghter says:
The Daughter: My poor mother in her last momeatge me this mirror
And told me: “This is a keepsake | leave for yay, child.
Look in it whenever you feel lonesome.”
So, one day, | looked in the mirror
And found her face, even younger than bef8fe!
However, the father now has a new wife as explained
The Daughter: Indeed, my father married my stejpero
While on his sleeves remained the tears over when.
He fears my mother is angry and will not showsk#r°®
This play begins with the mother’s death, butdbg of the plot is not as special as the days in
other plays, though it is the anniversary of theéhmods death.

The mother’s death brings the mirror to the fencdliéd. She looks into it when she feels

lonely. She communicates with her mother and thalkea® her mother a bodhisattva.

266 Yeda 1962, p. 58. This part correspondslaisuyama kagamp. 520, 5 & 2 VN & 72 0 ~
BElC=FDHHARY "

267 Ueda 1962, p. 56 This part correspondsl&tsuyama kagamp. 521, 913 L <o REHIfi~
FRET TR AL

2%8 Ueda 1962, p. 58. This part correspondslatsuyama kagamp. 521, 43 12°RH T D ~F
IELOIHH0.)
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The mother’s death, communication through miramd making mother a bodhisattva in
the play are a series of events connected to gheln. dhese elements are the central plot of this
play, unlikeJinen koji The female child has been the central charactdra entire story.

In terms of sphere, death, restoration, the feriald stays in her own sphere, which is
the sphere of the medium. Since she does not metweebn spheres, she does not die and restore
herself. In other words, she does not completebrring of age. However, by aiding her mother
transform into a bodhisattva, she is preparingdiets be a bodhisattva later, which also means
her true coming of age.

In terms of coming of age and territory, the feenetild communicates with her mother
in her own sphere, where the father cannot bringmftuence. Also, the mother is in the sphere
of supernatural beings. Thus, the preparatory gooécoming of age is not connected to any
power. InThe Mirror of Matsuyamathe theme of coming of age is visible. The fencdidd’s
communication with her mother has been clear irptag as well. Ikeda’s theory that the stories
without coming of age or after coming of age empteathe relationship between parents and
children is true in this play.

Even though there is a time difference, the bagmof this play is the mother’s death.
Due to the mother’s death, the female child recettae mirror that allows the female child to
communicate with the mother. The female child dugstranscend the spheres and thus does not
die and restore. herself Therefore, she does nat &agoming of age, but prepares for it in her
sphere. The preparation for her coming of age, Wwiicommunication between the female child
and her mother, takes place in the sphere of titeumme the female child’s sphere. And thus her

fictional coming of age will not allow her to regeiany power due to her parents. The process
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of fictional coming of age, the communication, isas in the play unlikdinen kojiandFuji's

Drum.

The Pool Sacrifice
In the beginning of the play, the father leavesdhgital due to his loss of political power.

The father says:

The Father: | am a man who lives in the Capllybe because of some

great wrong | did in a former life...l have fallario trouble and cannot go

on living here.

| have a friend in the East country. Perhaps teldvhelp me. |

will take my wife and child and go at once to érels of the East’
The loss of power brings the family’s travel easiti on the way, they stop by at the village of
Yoshiwara. It also brings drawing lots to chooseri§iae for the serpent of the pond, the
argument between the father and the Shinto paeskthe father’'s loss in the argument. Then it
finally makes the female child the chosen sacriéitter drawing lots. Then the female child is
forced to say that she is fine to sacrifice hergefave her parents. This scene is described as
follows:

The Daughter: Do not sob so! If you or my fathad drawn this lot, what

should | have done? But now it has fallen to amel it is hard for you to

let me gd&’°

However, the female child does not sacrifice héisghe end. Hinomiko says:

Hinomiko: Due to the punishment of the evil serpay Fuji gongen,
from now on, the pool sacrifice should stdp.

29\Waley 1921, p. 236. This part correspondikemie p. 731, “0>=° 9 IS H 1T~ D B~
ERER

20Waley 1921, p. 242. This part correspondikémiep. 733, 2 9 & D I 7RI X HEOE~
TR Z T L S~

2" Translated by Yuri Sato. This part correspond&éniep. 734, “= O HElE A $,~L U % 5~
L.”
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Hinomiko explains the reason why Fuji gongen stibescustom of pool sacrifice. It is because
of the lamentation of the parents and various ferweshes. Hinomiko says:

Hinomiko: So, this time, a daughter of a trauvellappened to get the lot

to choose a sacrifice. Maybe due to the greatidation of the father and

the mother, there were various fervent wishasp 8te pool sacrifice from

now on and make the state sdfe.
In the text, the custom of sacrifice is ended bseanf the parents’ lamentation. Nevertheless,
given the parents’ response to the decision ofiflege to sacrifice their daughter, it is difficul
to believe. Rather, it seems that Fuji gongen’ssilat is not related to any character and
incident in the play by then.

The main chain of plot in the play consists of fidther's decline in society, the journey
east, the chance visit to Yoshiwara, the rituatiBee, the female child’'s selection as sacrifice,
and the female child’s rescue by Hinomiko and gajigen. We can see the necessary
connection between a loss of power, the journ@pshg by at Yoshiwara, and the family
joining the drawing of lots. However, it is harddee the necessity when it comes to the female
child being picked as sacrifice.

According to the play, there are other people el as the family, who picked the lots.
The scene is described as follows:

Priest: Now we have come to the Pool, and bgdtge are ranged the
Priest, the acolytes, the virgins and dancingsboy

Chorus: There is one doom-lot;

Yet those that are thinking

“Will it be mine?”

They are a hundred,
And many times a hundré&®

2’2 Translated by Yuri Sato. This part correspond&eniep. 734, “< T ¥ It 2 O 11§ 2 ~ =
o X (AN RN D

2B \Waley 1921, p. 240. This part correspondikemie p. 733, “< TH LOMEMIZE X LT
~E ) AT E AN
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Thus, the play shows the possibility that anotlespn who is not one of the family members
can be the sacrifice. When we see this point fraptleer view, the playwright could omit the
description on other people joining the lot and juste that the family members were the only
people who picked the lots and the female child tkasmost unfortunate one to be sacrificed.
This means that the playwright chose to emphabiaiethe female child happens to be a sacrifice.
It emphasizes absurdity.

Fuji gongen’s decision is due to the parents’datation as expressed by Hinomiko:
Hinomiko: So, this time, a daughter of a travélappened to get the lot to
choose a sacrifice. Maybe due to the great lamtientof the father and
the mother, there were various fervent wishasp 8te pool sacrifice from
now on and make the state sHfe.

The female child’s selection as a sacrifice is tiuie fact that she has to join the drawing of
lots, but not due to the behavior she chooseskt TEhat she is chosen as a sacrifice is not
caused by her will or decision. The connectionlof s very loose when the female child
becomes a sacrifice. The gongen’s decision is almegause the parents do not show their
lamentation overtly.

These elements are the main plot of the playvalsade, but the element of drawing lots
and Fuji gongen’s decision do not bring the follogvincidents naturally. Idinen kojiand
Fuji’'s Drum, the beginning of the play brings a series ofdeats that leads the female child to a
coming of age. However, in this play, coming of &gaot visible. The loose necessity of each
element emphasizes the absurdity the family fandgdlze helplessness of the family.

When it comes to sphere, death, and restoratierfeimale child leaves the village of

Yoshikawa in the human sphere and enters the potigtisupernatural sphere. Thus, she dies as

2" Translated by Yuri Sato. This part correspondkénie p. 734, = DHEIEZ H~L P 5
L
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a human being in the human sphere, but is resaedsacrifice in the pond. She was supposed
to be absorbed in the supernatural sphere by leaite;n by the serpent, but such a thing does not
happen. Instead, Hinomiko returns the female dbilder parents.

She dies in the pool and restores herself in timeam sphere again. However, unlike the
female children idinen kojiandFuji's Drum, the female child iThe Pool Sacrificeloes not
make decisions and based on her will. Her journigly kaer family was due to her father’'s
decision, she becomes a human sacrifice becauss feineed to join the drawing of lots. Her
behavior has nothing to do with the fact Hinomikal &ongen save her. Thus, she does not gain
her independent function. Therefore, she doesctoeae a coming of age.

Jinen kojiandFuji’'s Drum begin from someone’s death. In the former caged#ath of
the parents, and in the latter, the death of ttieefaFuji. InThe Pool Sacrificedeath does not
take the form of characters’ death, but of the fil#y to die. Also, death is a synonym for
being a sacrifice and an antonym for peace.

The entire plot takes place in the sphere nonkeofamily belongs to: the village and the
pool. This play does not have the theme of comirgge. InFuji’'s Drum, the audience can see
the female child’s possibility to become an adaief, but in this play, they cannot see any clues.
The movement between spheres does not bring theddeshild a coming of age.

The Pool Sacrificéegins with the father’s loss of power. The seoiggcidents: the
father’s decline in society, journey east, charisé to Yoshiwara, happening to face the ritual
of sacrifice, the female daughter’s selection aaaifice, and the female child’s rescue by Fuji
gongen, are loosely connected and show less negessmection to each other. The loose
necessity of each element emphasizes the absthiditamily faces and the helplessness of the

family. She dies in the pool and returns to the &arsphere. However, unlike Jmen kojiand
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Fuji’'s Drum, the female child iThe Pool Sacrificeloes not make decisions by herself. Her
journey with her family was due to her father’'sidem. She becomes a human sacrifice because
she is forced to join the drawing of lots. Her bebahas no influence on Hinomiko and Fuiji
gongen rescuing her. Death in this play is notaldhe death of a character, but death seen as
being a sacrifice and as the opposite of surviMaé plot does not bring the female child a

coming of age.

Minase
In the beginning of the play, Tameyo leaves Miy& because he misses his home
village, Minase. According to him,

Tameyo: | am a priest coming from Mtoya. | used to be called Tameyo
from the village of Minase in the country of Téibwever, | cut the paper
cord to tie my hair and transformed myself t@ typpearance. Because my
hometown gradually became nostalgic, | havedestded to go to the
village of Minase and am on my way in ha<te.

The play begins on the day Tameyo arrives at Mingameyo’s wife died before his arrival.
Tameyo'’s arrival and his wife’s death bring Taméygass in front of the female child and her
brother. They happen to be out to bring water tmé&ygo’s wife’s grave.

The Sister: These are the two children of a peveao is called Tameyo
in the village of Minase in the country of TSA.

The Sister and the Brother: Well, our father ttok tonsure for his later
life. Our mother and we were abandoned. We, buaither and

children, lived together crying like plovers. Hewver, since even our
mother passed away, we, the sister and the irdtfaee here to pay
tribute of flowers and watéf’

27> Translated by Yuri Sato. This part correspondslilmase p. 2928, =~ #UiEE B 1L L v T
72 D~ D L~ & A &

2’® Translated by Yuri Sato. This part corresponddlittase p. 2929, = AUIZH D [E—F12 T
(73

2" Translated by Yuri Sato. This part corresponddlittase p. 2929, ‘< T —3.HH-35."
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After Tameyo’s encounter with his children, theldten ask Tameyo to hold a service for their
mother without knowing who Tameyo is.

The Sister and Brother: We are very happy. Tasldlye day when our
mother passed away. Please read a sutra féfher.

His wife appears and unites her children with Tam@ymeyo’s arrival, Tameyo’s wife’s death,
the children’s meeting with Tameyo, and the reurdmna series of incidents brought by
Tameyo'’s arrival and his wife’s death. This linepddt always includes the children. In other
words, the female child is always involved, buta@yw as “Tameyo and his wife’s children.” She
is not depicted as an “individual” character.

In terms of death and restoration, the femaledathiles not supersede the spheres, nor
does her brother. Tameyo and Tameyo’s wife mowwdmt spheres. Since the female child
does not get out of her own sphere, she does netdnaoming of age.

Tameyo’s wife is the only person who moves betwiberspheres for her children. Tameyo
happens to come to Minase, but he does not getfdibé human sphere. The female child does
not die in any sphere and thus does not restoseler

When it comes to Coming of Age, as stated, theaferohild and her brother do not

undergo a coming of age in this play. However, Taorgoes through™ significant

transformation in this play. He left his childresr his sake and returns to Minase because he
misses his home village. Compared to his wife wadised her children without Tameyo and
comes back to this world for her children he isidiepl as a selfish person. However, his

wife brings him and his children together and tkls to take care of the children.

2’8 Translated by Yuri Sato. This part corresponddlittase pp. 2930-2931,/ L >4 H I3~
PR R A T T OFR A~
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Tameyo’s Wife: Saying “It depends on the situatiioyou should

hesitate,” the diseased ghost takes the chilgieands,

Tameyo: At a night in a lodging in the middletvelling

Tameyo’s Wife: the parent and the children naggtin as if in dream

The Sister and the Brother: The sister and tbéhbr cling to the father’s

sleeve?™
Thus, in a way, this play shows Tameyo’s comingg#, or the death of a selfish man and a
restoration as a father.

Minasebegins with Tameyo’s return and his wife’s de&tbe to these two incidents,
Tameyo and his children could get together. In pigy as a whole, the female child is not an
individual character. Unlikdinenkoji Fuji’'s Drum, andThe Mirror of Matsuyamathe female
child does not cross the spheres and thus doatienot restore herself. However, Tameyo goes
through a transformation from as a selfish mantesponsible father. It could be said that he

experienced a kind of coming of age and that theafe child and her brother were the trigger

for the transformation brought on by Tameyo’s wife.

Skylark Mountain
In the beginning of the play, Toyonari comes tgl&i Mountain after finding out that
Chajohime is still alive.

Toyonari: | could not change the fact that | lsst daughter and did not
do anything about it. However, at such a momidmeard that my
daughter is still in this world. Hawking this tnis nothing but about my
daughter. | thought | might hear my daughter'®wmabouts and | have
come here. Now seeing you made me believe thataughter still lives
in this world as | heart”

2® Translated by Yuri Sato. This part corresponddlittase p. 2933, ¥ 9 flied = & &~k
e BViRY g Vs

280 Translated by Yuri Sato. This part corresponddibari yama p. 202, “A D &A% 9 12
O LN EL%NES S22 SuE~mide o 5 & B
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Toyonari’s arrival was due to the fact that hedrie lead Chjohime to death. No one’s death
appears in this play, but it indirectly appearsa g@®ssible incident in the past.

Toyonari’s arrival brings an encounter withiJifhis encounter is a father’s encounter
with a fictional mother. In other words, Toyonarniiegation of a blood relationship by plotting
his daughter faces the fictional blood relationghgde possible by protecting @ohime. After
an argument with Jij Toyonari meets Gijohime in the end. The argument goes as follows.

Toyonatri: | lost my daughter due to a false chalyt | could not change
the fact that | lost my daughter and do anytlahgut it. However, at such
a moment, | heard that my daughter is still is thorld. Hawking this
time is nothing but about my daughter. | thougmight hear my
daughter’s whereabouts and | have come here.$¢@mg you made me
believe that my daughter still lives in this wbéds | heard. Now where is
my daughter, tell me truthfully.

Jija: How surprising. You said, but do not remembemttan Clijohime,
whom you lost by listening to someone’s slandex in this world? No
matter what you ask, my body is now ceasinglliles in remaining in
bushes. How what will you ask?

Toyonari: What you say is understandable, butgausee the father’s
heart regretting what he did in the color of regus. Tell me where my
daughter is.

Jiju: Well, do you really think so?

Toyonari: This should be an unbelievable thing, \mrious deities in
Heaven and local deities see my regret clearlyias

Jiju: If so, enter heré®*

Toyoyari’s arrival at Skylark Mountain, his encaeinwith Jiji, argument between
Toyonari and Jij, and reunion with Gijohime are the main chain of the plot. In the plag, t
female child, Chjohime, is always the center of the discussion. Tayiorisits Mt. Hibari to
find Chuphime. Jiji has lived on the mountain to take care ofijlGhime.

As in the third section, Giohime dies when she first enters Skylark Mountaijm. a@nd

Toyonari’s follower sanctifies Gijohime into a god spending their three years. Inrotwds,

281 Translated by Yuri Sato. This part corresponddib@ri yama pp. 202-203, A D £ A% 9
2 9 L2V L E S~ BIX TR ~HAD Hiv”
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Chajohime dies as a human being on Skylark Mountainrastbres herself as a god there. Thus,
in terms of lkeda Setsuko’s definition of comingagfe, we could say @johime has a coming

of age. However, since she turns into a god wheaiot a human being, it is not appropriate to
understand that she has a coming of age. Alsocg sine leaves the mountain with Toyonari, we
cannot say that Giohime’s has a coming of age.

As discussed earlier, @jphime transforms into a god and leaves the moumtéam
Toyonari. However, this is not a coming of age, dttansformation into a totally different kind
of entity. Toyonari moves between spheres. He kaiesphere and enters the mountain to find
Chajohime. Toyonari dies and restores herself in thentaon and eventually in his sphere when
he returns with Ciijohime. In other words, we could say that this plagwabout Toyonari’'s
coming of age in a way. Also, Toyonari’'s comingagk is taking place in @Gjohime’s sphere.
Thus, Chuphime, a god on the mountain, gives power to Toyionar

The play starts with Toyonari’s arrival resultitgm his conspiracy to kill Gijochime.
Thus, the play’s beginning implies the possibibfythe female child’s death.

Toyonari’'s plot to kill Clajohime results in the encounter between a real bleladionship and a
fictional blood relationship. The main plot centersChuphime. Clijohime dies as a human
being on Skylark Mountain and restores herself g@gda but this is not a coming of age. Itis a
transformation. Rather, Toyonari has his comingg# in a way. In addition, he receives power

from Chuphime.

Conclusion
Death in the plays marks the beginning in somheflays. InJinen kojj theparents’

death causes the female child to sell herself etidrially marry the human trader and Jinen koji.
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In Fuji’'s Drum, Fuji’s death brings his wife and the female chddisit the capital. IThe
Mirror of Pine Forestthe mother’'s death enables the daughter to levetrror. InMinase,
Tameyo’s wife’s death brings the children togetheéh Tameyo.n Skylark Mountainplotted
death of Chjohime.

Death can be contrasted with survivalThe Pool Sacrificeno character dies in the play,
but death appears as an opposite of survival dietimale child. In other words, death in this play
is relative.

In Skylark Mountaindeath is a denial of a blood relationship, ortlléaought by human
on purposeThe only description of death in this play istdhime’s death plotted by Toyonatri.
Toyonari’s attempt results in @fohime’s transformation to a god on Mt. Hibari. Al$wr
plotted death means Toyonari’'s denial of his blogdtionship with her.

The audience sees a fictional coming of agénen koji The female child dies in two
ways and restores in the human sphere. We seergtiepafor a coming of age iRuji’'s Drum.
The female child dies as a human in the human epdred restores herself. She returns to the
human sphere. [he Mirror of Pine Forestthe female child does not move between spheres.
Thus, she does not die or restore herself, thusngpaf age for the female child does not take
place. However, since she could bring her mothéeta bodhisattva. This implies that she will
be a bodhisattva later. Therefore, we can see @epa for a coming of age in this play.

In The Pool Sacrificeno coming of age is seen. The female child digkeé human
sphere as a human and restores herself as asaanithe pond. Then she comes back to her
parents in the human sphere. However, her situdib@s not change. So there is no coming of

age.
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In some plays, fathers experience transformatwhgh are similar to coming of age. In
Minase the female child does not move between sphetass, Bhe does not have a coming of
age. However, the father communicates with the maperal sphere by sutras and sends his wife
to salvation. So the father prepares for his comingge in a way or transformation. $kylark
Mountain Chijohime becomes a goddess on a mountain. Thus, Inefdrenation is different
from a coming of age. Toyonari accepts his fault goes back to his sphere withihime.

The father experiences coming of age.
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Conclusion
In the Noh plays I've discussed, Some femaledeéil do not behave in accordance with
their motivations. In such cases, they are useadas to advance the plot. On the other hand, in
Fuji’'s Drum andThe Mirror of Pine Forestemale children execute their mothers’ obsessions
behalf of the mothers.

Observing the ages of female characters in septags, we can see the contrast between
motherly figures and female children. All the matiadigures are “ceasing to be a woman,” but
the female children are entering or in the transfttron into adults.

One noteworthy function of female children is tamoect spheres, which they do by
taking various forms. Idinen kojj The Pool SacrificeandMinase female children are used to
work as a human beings. Fuji's Drum andThe Mirror of Pine Forestfemale children move as
a supernatural maidens. $kylark Mountainthe female child works as a god, and in otheypla
some female children connect spheres by marriage.

Death plays a significant role in plays featurfamale children. IQinen koji Fuji's
Drum, The Mirror of Pine ForesandMinase death marks the beginning of the playThe
Pool Sacrifice death is contrasted with survival. $kylark Mountaindeath represents the denial
of a blood relationship, and is brought by a hurna@img on purpose.

Death and coming of age are closely relaf@ten kojj Fuji’s Drum and theMirror of
Pine Forestportray a female child preparing to come of ag&.He Pool Sacrificehowever,
coming of age is not portrayed at all. NiinaseandSkylark Mountainthe fathers go through a

transformation and have their own coming of age.
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As both chart 13 and 14 clearly shdwji’'s Drum andThe Mirror of Pine Foresshare
many formal elements. The female children in bddypshow their own thoughtSuji’'s
daughter disagrees with her mother although ske taianges and behaves as her mother does.
In this way, she is not forced to change her theaidbut after listening to her mother, she
changes her feelings of her own free will. The flEenchild inThe Mirror of Pine Forest
disagrees with her father and persists in trustieg mother.

Fuji’'s Drum andThe Mirror of Pine Foresshare all the aspects we surveyed so far.
They are both extension of their mothers. Both fenshildren execute their mothers’ obsessions,
and in both plays the young girls are used to gghlkthe differences between female children
and mothers. Also, the audience can see the feshdtren’s future through the mother figures.
In these six plays, these two children are the onlgs who function as mediums, and both
children prepare for their coming of age in theypla

The dissimilarity betweeRuji's Drum andThe Mirror of Pine Forestand other plays
lies in thought, will, voluntary action and the t&nof the play. The most vivid differences can
be found in the female children’s thoughts, willglaroluntary actions. The female children in
Fuji’'s Drum andThe Mirror of Pine Foreshave their own thoughts and independent will. Their
independent thoughts and free will lead them te taluntary actions. Therefore, they stand in
the center of their plays. The female childui’'s Drum may not seem to be in the center of the
play. However, she acts right next to Fuji's witee central pillar of the play. Thus, she is the
second center of the play, so to speak.

While there are female children in other plays] amen some with apparently “major”
roles, these other female children amount to ldgtheer than stage dressing. The most important

decisions and incidents take place without theovikedge. Thus, they do not have the
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opportunity to fully express their thought and yudlehave accordingly, or they simply do not
have their own thought.

Some female children have their own thoughts, Willeand take voluntary actions, but
they do not have enough opportunities to condwast hwn thoughts and express free will. One
example of this kind of female child is dmen koji She is tied up throughout the play and
cannot take actions as she wants. The female ichWtinaseshows her will to hold a memorial
service for her mother and makes her brother talkaimeyo. However, other than that, she does
not show her thought and will and does not takemalry actions. Therefore, she cannot be said
to stand in the center of the play.

Some have no independent thought, free will, andat take voluntary actions. Such
examples are the female childrenTine Pool SacrificendSkylark MountainTheir lack of
thought and voluntary action prevent them from bb@iog the center of the story.

The female children’s thoughts, will, and actiomay motivate some narratives. However,
since most female children lack their own thoudylee will, and the opportunity to act female
children tend to be minor characters and thus tleegot influence major plots. Instead, female
children usually function as stage dressing, suctha@ideal helpless victim who marks the

beginning of plots and leads other characters iy @ in the plays.
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