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r . , < $ 5  7 % : V a h  m a  g a  u t taru  waruwan Rai 

[If you have tirne to  cry, why not  laugh ins t zad?]  

Osakan  saying 
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u 
This  thesis d iscusszs  the  h i s to r ica l  development o f  the  

Japanesz  comic  performance genre  of  rnnnzoi, and i ts  contemporary 

manifes ta t ions .  The f i r s t  chap t e r  examines  mirrizai-s r i tual  origins in 

the  Heian  cour t  and i ts  subsequen t  expans ion  th roughout  Japan as an  

es tabl ished performance s ty le .  The chap te r  a lso  descr ibes  the genre  

of  ' c l ass ica l  inansc<i' and d i scusszs  i t s  present  s t a tus .  The second 

chap te r  examines how ' s tage  ~mmzzai'  emerged in Osaka f rom a 

panoply  o f  popular  en t s r t a inmen t  forrns: and  part icularly f rom 

niwaka  s tage  comedy. T h e  th i rd  chap te r  desc r ibes  the  emergencz of 

the  genre  o f  'modern  m a n z a i . '  deta i ls  i t s  adapta t ion to radio a n d  

discusses  the  impact o f  the  Second  World War. The  four th  chapter  

examines  modern nzanraz's post -war  deve lopment  and focuses o n  i ts  

r epresen ta t ion  through te levis ion.  The f i f th  chap te r  provides e sce rp t s  

o f  modern  nzunzaz performance in  its va r ious  s tages  of evolution.  

Final ly ,  the s i s th  chap te r  d i scusses  the  chal lenges  fac ing modern 

manzai  today and contemplates  poss ib i l i t i e s  f o r  i t s  fu ture .  

Cet te  thése trai te  le développement  h i s to r ique  de  l 'ar t  ludique 

japonais  appe lé  m a n z a S  genre  de représen ta t ion  comique.  ainsi que  

ses manifes ta t ions  contemporaines .  Le p remier  chap i t re  examine Les 

or ig ines  r i tue l les  du  rnanzai'et son espans ion  par  la su i t e  à travers l e  

Japon e n  tant  que  s ty le  de représen ta t ion  reconnu.  Le chapitre décr i t  



i g a l e m e n t  le  '» ic tnzui*class iquz '  sn tan t  q u e  g e n r e  s t  t ra i te  l ' i t a t  

a c t u e l  d e  ce  de rn iz r .  Le  d e u s i é m c  c h a p i t r z  e x a m i n e  comment  l e  

'mcrnzai 'destiné à la  s céne '  a i m e r g i  a O s a k a  d ' u n  é v e n t a i l  d e  

r e p r é s e n t a t i o n s  popu la i res !  e t  d e  la c o m é d i e  de s c i n e  niwak-a en 

p a r t i c u l i e r .  Le  troisième c h a p i t r e  d é c r i t  I ' é m e r g e n c e  du '»ianzaY 

m o d e r n e '  e n  t a n t  q u e  g e n r e ,  d i t a i l l e  s o n  a d a p t a t i o n  à la r a d i o  e t  t r a i t e  

l ' i m p a c t  d e  la  d e u x i è m e  guerre  mondia le .  L e  quatriZrne c h a p i t r e  

e x a m i n e  l e  d é v e l o p p e m e n t  a p r t s - g u e r r e  d u  manzui 'moderne .  a i n s i  q u e  

s a  r e p r é s e n t a t i o n  p a r  la  t é l é v i s i o n .  L e  c i n q u i i m e  c h a p i t r e  f o u r n i t  d e s  

e x t r a i t s  de  r e p r i s e n t a t i o n s  d u  n z a n z ~ i ' m o d e r n e  d a n s  ses  d i f f i r e n t e s  

phases  d ' é v o l u t i o n .  F i n a l e m e n t :  l e  s i x i è m e  c h a p i t r z  t r a i t e  l e s  

t e n s i o n s  s u r v e n u e s  a u  s e i n  du  » ? ~ a n z a i * c o n t e m p o r a i n  et  c o n t e m p l e  les 

p o s s i b i l i t é s  de  son  a v e n i r .  



In Xpril 1994, 1 w a s  almost half a yzar into rny job in the 

international  marketing division of a Jaganese Company in Tek‘-o. After 

a difficult training period in mhich 1 learned the code of the salurfm~fn 

(salaried worker). 1 knzw the level of respect I owed rny sernpai *5$? 
'J* Jks (seniors)  and espected the same from my three new kohui f ~ r k  

(juniors) who had just arrived. In the months that followed. hon-svèr, 1 

was puzzled by the behaviour of  one of these new recruits. -4lthough 

hard-working and efficient in his duties, this Osaka native seemed 

brash and almost over-familiar with his superiors.  sometirnes feigning 

to complain when given a task or making wit ty remarks. He was unliks 

his fel low freshmen? who were mostly subservient  and reserved. In 

short? he did not  behave the way I had learned a kohui should. 

'- A One ntuggy evening that summer, during a niky&-ai $& US ;ri 

(literally 'a party to cool  off') a i  a local eatery, 1 was surprised by the 

l ib t r t i es  he  seemed to take with senior employees. At one point, he  

interrupted the manager who was bragging about his fishing esploits ,  

esclaiming: %et out o f  here! There aren' t  any f ish that  size!" Visibly 

startled by the remark, the manager paused  fo r  a while until sorneone 

broke the tension with a nervous laugh. When 1 asked my advisor about 

the incident the fol lowing day, he informed me  that this was normal 

behaviour fo r  an Osakan, and that it was not  meant to  be disrespectful. 

I didn' t  know i t  at the time, but our new recruit from Osaka was 

engaging in a form of  interactional joking typical o f  manzai,  a 

performing art  featuring dialogue with comical  wording and gesturzs 



usually performed by two peoplz cas t  in the roles  of  a n-it and a straight 

man. He was not purposcfully imitat ing rnilnz~i. howevsr.  Tsutsui Sayo 

espla ins :  

In everyday settings, this fo rm o f  in terac t ion  is commonly 
pract iced in a loosel- conventional  waF in the Kansai  region among 
friends. family, acquaintances. o r  2ven strangers .  The  interaction is 
framed as play, and  the laughter  on  the  part  o f  the performers and : 
or audience serves to create a warm atmosphere .  I 

Tht re fo re ,  his intent ion was not to  d isparage  t h t  manager. but rather  to 

l iven the party f o r  everyone's enjoyrnent.  

The  moment o f  tension was caused by a cul tural  gap  betwezn the 

Tokyo-born manager and the Osaka-born employee.  According to  Inoue 

~ i r o s h i , '  Tokyo has retained the feudal is t ic  cul ture  o f  the samurai  who 

valued vert ical  relations'  protocol and authori ty.  Osaka. on the o ther  

hand. has always been a thriving merchant  c i t y  whers  horizontal 

relat ions matter  most.  For samurai,  laughter  is tantamount  to insul t .  For  

merchants ,  i t  i s  an  essential tool f o r  negotiation. '  Therefore,  from the 

manager 's  point o f  view, the freshman's  r ank  did not  g ive  him the 

author i ty  to  dispute his  story. The freshman,  on  the 0 t h ~  hand? 

interpreted the fool ishness of the manager ' s  esaggera t ion  as implicit  

permission to engage in manzai - l ike  in terac t ional  joking.  Thus, he took 

the role of the s traight  man and espected  everyone to laugh. 

' Tutsui  Sayo,  "Conversational Joking o n  Japanese Television, in  Everyday 
Life:  Fools and Their  Foils Pair Off in the Kansai  Region," (paper  presznted at t he  
annual meeting o f  the  American Anthropological -4ssociation, Washington. D.C., 
19-23 Nov.. 1997), 2.  Kansai is the  iiame given for  t he  Osaka region. 

In  this thesis,  a11 Japanese names are  wr i t t en  in the  conventional Japanese 
style o f  fami ly  narne first, given name second, unless  t he  individual  in quest ion 
usually writes in Engl ish.  

Inoue Hiroshi, "Rakrrgo, Mnnzai and  Kigek i :  The Arts  o f  Laughter," Japon 
Foundation N e w s l e t t e r  13, no .  4 (January 1 9 9 6 ) ,  1 - 2 .  



At the tims. 1 had nonz of these insights into Osakan culture. 

Keverthelcss, the freshman-s bchaviour and  my advisor's comrnents had 

sparked mj. interest and 1 was curious to lzarn more about Osakans. One 

evening in rny apartment. I recognised Kansai-ben l% fi ZKi (Lançai  

dialect) as 1 was changing television channels. What 1 saw looked l ike  

stand-up comedy. escept  that therz werz two comedians standing bzhind 

the microphone instead of  one. Since 1 had not 'et scen a Japanese 

comedy show on television? 1 paid close attention. 

The smaller man often yelled at his taller sidekick and  would hit  

him on the head when he spoke. Although the slapstick dimension of  

their routine was amusing, it was their comic dialogue that had me 

rolling on the floor. Their topics wzre sometimes sexually explicit  or  

scatological, at other times utterly nonsensical. The- would drift  from 

free talk to situational dialogues with se t  roles. In these, the taller 

comedian would invariably portray someone in a position o f  authority 

such as a doctor or  a high school teacher, and the smaller one would 

talk back to him.' Then, 1 remernbered the incident at the eatery  and 

recognised the similarity between the smaller comedian and my k6hai at  

work. The following day, 1 offered to buy him lunch. When he jokingly 

asked what 1 would get from the deal? 1 told him 1 wantad to  know about 

Osakan comedy. That was the first time 1 learned the word m a n z ~ z .  

From that moment onward, watching rnanzui became one o f  my 

favourite pastimes. In retrospect, 1 now see horv my growing intcrest in 

rnaxai  was both an expression of my desire to escape the 'vert ical '  

1 la ter  d iscovered t h a t  those two cornedians who had  m e  in fits o f  laughter 
were Downtown, one  of t he  mos t  popular  cornic d u o s  in  Japan.  For a detailed 
discussion of  Downtown. see  p. 1 0 9  below. 



pressure o f  a Japanese Company and an indication that 1 had discovered 

a fascinat ing area of  research which beclioncd me to return to academia. 

At my going-away part'. in the summer o f  1995. 1 had one last  talk n-ith 

my Osakan friend over a g lass  o f  sake. I told him 1 ivss going to  NcGil l  

University in Montreal  and that 1 intendzd to  write a thesis on martzai. 

A broad alnile s tretched across his face a s  he said : --l'ou d o n 2  have to 

cross the Pacific Ocean to  get to Osaka. just  takc the bullet train!". One 

F a r  later, I was o n  a bullet t rain to Osaka. 

I carried out  rny f ield research on  munzai in Osaka and Kyoto 

between June 5 and July 5' 1996. Due to the scarcity o f  information on 

manzai in Korth American l ibrarizs,  I only had gensral  not ions  o f  its 

origins and subsequent  evolution. Arnonp the English-language t es t s  1 

discovered. Muneo Jay Yoshikawa's comprehensive art icle  "Popular  

Performing Arts: Manzai  and Rakugo" was an  invaluable resource.  

Although it was no t  published at the  time o f  rny field research,  1 would 

also like to mention Xishiyama Matsunosuke's  Edo Culture:  DazZy Life 

and Diversions in Urban Japan.  1600-1860, translated and edi ted  by 

Gerald Groemer, for  i t s  e samina t ion  o f  rnanzaz in the con tes t  of 

i t inerant  performers, as well as  fo r  its detai led presentation o f  popular 

performing arts from the Edo--Meiji period. As for  contemporary 

developments, the documents 1 possessed did  not go further  than the  

early 1970's .  Therefore, my goal  in Osaka was to collect as  much data 

as possible, with the  understanding that I would subsequently narrow 



the focus  o f  rny thssis based on this data. 

Il'- research was d iv ided into t n - O  phases: Thc f irs t  phase. mhich 

spanncd my first ten d a y  in Osaka. was devoted to bibl iographical  

research on  both cIassical and  modern manrai. Thanks to the numerous 

volumes I discovered at the  Osaka Sakanoshima Library. 1 was able  to  

construct  a detailed historu o f  manioz ,  re-tracing its origins. carzfully 

fol lowing its numerous changes.  the influencss i t  received from other  

forms of  performing arts. as  well as  i ts diversification throughout  the  

centuries .  Furthermore, I obta ined extensive documentat ion on nzanrrli 

as well as other comic performing arts  o f  Osaka at mhat rvas then the 

temporary office of the Kamigata [the region of Osaka- Kyoto  and 

Kobe]  Performing Arts Museum.' Nevertheless,  even the most  reccnt  

books 1 esamined did not dea l  n-ith manzai in the 90 ' s .  

Therefore? 1 began the  second phase of my research, which I 

devoted to  understanding the  state  o f  nianzai today. Armed with audio-  

v ideo equipment,  I recorded performances at several  theatres owned by 

diff i rent  entertainment companics,  interviewed universi ty professors,  

performers  o f  manzai and o the r  forms of comic performing arts, as well  

as entertainment producers and television producers. 1 also focused on 

m a n z a i ' s  future by spending three days in a nianzai  t raining school,  

observing teachers and s tudents  in act ion.  I visited the Osaka Higashi 

Sumiyoshi  High School  f r  d%g % , home o f  Japan's  f i r s t  

high-school  level "performing arts and culture course, " conducted 

in terviews of  teachers and students, and videotaped classroom material.  

The rnuseum opened  
centerpiece in the rev iva l  of 

its doors in November  1996, and has b e c o m e  a 
Karnigata performing arts.  



Finally. although time constraints prevented me from gaining 

first-hand esperiential  knomlzdge o f  n z a n x z .  1 appeared on a televiscd 

La' cornedy show called Ch6 Bakusho Büingu @ @  -% 7'- / i :: . in 

which audience members judge performances and determine whether or 

not  they qualify to appear the following week. As the only foreigncr in 

the audience. 1 was singled out by  the cornedians on stage and had the 

priviIege of  engaging in rmmzni-like joking interaction with them. Of 

course. 1 was the butt of  their jokes. After my  research in Osaka' 

howzver! 1 finally had an opportunit- to csperience manzai first-hand: 

In  .4pril 1997, at the Japanese Popular Culture Conference in 1,-ictoria. 

Canada, 1 teamed up with fel low mmzraz researcher J o d  Stocker to 

perform a short routinz o f  Our own conception. In addition to daily 

conversations with Osakans during m y  salarinian years in Tokyo, thesc 

esper iences  aIlowed me to gain a deeper understanding of nzanzai's 

performance dynamics, the psychic link betwzen pcrformers and 

audience members, as well  as the nature of Japanese comedy in general. 

The primary objective of  this thesis is to trace the historical 

development o f  rnunrai, from its r i tual  origins in the eighth century to 

its most recent avatars in s t a tu  nascendi,  with a special  focus on media 

technologg's impact on nianzai's form and content in the twentieth 

century and beyond. This  thesis also intends to serve as a general 

introduction to the genre of rnanzai, and includes several estracts of 

manzai performances translated in English. 



The origins and  ear ly  developmznt o f  nzr2nzai remain  somewhat  

obscure.  Scholars  s t r u ~ g l e  to p iece  together  a cohzrent  account  f rom 

scat tered references and  diverse sources,  and the  resul tant  his tories  a r e  

often quite  genera l  and  even apocryphal.  Xever the less ,  i t  i s  worthwhile  

to pursue these accounts ,  because the- give a sense  o f  the his torical  

t ransformations that  lie behind the emergence of classical  m a n z a i .  In  

particular,  one sees  how the  early r i tual  use o f  nznnzaz arnong the noblzs 

o f  the Heian cour t  changed dramatically as  manzai spread beyond the 

court into o ther  ranks and professions, gradual ly developing in to  a 

style o f  performance wi th  a widespread? popular  appeal  by the late 

Middle Ages. By the ea r ly  modern o r  Edo period (1615-1868). samurai 

patronage had spurred  the  espansion of manrai  into eas tern  Japan, 

where two dominant  branches emerged: &Iikan-a milnzcri and Owari  

nzansrli. In the twent ie th  century, these two branches gave  r i se  to the 

two major  currznts  o f  manzai performance, which  are  the main focus o f  

subsequent  chapters .  

The r i tual ised performance art of  c lass ica l  manzai has been 

traced back as ea r ly  as the  eighth century to a cerernony which was 



t ransmit ted f rom China  cal led rd-a B$%k .' The cercmony. which rvas 

performcd on the f i f teenth  and the s i s teenth  of  the  f i rs t  month  of  the 

?car, involved men and women stomping their feet mhile  dancing and 

singing congra tu la tory  verses.  The  ta-a was a predecessor  o f  classical 

mdnsai, which K a s  f i r s t  known under the name senZr! manzai  o r  sensliû 

n z a n z ~ i  ? 8; iff . The expression senru manzai t  which l i teral ly means 

"one thousand au tumns  and ten thousand years?" m-as found in historical 

wri t ings of ancient  China  to show deference for  the passing away of an 

important  official .  Ins tead  o f  using the word "death".  it ivas sa id  of  

such individuals  tha t  they  had "prospered f o r  a thousand,  yet  even ten 

thousand years".  T h e  espress ion  was la ter  separa ted  f rom this contest, 

and in Japan, came to  be used to wish someone a prosperous  life. '  

Eventually,  senrzi rnanzai - later known simpiy a s  rnanzai - would be 

the name given to a genre  o f  celebratory ritual,  usual ly  performed at 

new year ' s  tirne by  t w o  representat ives o f  a Shinto shrine to  br ing  about 

"ten thousand years" o f  hzai th and prosperity.  

Sensu mansaz  ar ises  in the  con tes t  of speci f ic  beliefs.  The most 

representat ive f o r m  o f  fes t iva l  enter tainment  in the  Heian period (794- 

11 8 5 )  was  okagura @ :% , a ritualised performance featuring song 

and dance. The okugtcra was performed by two pzople,  one representing 

an  anthropomorphic god and the other  represent ing  a local  deity.  In the 

dialogue between the  two performers,  the anthropomorphic god  

commands the local de i ty  and tr ies  to  make him o b e y  However,  the 

' Ori ta  K6jio "manzai," Kodanslra Encyclopedia  of J a p a n  ( 1  083 ed.)  

?surumi Shunsuke, T a y 0  saiz8 den:  manzai wo tsuranzrku mono  [the tayü  
and s a i t 8  legacy: those who perform manza i ]  (N.p.:Heibonsha, 19?9 ) ,  2 4 - 2 6 .  



local deity mocks. disobsys. and rnakes fun of the anthropomorphic god. 

In the end, the local community and  Iand are said to be bIessed by the 

local  deity succumbing to the anthropomorphic god.' The character 

representing the Local deity is called the ntodoki . alternatively 

rvritten or  @k %. This eschange in the okugztra reflects the 

popular belief that the gods descend to people's homes and br ins  

blessings to ensure the prospsrity of the descendants and  the fertil i ty o f  

thz land. Such beliefs brought abou t  the creaiion of  a distinct category 

of individuals. known as shügenshoku ?5€b @ o r  'celebration 

professionals , '  who would visit in lieu o f  the gods. These visits were 

beIieved to occur at  auspicious times such as festivals '  banquets,  and 

other  happy occasions, the most important of which was the  new year - 

which also corresponded to the beginning of spring in the Japanese 

calendar. The symbolic relationship between the two performers o f  the 

okugz<ra was the prototype fo r  s e n z u  tnanzaz, the traditional narrative 

performance art performed by two representatives of  a shrine or  temple, 

one o f  them in the role of a wit and the other in the role o f  a straight 

man. By the seventeenth century? these two roles would be known as the 

taÿü ;kft and the sai-5 2 1 . 

Eamaji Koz6, in his article 'Wanzai  no hensen" [the changes of  

nzanzai], discusses the origins of  the two forms o f  manzai. Since 

medieval t imes, the shügenshoku who performed s e n m  manzai  have 

been given many different names. A passage in the Chion edit ion of  the  

Vakan R & i  S h 6  C h a o  % @, P"n % ig &a a $ k J f rom the late Heian 

Muneo Jay  Yoshikawa, "Popular Performing Arts : hfanzai  and Rakzrgo," 
Handbook of Japanese  Popular Culture (eds.  Richard Gid Powers and Hidetoshi 
Kato. New York: Greenwood, 19891, 76 .  



period (twelfth century)  describcs senzzt nz~znzr71' condusted by  X-orszr~iki 

b&Ai & &3$ ? o r  --beggar priests" .4 The name 'bcggsr pricsts '  does 

not  impiy that they were low-class spsc ia l i scd  performing ar t is ts .  

Rather? these were people  subordina te  to  rvealthy patrons who usual ly 

occupied functions requir ing k n o w l e d g s  o f  pur i f ica t ion  rites o r  magic.  

On the day of  the Rat  and the day  o f  the  Rabbit  in the  first month o f  the  

lunar  calendar, '  they would appear  in spec ia l  c lo th ing  with a s ta f f  and  a 

smalI p ine  with roots  at tached in hand. to  speak  words of 

6 congratulat ion.  I a m a j i  poin ts  out  tha t  these  e lements  of their 

performance,  including their d ia logue  s tructured through kototori 

9 responscs, already displays the  rudimentary  character is t ics  o f  

classical  nlanz~zz in i ts  subsequent  f o r m .  

References to shc7Qenshokz< as beggars  have been found a s  car ly  as  

the Manyinh<i E s &  writ ten in the ?;ara period (646-791). The 

Chinese characters for bgbeggars'' a r e  used to dcscribe the hokoibito. 

people whose profession i t  was to offer words  o f  celebration.'  In his 

widely read book Sasurainzn no Geznàrhi [performing arts his tory o f  

wanderers],  Misumi Haruo explains tha t  the  popular  performing ar ts  o f  

Japan,  including »mnz<ri, owe much t o  the  exis tence o f  wandering 

Yamaj i  K6z6, "Eizô kaiçetsu" [video cornmentary]. Shkufirkrr suru h i tob i to  
[those who celebratej, vc'l. 1 2  of  Oro ro e i z d t o  m o j i  n i  yorrr ( ta ike i )  n ihon rekishi  ro 
geino [Japanese history and performing a r t s  (out l ine)  th rough  sound, image and  
word], eds. Ozawa Shoichi et a l .  (Tokyo:  Heibonsha ,  1990), 175. 

It was the custom a t  the t ime to  coun t  days according to the twelve signs 
o f  the Chinese zodiac. The R a t  and  the Rabbi t  were the f i rs t  and the fourth s igns  o f  
the zodiac,  respectively.  

Ibid., 175. 

Ozawa Shoichi, "Manzai 1090," Shukzïfuku surzr hitobiro ,  3 0 .  



performzrs who  would tra\:eI f rom \--illags to  v i l lage  and  psrform their  

ar ts  in the street or  square o r  an  area in f ront  o f  homss .  Tlissz 

es t remel-  poor i n d i ~ i d u a l s ~  o r  members  o f  the agrarian society &-ho 

could not  set t le  down sincz they owned no  land. wouId beg for  the  

fa rming  vi l lage 's  produce.' 

M t h o u g h  after the th i r teenth  century, manzaz &ould become 2 

r i tual  performed a t  the new year 's t ime alone,  it was original ly n o t  

lirnited to this contest .  One o f  t h e  oldest  referenczs  to  senzu mrtnzdi 

dates f r o m  the  mid-e levmth centriry, in Fuj iwara  Akihira 's 

SRi~lsarzigakuki %$@&zZ w h e r e  i t  is  descr ibed a long  with the 

narrat ives o f  the biwa hclshi @ @ &k gi$ ( lute-playing bl ind i t inerant  

9 priests)  as one type of performance.  Fujiwara 's  t e s t  makes  ment ion  of 

" S ~ ~ Z Z L  llzanzai n o  saka hokaz," o r  the senzzr mr?nzai prayer  for  sake. 

Apparently,  manzui performers'  blessings were  one  o f  the ingredients  

that ensured  the quality o f  a new s tock  o f  sake .  Maizzilz was also 

performed when a new building was  k i n g  erected. This  particular 

ceremony,  called hashirariate # b ? (p i l la r  erect ion) .  involved songs  

which invoked the various gods who  were bel ieved to inhabit  each 

pi l lar  o f  the building." Elements  of the kashiradate ceremony have 

remained within the repertoire  o f  s o n s  and dance rout ines o f  classical  

manzai .  

In  the Kamakura period (1 192-1337), the fo l lowing descript ion of  

* Yoshikawa, 81. 

'O Oda Shokichi, Wara ibanas l l i  no j ida i :  tczclziyomi engeikan [the era of  
humorous tales] (Kobe: Nojigiku Sunk6, l967) ,  1 .  



-- - 
the s e n x  munza i  is g i v m  in the l i e i g o k i  -$ZI M W  : -'Soi;io btggar  

priests. imi ta t ins  the drzss of  Iegendary mountain wizards. corne 

bringing a small  pine in their hand rvhile reprat ing congratulatory 

verses, and rcceive a stipend. This cclebration occurs on the first day o f  

the Rat." S a n ~ o  was one o f  the appellations o f  the shfigeirshokz<. 

The word designated individuals who were subordinate to nobles or  

temples, and who performed entertainment or  conducted aligury and 

p r a - e r s .  Since the performance only happened on one day, Yamaji 

11 suggests that i t  was something which they did for specific patrons. As 

fo r  their stipend, records from the period indicate that the performers 

received small arnounts of sake, sweets, beans, rice or  the monetary 

equivalent.  This was not enough to feed their families, s ince they only 

did this  once a year. Therefore, they would perform other various arts 

or  work as farmers and physical labourers during the rest o f  the year." 

In the late Kamakura period, as the authority of  the wealthy 

patrons began to decline, these subordinate performers needed to search 

fo r  new clients  and a new modz of existznce. Although the precise 

details are not clear concerning their reorganisation, by the time o f  the 

Northern and Southern Dynasties (1336-1392):  the function of this 

celebratory performance was entirely assumed by those called sh&~onj i  

fi$ or % PEf f% or  alternatively o n m y q i  @ &fi . These were 

individuals  who specialised in performing augury, prayers, and an' 

number of  performing arts. They were particularly well-known for 

performing kusemaz & #$ , a form of entertainment which involved 

' ' Yamaji ,  f 76 .  

'' Tsurumi, 2 9 - 3 0 .  



dancing and singing to the accompanimrnt  of  a tsnzr<niz ?% hand drum. 

Later in  the SIuromachi period ( 1 3 9 2 - 1 5 7 3 ) -  thzse shbvronji would 

croup together in  specif ic  neighbourhoods o f  Kyoto and visit the 
Y 

imperial  palace at the beoinning o f  the  )*car as an establ ished custom. 13 

At the same tims, whereas senZr4 nzdnzai had previously been l imi t td  to 

the day o f  the Rat  and the day of the  Rabbit in  the f i rs t  month. it nom 

spread into fest ivi t ies  throughout the  new year. 

The  words used in the performance began to take on a s tronger  

entertainment value.  This n-as due  to the fact that senzrt manzizi was 

now widely demanded, no t  only by wealthy patrons, but  also by the 

common citizens of Kyoto n'ho were esperiencing a cul tural  

renaissance at the time. L\s a result ,  interest m-ould have  been lost i f  i ts  

content only consisted o f  ri tualistic elements fol lowing old customs 

and manners.  The common citizens of  Kyoto demanded enter taining 

material  in order to  esperience the celebratory mood o f  mansai  in  a 

more tangible manner. As evidence o f  this qual i tat ive change in the 

nature of ninnzai, Yamaji ci tes  an en t ry  in the Danjinki E l %  dated 

January 5.  1302. T h e  senzu rnanzai performers who visi ted the Imperia1 

Palace o n  this day are described performing a form o f  sarzcgakri E% 

acrobat ics  called t emar i  += . 14 

In the provinces, performing arts of a celebratory nature 

developed under s l ight ly different  circumstances than in  Kyoto. During 

the middle ages, the  onmygi  would exercise various rel igious powers in 

the vicini ty of provincial  capi tals  a n d  in  settlements nea r  important  

l 3  Ozawa, 16. 

'' Yamaji ,  176. 



points on travel routes. Especial ly in these ssttlsrnents. the oni i -$2 

came into contact with religious figures who n-andzrcd from province to 

province. As a result. these places saw the developmrnt  o f  n r w  folk 

performins arts.  B y  the end of  the fourteenth century. the provincial  

performing artists were known as rnaznzcrz $$ + . because they had 

taken up kz~senzai dancing which had gone out of fashion in Kyoto and 

incorporated it into their repertoire of  performances. l' 

By the age o f  the  Warring Countries (1182-1558)? thcse 

provincial performing art is ts  became subordinates of rnilitary 

commanders. One o f  the reasons they were able to thrive during this age 

o f  civil  wars is because they were proficient in fortune-tel l ing and 

magic. two skills highly in dzmand at the t ime.  In addition. the rnai»iai 

repertoire which they performed a t  new year 's  time was perfect ly suited 

to the sensibilit ies o f  military cornmanders since it deal t  with such 

subjects a s  the battle o f  Gernpei or  the Soga brothers '  revenge. 

4 s  fo r  senzu rnanzai7 although tes tual  sources confirm its 

distribution from Kyoto throughout Western Japan? thzre is no  evidence 

that  ntointai performers in eastern Japan performed s e n x  mansai at new 

year 's .  kamaj i  cites the l e iada  Dia- d F 8  E3 ZZ of the  Tokugawa- 

related -Matsudaira Ietada clan who lived in Mikawa. The f i rs t  half o f  

the diary contains art icles from the Tensh6 years (1573-1592) which 

describe among other things how rnainzai performers came in great  

numbers to Ietada 's  mansion.  However, none of  them came fo r  new 

year 's  celebrations, and senzu  rnanzai was not mentioned as  part o f  

'' Ibid., 177.  



thcir repertoire of performances. 16 

Onlv after the end of  the s i s t een th  century d id  senzzr nzanzai find 

its way into eastcrn Japan. and more specif ical ly in the countiss  of  

Mikawa and Owari. According to 'Iamaji.  this changz Kas provoked by 

Toyotomi Hideyoshi @ E in 1594. rvhen he sent  the majori ty of 

the onmyqz living in hyo to ,  Osaka and Sakai into forced labour to 

cultivate the wastelands of  Kiyosu and 0war i . l -  According to the  Gien 

Junkc5Diary % & @ El of  Daigo temple, the s e n x  mansai 

performers stopped appearing in the capital  as of  that year and did not 

reappear until  s i s  years later,  which coincides with the  esodus of  

onnzyiji into Owari. With Toyotomi's death, the rclocation movement 

effectively ended. Among the oizrnj~@i who moved to Owari  and Mikawa. 

natural ly some of them contacted the local  onniyqi vil lages where they 

were sen t  and joined their Company. These  Kyoto on?n.voji served as a 

s t imulus to  their local counterparts.  Yamaji in f i r s  tha t  this is the 

method through which munra i  was transmitted to these regions. 

Whereas the senzri nianzaz that f lourished in Kyoto  effectively 

lost  its power under these circurnstances, the m a i m u i  of  Orvari and 

Mikawa inhir i ted  a celebratory performing art, and took this with them 

as rhey toured their new patrons. In particular,  those Mikawa mainiai 

performers whose patrons advanced to become daimyo lords. not 

only in Kant6 (Tokyo area) but  in al1 provinces, relied on those 

connections to go out  and carry on their  profession. While Mikawa 

rnanzaz performers made their terr i tory the entire Kant6  region, with 

-- 

I 6  ïbid., 178. 

" Ibid . ,  173. 



mainly thc nswly establishzd samurai of  Edo as their centrc o f  

operation, Owari nzrrnzui perforrners made thsir territory the area 

surrounding Xagoya castle and the western parts of the country. In 

those places whcre Mikawa nla12zaz and Owari niorizai performers didn't  

visit, each province's onlrz~~qz and low-class religious performing artist 

follomed Mikawa manz i t i ' s  esample and divided each territory among 

themselves. 18 

By the Edo period, ntanzai was mostly performed in the Yarnato 

and Mikawa areas. .\part from Owari m a n x i  (sez figure 1 ), there 

was also manzni  in different parts of the land, namely Kawachi iqh y 

Mino . Iyo (?? Echizen @ %  , Kaga filJR . Aizu H ?@ - 
Sendai {b 6 and Akita fjk BI . Horvever. Mikarva manzaz was mithout 

a doubt the most prevalent o f  them al1 durinp this period. As i t  rvas 

deeply connected to  the Tokugawa Iepasu l l l g  ,@ shogunate, it 

bscame representative of classical r~ianrai as a whole. In f a c t o  Mikawa 

was the home of the Tokugawa family. When Ieyasu moved into Edo in 

1590, the tnazmai performer Kandayli k of  Okazaki village who 

had Ieyasu as his patron followed. Kandayü received land in the 

Asakusa area of Edo and was appointed head dance officia1 in religious 

services for  the eight provinces o f  the Kant6 area.19 In  addition, Ieyasu 

gave the Mikawa nianrai performers a privileged status, even allowing 

them to head the government bureau of  the court noble Tsuchimikado 

k t @  61189 family's Mikawa office. Mikawa nzanzai performers could 

claim a special connection to the shogunal house and were able to 

l a  Ibid. ,  180.  

" Ibid., 179.  



obtain passes giving them t h e  license to tour through the provinces 

freely. It appears that Ieyasu may have also used them a s  spiesa20 

Fig. 1. An illustration of Owari rnanzai from Owari Meisho Zukai 
W 2 pic tures  of Famous Places in Owari]. Reprinted from 
Ozawa Shoichi, "Manzai 1990," Shukufuku suru hitobito, eds. Ozawa 
Shoichi et al. (Tokyo: Heibonsha, 1990), 19. 

After a long period of prosperity during the Edo period, Mikawa 

montai began to falter once the Meiji period (1 868-19 12) began. With 

the  imperial edict of Meiji 3 (1871), the government began to promote 

State Shinto, and the o n m y g i  who performed manzai severed their ties 

with the Tsuchimikado family. Anticipating the rise of Shintoism, 

practitioners of Mikawa manza i  eventually acquired the qualifications 

Nishiyama Matsunosuke, Edo Culture: Daily L$e and Diversions in 
Urban Japan, 1600-1868, trans. and ed. Gerald Groemer (Honolulu: U of Hawai'i 
Press, 1997), 120. 



of Shinto officials. donned thz dress of Shinto prissts. and  performed 

nionzai only after reciting Shinto prayers. In addition. thzy r rplaczd the 

words o f  manzcli with material strongly influenced b?- Shintoism. As a 

result, their  m m z a i  necessarily became somzthing refined yet  lacking 

in entertainment value. At one point in the mid-Meiji period. Mikawa 

monzai flourished? however it declined thereafter." Owari  manzai. on 

the other hand, esperienced an  as tounding diversification in thc Meiji 

period, and becamz a thriving popular performing art form.  

Already since bcfore the Meij i  period. Owari nlarzzai was 

influenced by the performing arts and had developed in to  a wide variety 

of styles to suit  various needs. For  esample: Owari manzizi gave birth to 

stage versions o f  nzanzai called shibai rnanzai 2 b 5 8  . These 

included sangyoku manzai @ 71 2 , which was performed to the 

accompaniment of  the drum, the sirmisen and the Chinese f iddle,  and 

fukirramokura % $$ % a style of m a n m i  replete with joyous  words 

and humorous phrases. These stage versions of  manzai  would thrive in 

Osaka in the late Edo - Meiji period. In addition, the repertoire of 

Owari m ~ n r a i  diversified to suit  i ts clientele's religious beliefs.  For  

example, h o k e X ~ 6  rnanzai % @ 77 8 was performed f o r  members o f  

the Tendai 35 % and S ich i ren  El Buddhist sects ,  roktij6 

mansui I\ % 6 % fo r  the Jodo Shin # 5 % sect, g o j 6 m a n r a i  

f@ @ A % fo r  the J6do i$+ k $? sect and shinriéi rnanzai ?b f7 A 8 for 

Shintoists.  There were even Song variants suited to the businesses and 

products o f  various locales visited by nianzai performers o n  tour, such 

as  the horse song and the sake song.  There was j iwari rnanzai 

" Ozawa, 2 0 .  



f& 5 - which Iitzrally means ' gound-break ing '  ~ > i d i i = ~ i  - fo r  the 

constrüct ion of the foundations of  a house, as 1\ -~11 as - ~ ~ ( F I ~ ~ J I ? Z C Z  ~?zrfizzczi 

$f& 3 73 8 fo r  shippers. Thzrefore. in to  the Meiji  period. O s a r i  nzanzui 

performers. unlikz Mikawa rnalziai performers. werc given the official 

license o f  'working entsrtainers '  since they performed many varietizs 

o f  arts." As a result, Orvari ntan iaz  rvas ab le  to adapt to the changing 

t imes and n-ould eventually make a s ignif icant  contribution to  thz stage 

performance of nzanzai_ which ive wil l  e s a m i n e  at length throughout the 

rernainder o f  this thesis. 

A t  present,  however? 1 would l ike  to turn to Mikawa m a n z a i ,  

which was destined to become a representat ive esample  of  the  es tant  

classical  manzui  performance tradition. The following sect ion will 

focus  on a description o f  Mikawa nlanzai - the appearance o f  the 

performers,  the contest within which i t  \vas performed and the content 

o f  the performance. 

In Tayù S a i z ô D e n  [the t q f i  and suiz6 legacy J, Tsurumi Shunsuke 

ci tes  a descript ion of Mikawa manzaz f rom the Meij i  20's ( 1 8 8 8 - 1 8 9 8 )  

by a scholar  named Hayakawa K6tarG. 1 mrill use it a s  an esample  o f  

m a n r a i  in the nineteenth century: 

No sooner had they entered the gate than they sat  
themselves down on the tatami mat ,  and before even giving 'ou 
the time to Say 'please corne th is  way,' they would s ay  'happy 
new year '  and ask 'how is everyone?' A s  soon as these greetings 
were cornpleted, they would strike their rsuzumi drum, and whilz 
seated s ing  for  a time. The two would  then stand up, and with the 

1 -l -- Ibid. ,  2 0 - 2 1 .  



t a j v U  taking the lead. they would  begin to dance.  The t q - u n - o r s  a 
palc su6 [ % ] and a ta te -eboshi  [ 2 .% 61 F ] w h i k  the sarzo 
wore a Dr7ikokzi hood [ % As 0 1. R-hile dancing. the?- rvould 
srnile. looking at each other.  1 couldn ' t  hzlp  laughing. R'hy does  
[the sa iz61  put on  that [happy] Ebisu facz?  It was a wonder  to see  
how the r ~ ~ v ü  could keep a ser ious  face. Thz saiz61vould do man' 
humorous things.  He would  make comical  sounds and p u t  o n  a 
clown face, af ter  which h e  would turn his attention to the 
children and begin to c h a s s  a f t e r  them. al1 around the  house . . . 
When the dance was f inished.  he  w-ould quietly return to his sea t .  
Then. the members of the  household would corne out  and g ree t  
them. Thcy put  an envelope  wi th  some rnoney in i t  in a bowl  and 
served them tea.  Before the  tn-O left? the? would leave a pr in t  o f  
Ebisu Daikoku and a p raye r  card  to protect against f i re  . . . Thzse  
prints had piled u p  f rom y e a r  to  year? s o  that they pract ical ly 
overflowed f rom the shr ine .  T h e  prayer card to protect aga ins t  
fire was af f i sed  to the p i l la r  next  to the o ~ e n . ' ~  

The dis t inct  roles o f  the tuyri and the suix3 are  made clear in this 

passage.  One is a lways forma1 and severz,  while the  other  breaks fo rm 

and behaves humorously. The passage  a l so  reveals one of  the h ighl ights  

o f  the  performance: how they srnile a t  each other *-in a strange, 

myster ious  ~ v a y ? ' ~ ~  (see f igure 2). Since this happens just before the  

s a i z 6 j u m p s  into his comical  rout ine ,  1 presume that the moment se rved  

to  increase  the dramatic tension o f  the performance and reinforce i ts  

thea t r ica l  aspect. It a lso providzs  evidznce  o f  the many li t t le f lour ishes  

c lass ica l  manzai took on  in o rde r  to  heightzn i ts  cntcrtainrnent va lue  fo r  

i t s  patrons.  From this passage, i t  is a l so  apparent  that c lassical  

nzanzaz's ceremonial s igni f icance  f o r  i ts  patrons was indeed va lued  and 

dernanded. Ebisu ,7& & # and Daikoku % ?$ are two of the seven  

'j Hayakawa K6tar6, "Mikawa no manzai no koto" [about Mikawa rnan:ai], 
Minzoku Gei jutsz~ [folk art] 2, no. 1 (Jan. 1929): n.pag., qtd. in Tsurumi, 5 7 - 8 .  

24 Nishiyama, 120 .  



gods of happiness believed to bring good fortune to the home and 

protect the hearth. The prints of Ebisu and Daikoku 'overflowing' from 

the shrine in the kitchen make obvious that  this home relied on the 

manzai performance every new year to ensure their good fortune for  the 

twelve month 

Fig. 2. An illustration o f  classical manzai from Jinrin K i n m o Z u i  
A fi 811 % $i , 1690. Reprinted from Tsurumi Shunsuke, TayESaizo 
Den (N.p.: Heibonsha, 1979), 17. 

Oda Shokichi transcribes some l ines spoken by the tayüin  

Mikawa manzai .  This example is from M i k a w a  manzai shahon 

[manuscript], provided by NHK: 

Auspiciously in spring, once more the god of happiness 
cornes . . . When he cornes to this home, your household will 



prosper. your business wi l l  prosper. the spir i ts  will  prosper  and  
-ou will escapz misdeeds and misfortune. 0. hon- your wealth will 

7 5 

grow and your money wi l l  spr ing forth . . . . - - 

The S L Z Z Z ~  on the other  hand, would recite a humorous medley o f  

nonsensical phrases and little anecdotes  in a s ing-song w a y  Oda gives 

the following esample  o f  what t h e  sair i5said:  

You know thz herse. he  likes money and he l ikes beans. He 's  
big and he tvorks hard. The horsz, I Say, he l ikes the master  and the 
missus. He began a t  an ea r iy  age. riding on  here and r iding on 
there, alwnys r id ing on. r id ing anew. Tou children there, d o n 3  
follon; me. or 1'11 twist your  breasts. And watch out  f o r  your 
fa ther ' s  testicles! Hohoyare rnachrzr~7koycz, nzczchar~k~cz, 
nz c i chcr rako~~a!~~  

One aspect o f  the manzai performance that may not  have made its 

way into Hayakawa's account i s  the  baudy nature o f  the  scrriro ' s  

comical  interlude. As this last e sample  il lustrates.  the s azz6 ' s  speech 

was livzned with sesua l  references .  Furthermore, he would not only 

chase around children, but he  would  also race around the room .'lifting 

u p  the sliirts of good-looking servant  girls. or  s lapping the mistress of  

the house on  the b a ~ i ; . " ' ~  Part icularly when m a n z a i  performers visited 

homes o f  the nobility: ssuch displays  o f  feigned lower-class affection 

psovoked laughter. which was considzred auspicious and served to 

heighten the good fortune of  the  occasion. According to  Kikuchi  

Ki ' ichiro 's  Ehon F & o h  6 a z  [public morals in picture books], "the 

sazzo should have rustic features,  should appear fool ish  without being 

foolish,  should appear lustful without  being lustful,  uncouth yet  

" Oda, 2 .  

'' Ibid., 3 .  

" Nishiyama, 1 2 0 



amiable: and above all. he should be plain."2%nce Hayakanxi is 

rzcalling something he espcr ienced when he \vas nine at thc most. i t  is 

quite possible  that he did not  understand such things and did not 

commit them to  memory. I t  is also possible that he chose  not to include 

such aspects  o f  the performance. s ince the?- ma? not  have been sui table 

for print ing in 1929 whcn the t e s t  Kas published.  

According to Higuchi Kiyoyuki.  many old f o l k  tales  svhich are 

famil iar  to  Japanese people today forrnerly containcd sesua l  material .  

As an esample .  he ci tes  the didactic tale o f  "The Cut-Tongued Sparrow" 

(SRitakirz s u z r m e i ,  in which a nasty old woman cuts  the  tongue o f  a 

sparrow tha t  she catches eat ing her glue. When her  husband is rewarded 

by the spa r row fo r  consoling the bird, she  t r ies  to imitate  him. only t o  

be punished by the bird instead.  Higuchi  e sp la ins  that the tale  uscd t o  

have one ending in which the nasty old woman fa l l s  o f f  a bamboo 

branch and  d ies  when a sharp stump impales he r  in thz geni ta l  area f rom 

below. In the current  version, she dies  f rom snakes and insects. 

According to Higuchi ,  old tales such as  these wcre ' sani t ised '  by the 

academic researchers  and collectors o f  ta les  who first  heard t h e d g  

Sirnilarly, Hayakawa may have chosen to sani t i se  his account  of  

Mikawa munzaz? al though this is mere  conjecture.  

Another way in which the character d is t r ibut ion  o f  the tiryüand 

sair5is  apparent  is through their clothing. The t a y o ' s  dignified 

clothing sugges ts  a man o f  good social  s tanding.  The szcois a coat made 

'"td. i n  Oda, 4-5. 

2P Higuchi  Kiyoyuki,  Warai t o  nihonjin [laughter and the Japanese], vol. 9 
of Nihonjin no rekishi  F i s t o r y  of the Japanese] (Tokyo: Kodansha, 1982), 176.  



of  hemp ivith emblsms o f  famil? crests  printsd on  it. which. togs thsr  

u-ith the eboshi hat. typified thz dress o f  samurai.  The suiz6. on  the 

other  hancl! wore a D~~zkokzr hood.  m-hich was typicall? worn  by priests  

o r  old men (see f igure  3 ) .  .A m o r s  detai led description o f  the dress code 

used by nianzai performers is provided in the Morisaiia IIanX-ü 

a comprehensive manuscr ip t  describing the manners and 

customs o f  the l a t s  Edo ara'  m-ritten in 1854. Here. manzaz performers 

frorn Kubota and Hashio in  Yarnato province are  described in one of 

their visits to the regions eas t  o f  Mikawa province: 

The t ~ v ü  wore a samurai  ebosh i  hat, a yellow-green srcô coat  
with white tachzbana orange circular  emblems and a blue cot ton  
section around the waist  emblazoned with chrysanthernum and 
paulownia designs.  H i s  hakama [ @ ] pants also h a d  the same 
colours and emblems, wi th  a sword attached. The saizG however, 
had no set uniform, s imply  carrying a long blue cot ton  bag over  his 
shoulder with which to hold r ice  or  money  that  they received." 

In this instance too,  the cont ras t  between the r e ü ' s  dignif ied,  s tately 

clothing and the s a i z 6 ' s  more casual  at t i re  is made clsar.  

'O Tsurumi, 0 7 



Fig. 3. Akita manzai  performers in 1990. Photograph by Motohashi 
Sei'ichi a - . Reprinted from Yamaji K6z6, "Eiz6 Kaisetsu," 
Shukufuku suru hitobito, 194-5. 

The Preservation of Classical M d  

Over the past hundred years, the popular performing arts of  the 

stage flourished in urban centres and modern monzai eventually grew 

into a major entertainment industry. At the same time, classical manzai 

disappeared from the cities and was pushed back into rural areas. Here 

it stayed, in many ways unchanged since the Edo period. Especially 

after the Second World War, the number of classical manrai  performers 

began to steadily decline as younger generations moved to the cities or 

chose more contemporary lifestyles. Not many classical rnanzai 

practitioners presently remain. Many of the regional manzai  perforrners 



who appearsd on stage at the Pan-Japan C l a s s i c a l  l f a n z a i  Pzrformancs 

Convent ion .  heId in Aichi prsfecturc. Chitn citp- on August 25. 1990. 

wzrc among the last reprzszntat ivzs of the i r  art ( sce  figure 4). Sornz 

regional forms wzre alrzad? estinct. such as  Tamato i?iirnzi>i, which 

disappeared shortly after the Second World War. The estant forms 

represented were Echizen rnonzai. Kaga manxz. Akita r~zsnzui, Iyo 

rnanzaz, Takadëra manzai 8 a JSi G% f rom Okinawa. goze nzanzai 

3 73 8 - originally pzrforrned by blind women playcd 

samisen  -? Mikawa manzoi and Chita manzai %l& 7? % . O f  the e s t a n t  

&& forms, this only left Aizu mnnza i  and Bungo nzanroi E 7;; as 

absentees. 3 1 

j1 Ozawa, 23-3 .  



Fig. 4. Chita manza i  performers at the Pan-Japan Classical Manzai 
Performance Convention, held in Aichi prefecture, Chita city on August 
25, 1990. Reprinted in Ozawa Shoichi, "Manzai 1990," Shukufuku suru 
hitobito, 5 0 .  

Today, there are conservation societies for classical manzai ,  just 

as there are for many other forms of Japanese folk performing arts. 

Although some regional varieties of classical manzai  have now 

disappeared, many of them live on in this manner. The justification for 

the creation of conservation societies to preserve folk performing arts 

in Japan is a complex subject to which 1 cannot do justice within these 

pages. Nonetheless, I will briefly discuss the issue of 'conservation' of 

'tradition' in Japan in order to place curent-day classical manzai  in 

perspective. 

According to Marilyn Ivy, the Japanese inierest in its own 



t radi t ions - in other words. in i ts  or ig ins  - becamz --a truly national.  

pervasive. nims  phenornenon" in the post-war cra." The development  

o f  communicat ion and transportat ion networks.  and the  inf luence o f  

television made it possible  f o r  anyone to  pursue such interests  freely. 

The urban sprawl, a long with rura l  devas ta t ion  and depopula t ion Save 

the post-n-ar generat ion in Japan a s t rong urge to 'escape to i ts or ig ins ' .  

One form in which this sent iment  e sp ressed  i tself  was the 'Discover  

Japan'  campaign o f  the Japan S a t i o n a l  Rai lways  in the 1970's. "the 

first  highly visible. mass campaign urging Japanese to d iscover  what 

rernained o f  ' t radi t ion '  in the mids t  o f  loss."" Ivy esp la ins  that  the 

campaign echoed many o f  the  themes  o f  the n i h o ~ i n r o n  8 .% .h % 

'd iscourses on Japaneseness '  found in  popular  works a t  the time: 

In  the producers '  theory  o f  t ravel  and origins . . . the 
t raveler 's  'self '  equals  an or ig ina l  Japanese se l f  which equals  the  
authentic  Japanese Rokoro [ & 'heart '] ,  which  in turn equals  the 
rural, remote, non-Amcrican? and non-rat ional .  Travel  is the 
operator  which connects  thz te rms o f  the equation, by al lowing thz 
displacement  o f  d iscovery  t o  occur. Travel  pzrmits  a temporary 
recuperat ion o f  a los t  self .34 

When nzanraz scholar  Ozawa Shoichi laments  : "Looking at  man-rîi 

clothes f rom various regional  conservat ion  socie t ies  in Japan today, 

they have somehow become showy, gaudy costumes, but  the clothes that  

I actual ly saw a t  the beginning o f  the Showa era weren ' t  s o  l a ~ i s h , " ~ '  he  

is referr ing to the costumzs o f  performers assernbled at the 

j2 Maryiin Evy, "Tradition and Difference in the Japanese M a s s  Media," 
P u b l i c  C u l t u r e  B u i l e t i n  1 ,  n o .  1 (1988) :  2 1 .  

3 3  Ibid., 2 1. 

3 4 Ibid., 2 2 .  

3 5  Ozawa, 14. 



aforementionzd Pan-Japan Class ica l  .\f~7n=ai Performance Convention.  

Whether or not suc11 gaudy  cos tumes  n-ere part ly an atternpt to appeal to  

touris ts  -folk performing ar ts  hâve been knorvn to become more showy 

f o r  such reasons - does n o t  matter.  

Such concern fo r  authent ic i t -  often disregards the sub j sc t iv i ty  o f  

the  practitioners, who incidental ly,  may have bcen perfect ly sa t i s f ied  

with their appearance o n  stage.  A s  a result o f  a law s igned in 1992 

which  officially permits  ' t radi t ional '  act ivi t ies  to be t ied in to  tourism, 

classical  mgnzai has n o w  become a tourist a t t ract ion.  For esample ,  an 

internet  page f o r  Chita c i ty  s ta tes  that the Owari  Manzai  Conservat ion  

Socie ty  is continuing to promotz  the art both as  -a  new year ' s  

celebratory event  and as a regional  a t t r a ~ t i o n . " ~ ~  Another in ternet  page 

outl ining Japanese t ravel  spo t s  l i s t s  Iyo wanzai as a h ighl ight  o f  thz 

Matsuyama Oshiro Matsur i  t2 $5 % -% f e s t i va i  in Ehime prefecture: 

one o f  the major fest ivals  o f  ~ a ~ a n . ~ '  Many fo lk  s tudies  scholars  are 

scept isa l  of  the recent  a s soc ia t ion  o f  tourisrn and folk t radi t ions.  For 

esample ,  in "The Changing F a c e  of Japanese Folk Beliefs ,"  Xorman 

Havens writes: ;-. . . the objec t ive  o f  preserving local fo lk  cul ture malr 

be  a worthy goal .  But in fact ,  the  very self-consciousness of ' t radi t ion '  

represented by the concept  o f  a fest ival  preservation associa t ion  seems 

'"~ichi ken shokokai rengokai [Aichi Przfecture Chambt r  o f  Commerce 
Confederation]: "Saiji j6h6 / chi ta  sh i  'kuni shitei  San manzai kyoenkai'" [event 
information ! Chita c i ty  ' three nat ionaIly designated manzai  jo in t  performance']  
[information service on-line]; avai lable  f rom http://www.ssxyyy.or.jp!contznt/ 
syoroken!sakakibara-home; homelaunch78.htm; Internet ;  accessed 2 5  K o v . ,  1097. 

"Tokyo English Life L ins  (TELLnet) ,  "Nihon no omo na matsuri  -chü,ookti, 
shikoku chiho'" [major fes t ivals  of  Japan 'Chügoku and Shikoku reg ion ' ]  
[information service o n - l i n e l  avai lable  from http:~/www.majic.co.jp~TELLntt/2iot~ 
j-travelfj-chugoku.0 1 .h tml;  Internet ;  accessed 2 5  Nov. ,  1997. 



sorncn-hat an aberrat ion in  the con tes t  o f  a genuinc folk culture."' ' k t .  

what  is this 'genuine '  fo lk  cul ture Hal-ens refers to? 

Hiroyuki  Hashimoto  has  argued that thz t ime is r ipz to m o v e  the 

focus  away f rom conccrns  ovzr  the cul tura l  authsnt ici ty  o f  f o l k  

performing ar t s  and tom-ards a n  esaminat ion  of thz ident i ty  o f  local 

people.  Even if  the per formance  o f  classical  m a n x i  changes a s  a resul t  

of th is  tourisrn, it will  s t i l l  b e  a va luable  cul tural  manifes ta t ion  fo r  both 

v is i tors  - who will  have an  oppor tuni ty  to cnjoy the  f e s t iv i t i e s  white 

' red iscover ing  Japan'  -and f o r  the participants.  who wil l  be def in ing  

themselves through the appropr ia t ion  o f  this 'tourisrn cul ture '  and  will 

cont inue to f ee l  tied to the i r  communi ty  through their  per formance .  3 9 

I t  may h e  this f ee l ing  of belonging to a cornmunit- tha t  keeps 

classical  nlansai al ive in  the regions  where it st i l l  surv ives  and  serves 

i t s  funct ion .  Ozawa gives  the e sample  o f  Sh6hei Wakasugi? a tuyri from 

Anj6 s!& ci ty in Iba rak i  prefecture.  Anjo was former ly  known as  

Besho 8lL PfF , the  most  famous nianzai vi l lage  o f  Mikawa manzai.  The 

Wakasugi farnily has  car r ied  on  the t radi t ion of m a n m i  f o r  genera t ions .  

Mr. Wakasugi a l so  pract ised manzni from a young age  and tourcd  

through Tokyo, Ibaraki  and  Gunrna prefectures.  Now, wi th  h is  s o n  a t  the 

h d m ,  he runs  a fish farm and a restaurant  special is ing in  river fish. 

Ozawa esp la ins  that a l though he  is ret i red,  Mr. Wakasugi f e e l s  that h e  

cannot  s imply  s top his manrai  tour ing  s ince  he and his  pa t rons  have a 

Ie Norman Havens, "The Changing Face o f  Japanese  Folk Beliefs," Folk 
Bel iefs  in Modern Japan, pt .  3 of a se r ies  Contemporary  P a p e r s  on Japanese  
R e l i g i o n ,  t rans .  Xorman Havens,  ed.  Inoue Nobutaka. (n-p.:  Inst i tute  for Japanese 
Cul ture  and Classics,  Kokugakuin U,  19941,  N. pag. 

" Hashimoto Hiroyuki, Lecture on Folk Perforrning Arts i n  Japan, McGill 
University,  Montreal .  24 Nov., 1995. 



relationship going back gznera t ions .  Therefore. with his s ldes t  son  

Sori-oshi  a s  the saizQ and e m r y  ycar  n-ithout fail .  hr= 1 - k i t s  the houses 

dzsignated in the ancestral  r eg i s t e r  o f  Buddhist temple supporters .  

Howevsr,  the son Noriyoshi had th is  to Say before dr iv ing  off  to the 

nes t  house with his father  in thz back seat :  . -Khen  I see  my old man 

beginning to  get f idgety  a t  s p r i n g  [nem year 's]  tirne. I becorne the s u i z 6  

and fol low him with the in tent ion  o f  carrying out  rny f i l ia l  

White his father 's  cornmitment t o  rnanrai cornes f rom a s s n s c  o f  dut- 

towards the continuation o f  the comrnunity: his concerns don ' t  seem to 

reach that far. 

1 s  this the last o f  the Wakasugi  nzanzai family? 1s classical  rnanzui 

dest ined to fade away for  lack o f  successors? Pcrhaps not, i f  t rends in  

chi i t i  okoshi fth @ $6 .Z L o r  reg iona l  'promotion '  are any indicat ion.  

In  recent years? the preservat ion and developrnent o f  regional  asse ts ,  

both natural  and cultural,  has b e e n  closely tied to the movement 

towards governmental decentral is  ation. Of  particular importance to  the 

affirmation of  regional power a r e  cultural activities such a s  regional  

t radi t ional  performing arts which  strengthen the sol idari ty o f  the 

community. One hopes that  c l a s s ica l  manrai  will l ive  on, represent ing  

the cul tural  richness o f  the respec t ive  comrnunities whcre it is 

practised. 

4 0 Qtd. in Ozawa, 2 2 .  



It mas not until the l l u romach i  period that classical  nianzoi bzgan 

to  incorporate the concept o f  making people laugh.  .As the 

entertainment value of classical manzai  increased in response to its 

clientele.  naturally: so did the comical  na ture  o f  the art .  By the Edo 

period. and especially in the major  c i t ies  of  Edo  and Osaka. the part o f  

the  performance in which the ser ious  r a ~ ü i s  mocked by the cocky suiz6 

became the highlight o f  nzanzai f o r  the comrnon people. As a rzsult ,  the 

humorous aspects of  classical m a n z a i  eventual ly became emphasised 

over i ts  original religious function o f  blessing the community, and  

manrai soon  found i t se l f  secularised in urban centres.  1 

in Os& 

I t  would be impossible to unders tand the  proccss through n-hich 

modern  manrai emerged from the chrysal is  o f  classical  rnanzai without  

e samin ing  the history o f  public cnter ta inments  in  its native city of 

Osaka.  A n  astonishing variety o f  performance and entertainment 

f lourished during the Edo period. According to Tada Michitaro, the  

emergence o f  mass culture in Osaka is c lose ly  t ied  to the city's 

historicai  development. In "Osaka wa mizu no miyako ka" [is Osaka the 

c i ty  of water?], he esplains that Osaka was  developed on Land reclaimed 

f rom the sea between the  Muromachi  and Edo  periods. In order  to  

sol id i fy  the land, Osaka leaders s e t  up var ious  kinds o f  amusements and 



cntertainrnents to attract people.' As a forcign witness to c i ty  l i fc  in 

O s a k a .  Engelbert  Kaempfcr  ( 1 6 5  1-1 7 1 6 )  wrote in his travel diary 

(1690-1692): 

The Japaness people cal1 Osacca the  univzrsal theatrs  of 
p lzasures  and diversions. P lays  are to be sczn daily b o t h  in publick 
and in  private houszs. Mounte-banks. Juglers. mho can shem- some 
ar t fu l  tricks, and all rary-shew [raree-show] people . . . resort 
th i ther  from al1 parts of the  Empire . . . . 3 

This descript ion gives us a f i e l i n p  f o r  the teeming diversity of 

performances which competed f o r  attention in  Osaka at the tirne. The 

var ie ty  and number o f  public entertainment forms would continue to 

increase  throughout  the Edo period. peaking bstween the Kasei and 

latz-Edo period (1804-1868), otherwise known as the '-goldzn age o f  

popular  performing arts."' 

I t  i s  quite likely that  many of the performances Kaempfer 

witnessed were conducted on temple  grounds.  As in many other major  

ci t ies ,  shr ines  and temples were well-known attractions since the. were 

a t  the  cent re  of festivals and fa i rs  as  wcll as dest inat ions fo r  rel igious 

pi lgrimages.  In Osaka, the Ikukunitama shr ine  Lk tfé ?& was a 

gather ing spot  for  many public  performers. including kadozz<ke gez 

f$ i.5 H 'door-to-door'  o r  ' s t ro l l ing '  entertainers  such  as classical 

manzaz performers. There is  evidence  showing that  munrai  was already 

present  a s  a secular entertainment form a t  least  as o f  the H6ei period 

' Engelbert  Kaempfer, The  Hisrory  of Japan ,  t r a m .  J .  G. Scheuchzer 
(London:  n .p . ,  1727) ,  bk. 2:476, qtd. in  Heinz Morioka and hfliyoko Sasaki, 
Rakugo:  The  Poptrlar ,Varrative -4rf of Japan,  Harvard E a s t  Asian Monographs 138 
(Cambridge:Harvard UP. 1990j ,  234 .  

Nishiyarna, 2 2 8 .  



(1704-1711) .  i f  not as  earl>* as the Genroku period ( 1 6 8 8 - 1  704) .  An 

i l lus t ra t ion  (sse  f igurz 5 )  in the real is t ic  Edo-period novel Goni-übu 

-ara Onna @! .A 8 fi % & wriritten in 1 7 1  0 by Tuzuke Gansui. 

depic ts  a scene  at the  Ikukunitama shrine.  F o u r  types o f  entertainment 

a re  por t rayed bzing performed within a part i t ioned hu t  sheltered with 

A 

marsh-reed screens with the fol lowing capt ions :  -,&-a z a i m o n  .Z % 

%% X . X-&haku AR ? t c z ~ : f i  manzai.  and "Yonezawa Hikohachi 's  

ges tura l  mimicry  o f  the present times."' K&Rakr~ was a populâr form o f  

s tory te l l ing  in  which war chroniclzs,  biographies  and even love stories 

were read and supplemznted with explanat ions.  A t  f i rs t  a common sight 

o n  Street corners  and public places in  Osaka. by the Hoai period? 

X-&hah had moved into temporary huts  such  a s  the  one  depicted here.  

The reader  is fami l ia r  with the term ' m a n z u i ' ;  the only notable 

d is t inc t ion  here is the expression 'taycl manzai' to describe the  secular  

fo rm performed within cit izs.  

klochida Toshi'ichi. a a k a  o w a r a i  gaktr: warai  to  nor i  n i  kaketa  menrnen 
[the s tudy of Osakan laughter], v o l .  1 of  Naniwa tatsurakzr shi  (Tokyo: Shinsensha, 
1994)' 64.  



Fig. 5 .  An illustration from GonySu  Kyara Onna .A$% @ . 
Reprinted from Heinz Morioka and Miyoko Sasaki, Rakugo: The 
Popular Narrative Art of  Japun, Harvard East Asian Monographs 13 8 
(Cambridge: Harvard UP, 1990),  242. From Ieft fo right: kehuku, tayü 
manzai, Yonezawa Hikohachi, kyaGa zairnon. 

K y a a  zaimon was a form of uta  zaimon , which itseif 

was derived from saimon (see figure 6 ) ,  originally stories based on 

Buddhist scripture Sung to the accompaniment of a conch trumpet by 

priests in the guise of yamabushi CU mountain ascetics. By the 

Genroku period, saimon had become secularised, giving rise to uta 

zaimon, which were mostly songs about local news. Another derivative 

of saimon which became a popular entertainment in the latter half of  

the Edo period was deroren zaimon T 5 h X I  % * , a kadozuke gei 

which drew its name from the 'deroren deroren' sound of the conch 

played by the original saimon performers. Deroren zaimon evolved into 

chongare tj + X I  71% h and ahaInraky6 R x  8 . These two street 



performances were characterised by fast-pitched singing, the former 

using vulgar language and the latter entertaining people with 

recitations of mock Buddhist sutras. In the Meiji period, these sairnon- 

derived forms gave birth to the naniwa-bushi @ ZfEPIii ballad, otherwise 

known as ra tyoku & f& . A form of recitation and singing accompanied 

by samisen,  naniwa-bushi  remains to this day an important traditional 

folk music genre. 

Fig. 6 .  Left, a yakuharai  exorciser; righf,  a sa imon performer. From 
Jinr in  K inmoZui ,  1690. Reprinted from Nishiyama Matsunosuke, Edo 
Culture: Dai ly  Life and  Divers ions  in Urban Japan,  1600-1868, tram. 
and ed. Gerald Groemer (Honolulu: U of Hawai'i P, 1997), 11 5 .  

The final caption introduces us to Yonezawa Hikohachi 

iR W /\ . Active during the Genroku period, Yonezawa was one of 



the three most famous rs~rj ibunoshi  jk %k or  'crossroads s rory '  

raconteurs.  a long with T s u y  no  Gorobe Z E &G @? in Kyoto 

( 1 6 4 3 4 7 0 3 )  and Shikano Buzazmon @ @i p4 in  Edo (1619- 

1699). These three were the f i rs t  professional  raconteurs in Japan: and 

would be instrumental in  laying the foundations f o r  rvkzrgo %% 

professional s torytel l ing.  Whereas tszijibanaski werz short comic tales  

(also known as  karzikrichi @ [II ' l ight-mouthed'  t a l k ) .  rakugo stories  

were much longer. adding a narrat ive dimension. providing more 

detai led descriptions and emphasis ing  the punch l ine.  Ruktlgo 

flourished in the Edo period, and up until  the beginning o f  the Showa 

era (1926-1989), it was the only legi t imate performance ar t  o f  a 

humorous nature in Japan. Yonezawa and his tsiijibunashi i s  accredi ted 

a i t h  establishing the roots  o f  comedy in OsakaV6 

Undoubtedly, Kaempfer 's  ment ion  o f  plays in private houscs was  

in part  a reference to q a t s u + i ~ & z t r i  &@ CJ j + % f B  ? a descendant  of  

j&uril the narrative ballad born  i n  the latz Muromachi  period which 

was originally accompanied by the  biwu E @ f  (Japanese lu te)  and la ter  

by the samisen.  In the early Edo period, i t  became popular in Edo and 

the Kyoto-Osaka area. During the  JGkq.5 period (1681-1688)' Takemoto 

Gidayu 'f"r & ft created a form called g i d a y l  j e u r i  which would 

become representative o f  j&zirz generally,  thanks to  the playwright  

Chikamatsu Monzaemon 2 t2 BE! & f@ . This form of j6ruri combined 

with puppet theatre in  the  Genroku  period to become q a t s t i r i  j B u r i ,  

the  ances tor o f  present-dao ningyo j e u r i  bunraku .E\ % % ft 8 o r  

bunraku for  short.  The  Kaempfer  diary (1690-1 692) coincides with the 

Ibid., 5 8 .  



time in n-hich ~ ~ i r t s ~ ~ r i j w z i r i  bsgan to bs prrformzd at the Taksmoto-za 

ff -% @ and Toyotakc-zn if; @ thcatrcs in Osaka. U'hilc such 

theatres were gaining high acclaim, f~z~j1br;717cî~hi. k&lfr?kzi and r q u  

manzai flourished in the streets .  

Another location for popular perforrning arts was the Dotonbori 

% iEW & area. which to this da' remains a vital cul tural  centre of Osaka. 

411 kinds of  stage entertainment? such a s  kabuki and j e u r i .  were 

performed in Dotonbori by the Enkyü period (1  714-1 748):  Iikewise the 

Takemoto-za where Chikamatsu performed his most famous works. 

Dotonbori is also known as the place where the impromptu stage 

performance of n i w a k a  fai o r  began, which provided the 

impetus for modern stage nzansai .  According to Hamamatsu utakuni's 

sixty-volume collection Setszi-y6 Kikan /%% ai , niwaka began in the 

Ky6h6 period (1 7 1 6 - 1  7 3 6 ) ,  and between the Hôreki and Mciwa periods 

(1 7 1  1 -  1772) in Dotonbori, "niwaka stages were built and decorated 

with paper lantcrns."' In the Ky6h6 period, on evenings of  summer 

festivals, n iwaka  was mostly performed within the Osaka Sumiyoshi 

Shrine A % fik 8 ,@ ?k and surrounding areas. .4s with tstijibanashi, i t  

became very popular, and amateur niwaka conventions becamz 

fashionable. 

Apart from Osaka,  ni isaka also developed in Fukuoka preficture.  

At first ,  niwaka simply consisted of humorous language or gestures 

designed to provoke laughter. Later, as i t  developed into a stage 

- 

' Qtd.  in Mochida, 86. 



performance.  it acquired a s t ronger  narra t ivc  dimension.  8 

.Vzwaka s tems from an ancient fes t iva l  ac t iv i ty  cal led dor.lrr?krr. 

which is nom- synonymous with one  of Japan ' s  most  famous festivals.  

the Hakata Dontaku Matsuri $ 2 PJ fc < -$Z C; in Hskata  city? 

Fukuoka prsfec ture .  One of  the central  e l ements  of the dontrtkzl is the  

mattcsbuyashi k @ F  ? rvhich originatad in  the Murornachi period â s  a 

procession of onm+v@i and sanio members.  a long  wi th  merchants  and 

common fo lk  who would sin= blessings at  new year 's .  In this  respect.  i t  

was quita s imi lar  in tone to classical  tnanzri-i. Within the n~arslrbuyashi 

was a sect ion cal led fÜr@ I % - a word which  c o m b i n e d f ~ o k z r  I f %  ' 
-&- I -  meaning 'manners  and customs?.  and ryu.76 ,x n . meaning 'current  

t rends ' .  T h e  fWyz7section in donrakti evolved with the t imes to allow 

var ious  types  o f  spontaneous performances in a n  informa1 s e t t i n g 9  

Dontakzc transforrns the c i ty  into a giant thea t re  wi th  s tages in var ious  

locat ions where people may part icipate in  any  number  of  performances.  

&4 recent  f lyer handed out  at the Hakata Dontaku  Matsur i  summed up the 

spir i t  of this  fes t iva l  : "Participation in dontaku i s  fundamental iy f r ee .  

k o u  can jump right in by yourself.  Please th ink  o f  dontahi as  a oncz- 

a-year informal  occasion when you can perform the dances and s o n j s  

you  prac t ice  al1 year  long in f ront  o f  the ci t izens.  -7 10 

Similar  to  the f f iyu .  nagashi n i i v ~ k a  n L (1 % n0 or  3% 

' s t rol l ing niwaka' was performed in the s t r ee t s  by amataurs.  I t  provided 

enter tainment  f o r  the common folk. Anyone was  f r e e  to put  on a 

' Higuchi,  t 14-5.  

Tsurumi, 46. 

'"td. in  Tsurumi, 48. 



costume and participate.  Pzrformers took the l inss  ~ f j & ~ < r i .  S o h  p l a y  

or  popular  songs  and arranged them in thzir on-n n-ay n-hile s t ro l l ing  

along the streets .  in a s tyle reminis ient  o f  today's  karaoke. This 

eventual ly evolved in to  jokes  with punch lines accompanied by dancing 

perforrned by two or  three people wearing bote X-a;szuw ;Z'T o r  

'papier  mâché wigs'" (see figure 7). In Hakata. the performers would 

Wear paper  hanmen OEi 'half-masks'  that covered their eyes and  nose. 

This  form o f  niwak-a f i rs t  came to be performed on  stage in the theat re  

houscs o f  Osaka. By the  Meiwa period (1761-1772)$  niwuku also spread 

to the l icensed 'pleasure quarters '  o f  Shimabara & R in Kyoto and 

Eoshiwara in Edo: where it  was styled Iüshiwara niivaka." By 

the  Kasei  period (1801-1830) ;  niwaku had diverged into two different  

s tyles ,  one which dealt  esc lus ively  with parodies o f  kabuki and j i k ~ t r i  

hit plays, and  the other which consisted o f  impromptu comedy in  the 

shape o f  one-liners,  gags  and humorous gestures.  13 

" Mochida ,  90. 

!' Higuchi, 1 14-5.  

l 3  Mochida ,  88-90. 



Fig. 7. Actors wearing bote katsura in a niwuka program from the Tenpô 
years (18304844) -  From Kyaio KenkyûKarnigata 23 r#B 5% k 3 a 
% 23 4 . Reprinted from Mochida Toshi'ichi, a u k a  owarai gaku: 
warai to nori  w o  kaketa menmen (Tokyo: Shinsensha, 1994)- 89. 

The Meiji Restoration brought with i t  a number of changes to the 

world o f  popular entertainment in Osaka. One o f  the factors that 

contributed to these changes was the collapse o f  the Edo economy. The 

end of the Tokugawa Shogunate dealt a serious blow to the merchants of 

the city - they were no longer able to thrive on lending money to the 

daimyolords; their monopolistic trade associations were disbanded, and 

the ginme monetary unit that they used to count silver and gold 

was abolished. In addition, the establishment of  prefectures in the place 

of  feudal domains brought about the closure of the numerous Osaka 

storehouses where national produce and rice coilected as  land tax were 

sold. With the end of  the rice system and the gold and silver markets, 

the entire Edo distribution network held together by brokers and 



wholesalers effectivcly ccased functioning.'" For  thoçz in the  

entertainment business. horvever? the bzginning of thz Meij i  period kvas 

a tirne o f  opportunity. Even while a pom-er struggle raged on betn-een 

the Tokugawa shogunate and feudal  armies, the theatres o f  Dotonbori 

continued to operate. 

Anothzr event that had a significant impact on the  entertainment 

world was the Osaka government 's  order in Meiji  5 (1872) to abolish 

stage entertainments at shrines and temples. The performers who relied 

on these shrines and temples suddenly  found themselves searching for 

neiv homes. Many performances, including niiïaka. found  their  way into 

the red-iight districts of Shinmachi 8 W , Horie % i1 and Kitano 

Shinchi jt fi % % . However, this only relieved part o f  the problem, 

and other  measures were necessary  to create new stages fo r  popular 

entertainment. Thus, there resulted a move to develop entertainment 

districts in busy areas of the ci ty so that thsy could accommodate more 

visitors and house more theatres.  Of  particular importance to niwaka. 

and by estension,  to the emergence o f  modern m a n z a i ,  was  the 

development of  the Sennichimae ? B f% area. Thanks  t o  the afforts o f  

Okuda Benjiro S$ BI $@ a&/? , a former  street hawker wi th  an 

entrepreneurial spirit ,  the execution ground and cemetery of 

Sennichimae was relocatcd in Meij i  5, and the land was soon  

transformed into a thriving entertainment and shopping district." 

Along with Dotonbori, Sennichimae would eventuaify become home to 

many o f  Osaka's most active comedy houses. 

'" Ibid., 9 7 - 8 .  

l 5  Mochida, 98-103. 



When the perforrnzrs of j&zu-i. uta zai»zoi7. tqiG niaitz~i. 

otoshibanashi ,  ni~rakrî ,  and other forms o f  singing a n d  dancing rnovsd 

into Sennichimae after  Meiji 5 ,  so did the mountebanks. peddlers. 

hawkers and their l ikes who made their business in the vicini ty o f  the 

shrines and temples. In the early years. Sennichimae was  al ive with a 

carnival mood. bustling with al1 rnanner o f  stalls? some sel l ing foods 

and wares? others providing petty entertainment - almost  al1 o f  them 

humorous in some way. ..\ popular  phenornenon at the time was the 

misemono R @ % or 'raree-show' which greatly increased the number 

o f  visitors to the area b -  showing curiosities. For esample '  many stalls 

were eshibits  of 'genuine '  articles from famous figures of  the past.  The 

humour came f rom the fact that they were obvious forperies.  There  

were acrobatics fo r  dogs and monkeys, as well as eshibi ts  o f  rare  

çreatures. One stand advertised it had a Iive weasel - which is 

pronouncsd ' i tachi '  in Japanese. However? on openin2 the curtain,  the 

curious passer-by would discover a board ( ' i ta ' )  smeared with blood 

( 'chi?) .  These sorts o f  word plays and jokes were everywhere in 

Sennichimae, frorn the misemono shows to the oto~hibanaslli and 

niwalia stage. Other misenzono included burlesque shows featur ing 

young girls performing variations of  folk singing and dancing.  

Sornetimes, the m i s e m o n o  were subjtct  to censure b y  Osaka 

police. A scries of laws and regulations on entertainments issued by the 

local  Osaka government during the early Meiji period cracked down on 

forgeries as well as burlesque shows.  For esample, a show featuring 

ï2- young girls performing a popular singing style called o n d o  e y !  was 

discontinued on charges o f  'corrupting public morals '  when it was 



discovered that the gir ls  re\--ealed rhc hem of  their kimonos rvhils thel- 

danced.16 However, such interventions did li t t lr  to drirnpen the 

ebull ience of  the enter tainment  dis tr icts  o f  Osaka. 

The relationship be tween censors  and those who resis t  cençorship 

hclped to define the character  of  s tage niwukir as *-d l  a s  that o f  modern  

rncznzai, both of which crnzrgcd f rom the optimistic humour peppersd  

with vulgarity that animated the  s treets  o f  Sennichimae. The authori ty 

against  which niwaka rebel led  was  that o f  the kabuki  theatres  of Osalta: 

which had gained a nat ional  r e p t a t i o n  for  the quality of their 

performances. In the Edo period. these theatres - almost  al1 o f  them 

located in Dotonbori - "boasted a Iineup o f  stars: . . . Xrashi Hinasuke  

[ k%%% ] ( 1 7 4 1 4 7 9 6 )  and Ichikawa Danz6 IV [ KI i& Tff Hl  Bj 1 ] 

( 1 7 4 5 4 8 0 8 )  were appearing at  the Kado [ A @ ] and S a k a  [ @ ] 

kabuki  theaters, r e ~ ~ e c t i v e l y . " ' ~  Therefore? when the niwaka g roup  led 

- 
by Shinanoya Ohan II - {t 18 yg ddecided to perform a parody 

o f  the  famous mork &hü~dach iga l iara  $k fil R at  the K a d o  

theatre  in Meiji 13 (1880). t h s  react ion from kabuki af icionados was 

one o f  outrage. From Meij i  9 ( 1 8 7 6 ) ,  there also appeared a handful  o f  

niwaku groups who performed kabuki  niwakrl and sh imbun niwako 

$97 W f=%ALI , or  'newspaper niwnka'  - which consisted of  humorous 

re-enactments o f  current even t s  - in  Dotonbori, but most o f  them wsre 

unsuccessful.  Meanwhile,  the  mood in Sennichimae was very r ipe  for  

the irreverent humour of  nirvaka.18 As if to spite the naysayers  o f  

- . . - - . - - - 

'"bid., 103-6. 

l7 Nishiyama, 130. 

l e  Mochida, 108-9. 



Dotonbori. nzwaka ~ o u 1 d  t h r i w  in Sennichimaz. whzre it continucd to  

sharpen its parodistic bent. tackling kabuki and sven the  sltiinp~geki 

XfiE@/ 'new school drama' - ~ h i c h  developed in contrast to kabuki in 

the mid-Meiji period and typically dza l t  with sentimental domestic 

themes. Xiwakcî also returned to the shrines and temples o f  Osaka when 

they nrere later reopened to public performances.  

The half-masic that characterises niwaka helps csplains the 

genre 's  critical edge. Hakata niwaka takes  this expression litzrally, 

using a paper mask that covers the eyes  and noss  of  the performer. The 

bote katsrwa headpiece o f  Osaka niwakrt is also a form o f  'half-mask' 

since it represents one half of the kabuki performer's costume. 

.4ccording to Tsurumi. the niwuka performer 's  half-mask does not  take 

on the role which the performer is playing:  "If it  full- appropriated the 

role - if it rvas tied up to any given ro le  - it would be carried away by 

destiny and becorne tragic. In this non-appropriated state . . . the 

niwaka performance criticises roles which are f ised to faces in theater?" 

and inst tad shows amateurs unable to ge t  rid of their own lifestyles. 

who "move about with e jgshel ls  stil l  s t u c k  to their h o t t o r n ~ . ' ' ' ~  This 

propensity for  criticism and self-criticism along with a lack o f  pretencc 

also became trademarks of the inanzai comedian. 

-4 prime esample of niwuka's parody of  kabuki theatre can be 

found in the stage life of  Tsuruya DanjÛr6 ?&% B-f- &6 (see figure 8), a 

performer who, along with his sidekick Dankur6 e[ fi &fi , brought 

niwaka to the height o f  its popularity a t  the close of the nineteenth 

century. Everything about Danjürô was a parody, beginning with his 

l 9  Tsurumi, 5 2 .  



name. His stage name Tsuruya was taksn e i ther  from the famiIy crsst o f  

the f ict ion writer Tsuruya S a m b o k u  ez % or  f rom kabuki  actor  

Ichikawa Cdanji fi / i l  .a % (1  8-l3-1916).  and his actor 's  namc  

Danjürô was takcn f rom Ichikawa Danjuro IS fi te H l  el f &fi ( 1 8 3 8 -  

1903): known as the act ing prodigy o f  the Mei j i  era. He also took the 

la t ter ' s  farnily crest a s  his own. Considering that Tsuruya Danjüro was 

an  amateur and a complete outs ider  to the world of kabuki,  such name 

borrowing was considered the  height  o f  arrogance. Even the t i t les  of the 

performances he mounted merc parodies.  F o r  example, in Meiji  23 

(1890), hc took the Kado theatre by storrn wi th  an  original  p iece  whose 

ti t lc ( @ $3 fi 3% 7 2 # $2 $3 ) c m  b e  loosely 

translated as  "sake-serving geishas  in a commotion over an elect ion 

decide in the end on  a building for  the inst i tute  of  ge isha  amusement." 

When pronounced, however, the Japanese characters  composing the 

ti t lc are hornonymous t o  the espress ion "Members o f  the  Housc of  

Representat ives in a commotion over  an elect ion decide  in the end at 

the  Diet Building.' ' Such poli t ical  parody was well  received by Tsuruya 

Danjüro's audience s ince  it  ref lected a cr i t ical  s tancz towards Tokyo 

which was shared by many of  Osaka 's  c i t i z e n ~ . ~ '  Tsuruya Danjüro's 

t roupe would lord it  over  Sennichimae fo r  thir teen years  at the Kairy6- 

za %&E theatre from 1894 to  1906. laying the  groundwork for  the 

kigeki f @j comic theatre o f  Osaka which is famous throughout Japan 

to this day? 

The Osaka-Tokyo opposition is  a recurring theme in Osakan comedy, one 
that lôter influenced the character of  modern rnunzai. 

" blochida, 11 2 - 4 .  



Fig. 8. A scene from the niwaka version of Taikabi J a a n r n e  f ~ $ & h f l &  
3 2 -f- f El J y performed by disciples of Tsuruya Danjür6. 

Reprinted from Mochida Toshi'ichi, a a k a  owarai gaku, 12 1. 

1: From 'Ten Thousand Years to Ten Thousand Talents' 9 L 

While niwaka  was enjoying its heyday, tayürnanzai  continued to 

be performed within the theatre halls of Osaka. At the turn of the 

century, however, manza i  would undergo the first of two 

metamorphoses, changing from a minor entertainment based on the 

secularised version of  a classical folk performing art to a completely 

new genre of  popular performance which would capture the spirit of 

Osaka's new salaried and working class. 

The man responsible for this first metamorphosis is Tamagoya 

Entatsu 3 -F W (1 864- 1944), known among rnanzoi aficionados 

as  'the founder of  modern manzai' (see figure 9 ) .  Born Nishimoto 



Tamckichi iKi gt i. in  Saka-Katvachi iq h (present-day east  

Osaka).  Tamagoya ( ' e g g  vendor ' )  received his  unusual stage name from 

his occupation as a t ravel l ing salesman.  In his  home town. he w a s  

known for  his beautiful rendit ions of Eiawachi ondo F? % . He 

was also a talented lead dancer o f  bon odorz &Xfa  . the dances for the 

Bon festival - the Buddhist  fest ival  of  the dead." S i sh imoto ' s  

reputation spread in Mikawa and Owari where he often performed for 

his customers. Realis ing his  potential a s  an  entzrtainer. S i sh imoto  

decided to try his l u c k  in Sennichimae towards the end o f  the Meiji  20's. 

and enjoyed a brief s t in t  in a small yose under the name Tamagoya 

Tamemaru . He soon left  Osaka.  however. to continue his 

training in various fo lk  pzrforrning arts, af ter  which he returned in the 

Meiji  30 's  (1897-1907) .  

*' Akita Minoru, Osaka waraibanashi shi [a history of humorous tales from 
Osaka]  (Osaka: Henshù Kàb6 Noa, 19843, 18. 



Fig. 9.  Tamagoya Entatsu. Reprinted from Aiba Akio, Kamigata manzai 
n y h o n  Pntroduction to Kamigata Manzai] (Tokyo: Kobun, 1995) ,  2 3 .  

During his time in Osaka, Nishimoto discovered that the popular 

singing style of the day was GGshü ondo , from present-day 

Shiga prefecture, and not the Kawachi ondo that he performed. Gahü 

ondo had just made its appearance in Osaka at  the beginning of the 

Meiji 20's. At the time, i t  was known as Yokaichi saimon ondo 

A El $$$$*a@ because it originated in the city of Yokaichi a s  a 

variation of the saimon singing performed during the Bon festival. By 

the Meiji 30's, G6shüondo was al1 the rage in Sennichimae, bu t  not 

because of  its originality or novelty: two ondo performers would s i t  on 

the stage, the leader singing while shaking a metal staff, and his partner 



performing soimon and blowing the conch horn. Rather.  the populari ty 

of G6shu onJo can  largely be at tr ibuted to ths presence of  thz young 

ladies who were lined up in front  of thssc two and performed the 

teodori F R  Bon dance while  reveal ing the hems of  t h z i r y u k ~ t o  

(unlined cotton kimonos) .  As mentioned previously. this dance was in 

fac t  a kind of mzsemono burlesque show.'3 

Nishirnoto's t raining led him to several  different regions. His 

f i rs t  dest inat ion was Yokaichi, where he  learned Goshii ondo f rom the 

successors  o f  its originator,  Sakuragawa Dairyii & lll . Xes t ,  

Nishimoto travel led throughout  his nat ive Aichi prefecture to  learn 

classical  manzai .  A41though a l l  of the  sources consulted for this  account  

s ta te  that  he learned Mikawa manrai2' - probably in Sngoya - other  

1 : sources claim he also received training in Owari n ~ a n z a i : ~  One source 

claims he learned Iroku manzai  f E ,'6 which was created at the 

end o f  the  Meiji  period by a man of  the same name. A variation o f  Chita 

manzai? Iroku manrai  is performed in  a half-seated stance, and 

incorporates a variety o f  ar ts  in between the dialogue sections, 

inc luding r iddles,  impersonations,  nanirva-bzcshi and ahdaraky5." 

'' Mochida, 158-60 

'" Akita,  &aka w a r a i b o n a s h i  s h i ,  19 ;  Mochida, 1 5 9 ;  ,4iba Akio,  Karnigara 
rnanzai n _ v h o n  [introduction to  Kamigata mctrzzai] (Tokyo: E b u n ,  1 9 9 5 ) :  2 2 .  

" Takernoto K6z6, Hoere o d o r a s e t e :  sheba in in  H a y a s h i  Shc?noszrke den  [a 
biography o f  Hayashi Shdnosuke, merchant  o f  mir th]  [book c?n-linz] (serialised in 
Osaka Shimbun from 1 1 ,  Sep., 1996 t o  1 4  Feb., 1 9 9 7 ) ;  available from 
http://www.osakanews.com/series/h; Internet;  accessed 15 hfarch, 1997 .  

" Amano Hiroshi, "Owari Tsushima - aki matsuri" [autumn festival] 
[personal web page]; avai lable  from http ://www.aichi-ele.co.jp/-amano/mytown: 
akimatsur i /ak i fes ta  Internet; accessed 19 Nov. ,  199 7 .  



When Sishimoto  returned to  Osaka. he demonstrated the fruits o f  

his labour by opsning in  a small  ?*ose nsar  the Tenma Tcnjin temple 

X % Z ?$ . His performance began n-ith the tuyu versus sùir6 

ceremonia l  repartee of  classical  n:an=ai. then fol ton-sd with Katvachi 

and Goshu ondo.'* Fishimoto  improved the Gôshii ondo he learned in 

Tokaichi  by elaborating the narra t ive  aspect  o f  the verses. which he 

adaptcd f rom j e u r i ,  while emphasis ing  their  emotional  ~ o n t e n t . ' ~  The 

c lass ica l  m a n s a i  he used was a combinat ion  of o r thodos  Mikatva ~zzanzai 

and nlanzai incorporating musical  e lements  such as sai~g-voku nzanzai. 

As expla ined earlier. sangyotti nzanzai involves the tsuzxnli drurn' the 

Chinese f iddle  and the samisen. It  is a lso  characterised by the presencc 

o f  more  than two prrformers:  one  tuy8f lanked by several  saiz6  who 

typical ly p lay  the instruments. Another  character is t ic  of  sang~oliu 

m a n z a i  is the finale called ainarae in  which the players show off  their  

musica l  ta lents  in tune with a short  s to ry  that ends with a punch line, to  

vvhich al1 the performers respond in unison "ya.iÿano, cltoito. 

aznar~e!"~' 

Inspired by his travels in Aichi  prefecture,  Nishimoto cal led his 

performance Nagoya nranzai $i & E  A 8 and f i rs t  tooli the s tage name  

Tamagoya Entatsu. Soon afterwards,  a travelling fan  salesman by the 

name o f  Toyomaru saw Tamagoya's  performance and decided to  

perform Nagoya munzai  as well. H e  se t  up his s tage near the Sumiyoshi  

temple, and just like Tamagoya, gave  himself  a name inspired by h is  

'' Akita,  Osaka wuraibanashi shi, 19. 

7 a 
-. Mochida, 161-2. 

Oda,  10. 



the first  contemporary niilnzai s tage  names. as rvell as  the origin of the 

f i rs t  rnanzai families.  3 1 

Tamagoya's Xagoya n2ansai undoubtedly raised quite  a fen- 

eyebrows in Osaka: s ince  it was a heterogzncous amalgam of  arts- 

combining rural  folk performances o f  rel igious ancestry with urban. 

secular  entertainments nurtured in the  s treets  of Osaka. At first. 

audiences attracted by the novelty f locked to see Xagoya manzrli. Yct 

the heterogeneous nature o f  Kagoya rnanzai also had its disadvantages:  

the nurnerous breaks within the show as one  act fol lowed the n e s t  

created a disorganised atmosphere. To lessen the discontinuities,  

Tamagoya played the part o f  the 'disk jockey'?  in tervening between acrs 

rhrough comic dialogues with a partner." This proved to be a ver- 

successful  s t rategy for  Kagoya rnanzai, which becamz increasingly 

popular  thereafter. Tamagoya's inspi ra t ion  f o r  his comic inter ludes was 

the karukuchi often used in niwaka a s  an act-opener  or m e n  as a 

prelirninary performance to draw audiences before the curtain rose.  Jus t  

as in tuyürnanzai. kûrukuchi was based on a dialogue betn-een a s traight  

character.  called shin 3 2 - tsukkomi 9 3 aj- o r  7 5 in  

modern manza i  - and a foolish character ,  cal led boke 9 . From the 

end o f  the Meiji period and into the Taisho period (1912-1926), 

karukttckz would become an independent  form o f  yose entertainment  

and enjoy greater  popularity than manzai.  Hoivever, as manrai 

f lourished into the Sh6wa period (1926-1989),  it gradually absorbed 

3 1  Akita,  Osaka waraibanashi shi, 19.  

3' A iba ,  2 2 .  



karr<Bricl,i. contr ibuting to  the smzrgencr of rapid-f irs  comis  dialogue 

in modern n z a i ~ z r l i . ~ ~  

&*ithin ten years  o f  its apprarance,  Sagoya  n i u n z ~ i  g r sw  into a 

very  popular form o f  entertainment? although i t  Kas  s t i l l  not  widely 

recognised by the genera l  public. As the number of converts  to Xagoya 

nlanzrfi from orzdo, rd-yokzr, rskrcgo, nibvizka and other  reci tat ion-based 

and narrative-based performing arts began to increase. fur ther  

e n r i c h i n j  the palet te  o f  performances, the format of S a g o y a  ~ ~ l a n z c l i  

became more cornples. Since the public was bored by ondo  reci tals  

alone: Nagoya mansai performers decided to add var ie ty  to their  act  by 

incorporat ing new entertainment venues, called irornono & % 13 such 

as juggling, magic, and other  physical performances.  After a whilz. the 

audiences also grew tired o f  hsaring the same Kaw-achi and Goshii ondo 

over and over again.  Therefore,  Xagoya lnanzai performers  and 

producers  would go  on  ' research trips' to various provinces in o rder  to 

lcarn  regional variet ies  o f  minyü t radi t ional  folk ballads. 3 1 

Tamagoya Entatsu would continue to play an ac t ive  role in ref ining and 

promoting the ar t  o f  maniai in Osaka throughout the  Meij i  and  Taisho 

periods, frequently changing partners, and through his  numerous travels 

to  the remotest regions o f  the country. Before re t i r ing  f rom the 

entertainment world in Showa 8 (1933),  hz had gone  as f a r  north as 

Hokkaido and even visi ted Karafuto @ k - in the  present-day 

Sakhalin islands nomi under  Russian d ~ r n a i n . ~ '  

3 3  Oda, 13. 

34 Akita, Osaka waraibanashi shi, 2 1 .  

3' Mochida, 18 1-2 .  
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As Tamago'-a's s tudents  espanded the  reach of Sagoya  mdnrui 

outsidz o f  Osaka, it n-ould undergo severaI name changes.  By thc end of 

the Meiji  period. Xagoya » i a n x i  was performsd not  on ly  in Osaka and 

Lobe '  but al1 around the Kinki  area h 8 - the central  part o f  the main 

Honshü is land compris ing the  prefectures o f  Hyogo. Xara,  Wakayama, 

Shiga and Mie. as  well as  the  cities of Kyoto and  Osaka. Finally? in 

Taisho 5 o r  6 (1917-18) ,  xagoya r ~ ~ a n z a i  made i t s  way to  Tokyo. Since it 

wouId be strange to cal1 sornething born in Osaka 'Nagoya rnrlnzai , -  a 

different name was needed.  The Meiji period t rend of using English 

words fo r  fashionable  i tems - a trend born in an  era  o f  prosperity that  

accompanied the infus ion o f  foreign capital into Japan - had  toned 

down by that t ime in Osaka.  Instead, the Japanese  expressions kail.-yü 
-L. 

fi :a or  kat6 &$  , meaning 'high-class' o r  'de luxe '  had become the 

popular  words o f  the  day, and appeared almost everywhere.  -4s a result, 

when sagoya nzanzaz made i ts  debut in the Asakusa area  - the 

equivalent  o f  Sennichimae in Tokyo -, it was given the narne k&-yu 

manza i  & 6% 5 2 . Eventually. the prefix 'Nagoya '  was entirely 

dropped, and the  amalgam o f  performances became known simply a s  

rnanzai A k , but  wri t ten not  with the ideogram for 'years '  but 

with the ideogram for ' ta lent '  k .36 Thus, the spel l ing  symbolised the 

defini te  t ransi t ion f rom celzbratory performances to  usher in ' ten 

thousand years '  o f  good for tune  to ' ten thousand var ie t ies '  of dancing, 

popular s inging,  comic dialogue and mimicry. 

In  this  new f o rm  of manzai ,  ta-vUand saiz6 were replaced by the 

words tsttkkornz and boke (pronounced 'bo-keh').  The etymology of  the 

'' Akita, Osaka waraibanashi  shi, 2 3 - 4 .  
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word 'boke ' .  originall?. rvritten or  % . ranges from 'duli-headzd' 

o r  bsznile '  to 'arnazed' and 'bzs ide  onzself ' :  'tsttkkonii' means 'poking' 

o r  'sticking' but can also imply 'going after somsons 's  weaknesses' .  

Indeed' unli te  classical manzaz, the boke no longer carried a rszlzzmi 

drum, and the rsztkkomi no longer used his fan for dancing but rather 

used a harisen $-E 9 ' s lapping fan '  meant to rvhack the b o f e ' s  head 

when he misbehaved. 

Through the f irs t  half of the Taisho period (1912-1919). the 

' legitimate'  narrative performing art  of  the Kamigata kz area was 

rakugo,  and nranzai was a second-rate venue, far lower in status. This 

was about to change. Several factors  contributed to the emergence and 

recognition of rnanzai as a proper form of entertainment in Osaka. 

Onz of the secrets o f  nianzai 's appeal during this early phase of  

its development as a contemporary stage performance was that it had 

the potential o f  bringing to l i fe  anything which the public desired. 

Contrary to other Osaka entertainrnents such as kabuki and jàrztri which 

presented its audierices with a complzted art form, m a n x i  was stil l  

unforrned and malleable. Mapiwi involved a joint effort on behalf of  

performers and audiences, producers and consumers. In yose, there was 

no clear boundary between stage and audience. The audience could 

address its desires and opinions to the performers without reserve. 

Since the performers on stape for  thz most part  shared the same 

l ifestyles as the audience, the latter fel t  a s  i f  thry were at home, and 

not audiences going to a theatre. The mood in  yose was as if  both 



psrformers and audiencc mzmbers were casuall>- engaged in 

sekenharîaslti % or  'srnail tafk' .  In this mannsr.  current  events  

and local news became a part of  the comedy routine on stage.  3 -  

Furthermore, the number o f  performances and entertainment forrns 

which m a n x i  incorporated n-as limitless.  ".Uanzal alonz began to 

encompass the whols  of  -ose (vaudeville) with its m i r n i c r s  puppetry. 

traditional Japanese music. songs, skits and even kabuki.  :\Ianru.z began 

to have the reputation that one could sec everything in it."3s Jianzclz's 

sensi t ivi ty to i ts  cnvironment, as well as i ts  capacit?. to imitate and 

absorb al1 manner o f  performances, information, cul tura l  products,  

mores and customs was most f i t t ingly described at the t ime by the 

expression ' m a n e s h i  manzai '  Z k 'I d . meaning 'manzni  that 

7 39 mimics. This  is one o f  the defining features o f  mûnzar' which have 

remained central  to i ts  nature throughout i ts  development in the 

twentieth century. 

Another reason behind manzui 's  espandzd appeal lay  in changcs 

in the social class of yose audiences. The First  Worid War (Taisho 3-7 

or  1914-8) allowed Japan 's  capital is t  economy to make rapid progress. 

It was after  this period that Japan moved f rom an  agricultural ly czntred 

nation to an  industrialised nation. As  a result, the socia l  class of  those 

who sought out tntertainment in the yose gradually shi f ted  f rom the 

merchant class o f  the harbour area, that had supported Osakan rakzlgo, 

to the salaried and worliing class.  These new theatre-goers cared Less 

'' Ibid., 43-7. 

l 8  Yoshikawa, 79. 

39 Aiba, 14.  



for raktcgo - ~ h i c h  provided çharactsr  descriptions according to a clear 

plot? and told of human fezlings in days o f  >.ore - than for r?iatxczi. 

which was far  more livcly and entertaining. 40 

Naturally' the riss o f  n!rlnzai's status mas closely tied to t he  

emergence of companies that managed >!ose theatres and controlled the 

entertainment industry. In the tumultuous years which followed the 

First WorId War. old theatres and entertainment halls disappeared as 

fast as new establishments appeared in Osaka. K h e n  the dust set t led  in 

Taisho 11 (1922): these new establishments fell largely into the  hands 

of  two companies: Shochiku &'f? - later  known as Shochiku 

Entertainment Corp. - and Tioshimoto Kogy6 S.$ @i % . While 

Shochiku became known as  the 'kingdom of  theatre', Yoshimoto K6gy6 

became the ' kingdom of entertainment' .  Shochiku first imposcd itself in 

Osaka. Having previously gained control o f  the thzatres in Kyoto in the  

Meiji 30 ' s  (1897-1907) .  Shochiku made its way into Dotonbori? and by  

Meiji 15 (1912): controlled the f ive major theatres. In the same yzar. 

Yoshimoto Kichibë ,$ & ,Ei @ and his wife Sei + t '. founded 

Yoshimoto ICogyG? and soon began acquiring yose as well. with the  

appointment of  Sei ' s  brother Hayashi Shonosuke 8 h 2 @h (1  899- 

1991) as chairman in Taisho 6 (1917):  and under Ioshimoto Sei ' s  

supervision after her husband died in Sh6wa 13 (1934). Yoshimoto 

K6gy6 began actively recruiting new performers. In Osaka at the timz, 

there were over a hundred rakugo performers, divided into two camps: 

the Ratsura faction ,@ and the Sanufi faction 3 Z!C @? . Just as  

Shochiku had consolidated the theatre industry - primarily liigeki and  

4 0  Oda, 18-20. 



shz??zp~geki  -. Toshimoto K6gy6 took these tn-O factions under i ts wing 

and  consolidated the r u h g o  world. By Taisho 11 ( 1 9 1 2 ) .  Yoshimoto 

Log-6 had espanded its presencs  into Tokyo. Yokohama and Kobe. and 

had acquired over thirty y o s e ,  cs tabl i sh ing i tself  as  the undisputcd king 

o f  enter tainment  in 0 s a k a . l '  

In the history of  m>iunrai, one event  s tands out clearly as  a p ivota l  

point :  the Great Kant6 Earthquake of Taisho 12 (1923). Soms  t n - e n t ~  

years  af ter  m a n z a i  emerged as  s t age  entertainment.  there were o v e r  two 

hundred pairs o f  performers throughout  Japan. .A considerable nurnber 

o f  them were Osaka-based performers  who had followcd the k-*U 

manzai  movement and were jus t  beginning to se t t le  down in Asakusa.  

Others  had also settled in out ly ing  areas of the Kant6 region. When the 

earthquake ravaged Tokyo, the? had  no choics but  to return to Osaka.  

This had trvo important consequences  f o r  marzzai. First, Osaka sudden ly  

found  itself with a thriving m a n z a i  population. Satural ly,  this brought  

about  an  increase in compztition, which led to certain improvements  in 

performances.  Second, this was the beginning o f  a new role for  mi<nzilz.  

The performers returning f r o m  Tokyo used nzanzai  to report news o f  the 

earthquake to their Osaka audiences .  When word of this spread, manzai 

began to  attract an  even wider  audience,  one that  included peoplc who  

previously never  considered a t tending yose theatre." Whercas in ea r l i e r  

gears ,  tha audience often brought  loca l  topics to  the performers wi th in  

the i r  seken banashi,  non; m a n z a i  performers brought news to the 

audience. Modern manzai comedians  often provided an al ternat ive to  

'' -4kita, Osaka waraibanashi shi, 2 7 - 9 .  

4 '  Ibid., 33-5. 
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nexspapers?  preçenting undcr a d i f fersn t  ang le  th2 nsws  gnthered  on 

their  travels.  and providing soc ia l  o r  pol ir ical  crit icism - sornet imes 

openly, sornetimes cover t ly  - through thzir  humour. 

In the p a r s  that  fol lowed t h e  ear thquake.  rhere were s igns  that 

Kamigata rokugo was bzginning to decl ine &-hile t j~ i lnza i  cont inued to 

ga in  recognit ion.  In Taisho 13 (1924): the famous  raconteur  Katsura  

Bundanj i  III r k @ X e l i g  passed away a n d  the talented Shofukutei  

L- - Shôkaku IV {? -%& +- @$ re t i red  f r o m  t h e  stage.'" Meanwhi le .  

Yoshimoto Kôgyii's chairman! Hayash i  Shônosuke, had h igh  h o p s s  for 

manza i ,  even though it  was  not  cons idered  a mainstream enter ta inment  

a t  the time. Partly based o n  his evalua t ion  o f  thc changing ).ose 

audience 's  needs and par t ly  guided by intui t ion,  Hayashi  c a m e  up with 

a nerv Company strategy o f  manzai-centred  performance^.^" H i s  ideas 

were not  met with approval  a t  f i rs t .  but Hayash i  s tood f i rm o n  his 

decis ion : "In any Company whatsozver." he  said,  "when one  does  or 

thinks something unconventional ,  there i s  a backlash. If one  worr ies  too  

much [about the backlash], one never makes p r ~ g r e s s . ' ' ~ '  F o r  his 

shrewdness,  determinat ion and leadership ,  Hayashi  would bz known 

throughout  his  seventy-four  year carcer  a s  ' t he  lion o f  Yoshimoto ' .  

While Hayashi 's  efforts focused  pr imar i ly  on nzanzai perforrners,  

there was onz notable except ion which  dcscrves  mention: r acon teur  

Katsura Harudanji  1 fi f . Recrui ted  by Yoshimoto K Q y 6  in  

Taisho 10 (1921), Harudanj i ' s  popular i ty  soa red  despite the f a c t  that 

'? Oda, 18. 
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the world of  Kamigata rakzcgo  as fading. His succzss w a s  due to the 

fact that hz did not folloi\- the narration st>-lc of rirkrrga and made wide 

use o f  n~~?nzczi-like gags  and jokes. He disrzgarded charactsr  

dzscriptions. coming out instead with a succession o f  nonsensical 

dialogues which provoked esplos ive  laughter. Harudanji 's e s i s tcnce  

bears testimon? to the transi t ional  phase bstween the  end o f  the Taishô 

period and the beginning o f  the Sh6n-a period in n-hich the mainstrcam 

o f  Kamigata entertainment shifted from r a h g o  to nzanzai. J6 

Anothcr factor which contributed to manzai's recognit ion and its 

general  acceptancz within Osakan society was ths  appearance o f  

husband and wife m a ~ r a i  duos. W h z n  ondo was incorporated into 

Nagoya manrrli, it was essentially a showcase for  young male s ins ing 

talents.  Manrai was known as an entertainment fo r  bachelors performed 

by bachelors,  and the content o f  comic repartee was vulgar and often 

indecent.  In thc early Taisho period, however. ris young n ~ a ~ z r l i  

performers took brides, they decided to appear on stage as a couple,  and 

they began talking about  conjugal life. Until then, the repertoire of  

subjects which manza i  presented was relatively limited. The sekerz 

banash i  o f  mansaz couples introduced a soft touch and a greater  depth. 

Husband-wife duos on s tage  signaled that munsaz was  'growing up ' .  

Gradually, nzunsai yose began to  change from a bachelor hang-out to a 

place where couples fe l t  cornfortable as well. At the time, a Meij i  sense 

of  decorum still reigned, and it  was not acceptable f o r  couples to be 

seen walking about together on working days. The onlg exceptions were 

tinkers, who worked as  couples al1 the time, and were praised fo r  their 

4 6  Oda. 22.  



harmonious l i festyle .  However.  niirnzui couples c v e n t u a l l ~  replaced 

tinkers a s  the  idea l  double-incorne couplz.  S e i g h b o u r s  envizd them 

because t h s  ha rmone  required to perform together  on stage carricd o ï e r  

into the i r  conjugal l i f d 7  This  not ion not only a t t rac tcd  man' new 

performers to  yose, but  i t  a l so  contr ibutcd to nzansai 's  socia l  

acceptance as the content  improved and  the vulgar i ty  diminishcd. Today 

few nzanzui marrisd couples remain; their  r a t s  of divorce increases 

proport ionai ly to the i r  popularity.  Often'  the popular i ty  of the husband 

9s with Young female  fans  led to  es t ramar i ta l  affairs .  Fernale duos. on  

the o ther  hand. f i rs t  made the i r  appearance in Taisho 13, and have 

remained popular  ever  s ince.  

" 'Akita, Osaka waraibanashi  shi,  53-6. 

4 C  Aiba, 35. 



CHAPTER III 

K41IZ.41 O'; THE AIR 

Between Taisho 14  (1925) and  Shihva 28 (1953) .  mGnral €vas 

profoundly influenced by ncw forms of mass media such as radio 

broadcasting, records and f i lm. These technological innovations altered 

the form and content of  modern mi7nzai .  

to T h o c k - F u l l  of  T a k n t  

The Great Depression, triggered by the C.S .  s tock market crash in 

the fall  o f  Showa 4 (1929)-  had serious repercussions for  the Japansse 

economy. As the Osakan entertainment districts would soon discover. 

however, the comedy business thrives in a depression. The following 

year, in Showa 5 (1930), Yoshimoto Kôgyo chose the Xanyokan 

i% theatre in Scnnichimae to inaugurate a new strategy called 

jussen rnanzaz f &% A 2 or  'ten-sen rnanzai'. .At the time, admission 

fees for  entertainment halls ranged anywhere from thirty to a hundred 

sen  (one yen).  At the  Nanyokan, not only was the admission fee very 

inespensive - about the price o f  a magazine -, it was the only yose 

which catered esc lus ively  to rnanznz. Jztssen manzai was an immediate 

hit, and the Nany6kan f i l led to capacity every day. In Sh6wa 5 ?  

Yoshimoto K6gy6 commanded forty-eight pairs of i n ~ n z a i  cornedians, 

and al1 o f  them performed regularly on stage. In  the years that followed, 

the cornpetition between manza i  duos at  the Nanyokan became fierce. 

Yoshimoto IGgyÔ evaluated each duo's abilit ies when they entered the 

Company, and determined their order of appearance accordingly. Every 



duo t u s  conscious o f  their rank sincc it deterrnined thei r  salary. 

Backstage, nzonrili performers ivould discuss hon. the audiznce 

responded to the duo on stage. S e w  duos mould benefit from b a c k s t q e  

evaluation sessions when their act was finishzd. Every duo  strove to 

discern the advantages and disadvantages of  their cornpetitors. whilc 

trying to corne up with unique elernents. Some duos chose to change the 

forrn of their manzail by dressing up in costumes. f o r  esarnple.  Others 

chose to concentrate on the content by developing unique talking styles. 

In any case. the congrrgation of so man' performers under one roof and 

under such cornpetitive conditions had great impact on  manzcti, which 

benefited from the continual refinements and innovations. '  The 

Nanyokan was known thereafter as ' m a n z a i ' s  training ground ' .  

Shows 5 (1930) was a very eventful year for  manzai.  Not only did 

it  mark the beginning o f  the Nanyokan theatre's fame. it was also the 

year in which the trailblazers of  modern marîzaz first took to the stage. 

Two performers, Yokoyarna Entatsu 2 9 Y (1 896-1971) and 

Hanabishi Achako x g  7 + = (1897-1974). became ' the fathers of  

modern mirnrai' (sez f igure 10). Both Entatsu and Achako had 

esperience performing rniinzai before Hayashi Sh6nosuke brought them 

together. Entatsu was born in Hyog6 prefecture, the son of an army 

doctor. Aspiring to become an entertainer, he left his home and drifted 

between theatre troupes until  he reached Tokyo. He  subsequently 

travelled to Manchuria, and in Shows 4 (1929 ) ,  decided to tour the 

United States where he performed for  Japanese Americans. Later, he 

despaired of  the entertainment profession and aspired to  becorne a 

Akita, Osaka wuraibanashi shi, 104-9. 
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hairpin manufacturer. Fai i ing miserably. hc returnsd te Osaka. n-hzrs  hs 

sz t t led  into the Tamatsukuri area and began to  perforrn once again. 

Hayashi had already enlis ted Hanabishi  hchako  in  Taisho 1 5  (1926). 

and was looking for  a partner  t o  match h im n-ith. For  Hayashi. Entatsu 's  

humorous facial expressions,  a long with his tirnine and tempo madz 

him the perfect maizzoi partner. '  

Achako was born in Fukui  prefecturc under the  name Fujiki 

Tokur6 &ii @&E '. Before pai r ing  off rvith Entatsu, Achako had 

already achieved popularit? in  a duo with the formsr  X-igeki actor  

Chitoseya Imao ?% z-4 . with whom he dzlivered a unique nianrai 

s ty le  that  combined karttkuchi with riddle-solving.' In Taishô 8 (1 9 19). 

a local  evening newspaper se lec ted  the duo as the number one k&yU 

nianzai performers? When Hayash i  caught  sight of  Achako wi th  Imao at 

the  Aishinkan @ @ theatre in Sennichimae. he decided to  recrui t  

h im in to  Yoshimoto JL6,oyii6 

Takernoto? 8 9 ,  7 3 .  

Ibid., 09. 

Mochida,  250.  

Akita, Osaka waraibanshi sh i ,  77 .  

Takemoto,  69. 
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Fig. 10. Left, Yokoyama Entatsu; right, Hanabishi Achako. Reprinted 
from h o u e  Hiroshi, h a k a  no warai p h e  Laughter of Osaka] (Osaka: U. 
of Kansai Press, 1992), 65. 

In May of Sh6wa 5 (1930), Entatsu and Achako made their debut 

at the Tarnatsukuri Sankokan 3Z ie 5 % f@ theatre, and manrai would 

never be the same. Previousiy, manzai perforrners would appear on 

stage in a monisuki #C Q:.i;f $! crested kimono, hold a harisen fan, play 

instruments, sing ondo or other musical repartee, dance, and only in 

between acts, engage in comic banter. Entatsu and Achako appeared in 

Western clothes - dressed in three-piece suits, wearing a bow tie and 

bowler hats. They did not play, sing or dance; they engaged in comic 

banter from beginning to end. Their manzai consisted of foolish small 

talk in a conversational format using a succession of  puns and jokes, 

similar to karukuchi in niwaka. This fast-paced comic banter, known as 

shabekuri manzai, was a complete novelty at the tirne. Instead of the 



stage l a n g a g e  used by other manzcli and karzïkr<chi perforrners. Entatsu 

and Achako spolie the everyday Language of  salaricrd workers and 

studznts.  They would talk about the Iatzst trends i n  society as well as  

current events. The audience that espected ondo singing with a l i t t le  

comedy thrown in, was at f i rs t  unpleasantly surprised b -  their 

performance. Jeers erupted throughout the thsatre,  and Entatsu and 

Achako were met with shouts o f  "Do manzaz' will  you?" or  "Let's hear  

some singing!", or even '-Go home! W z  didn't  corne to hear 

~arukuchi!"~ Nevertheless. the Young salaried workers in the audience 

enjoyed the performance immensely. 

Entatsu and Achako would short ly rise to nat ional  stardom and 

even become screen actors. The duo had radically altered marzzai. They  

had taken the karzikuchi-inspired dialogue - previously an interlude 

between ondo singing and othzr arts - and turnzd i t  into the centrepiece 

of their performance? thereby making comedy the focus  o f  the 

entertainment. 

In order to understand what motivated Enta tsu  and h h a k o  to 

make such a bold departure from the rnanzai of thei r  peers, we must 

step back for  a moment and consider Japan's esper ience  of  thz modern. 

After the industrialisation triggered by the First World R'ar? Japan 

entered an era marked by socio-economic and cul tura l  transformation in 

which old establishments were cleared away and novelty became 

cornmonplace. The manzaz stage reflected these transformations. For 

example, a popular singing routine within the nzanzaz performance at  

the end of the Taisho period was a kazoeuta &k 2% - a song which 



enurnerates t h i n ~ s  - called T I o w  the Tirncs Havs Changed". The Song 

includzs  these comments: 

Two. Through a mysterious wirelzss broadcas t .  one can hcar  
var ious  ar ts  without evzn bcing thers:  unusual  things happzn ever?* 
day. Truly, how the times have changed!  
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  
Four. People going abroad are  becoming numerous. Japanzsz 
people spzak English, foreigners  wear Japanese night clothes.  
Truly. how the times have changed! 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  
Si s .  I t ' s  difficult  to succeed if one is unlettered. so more pzople 
work the i r  way through school .  If you don ' t  know the necv words. 
you ' l l  be embarrassed. Truly, how the  t imes have changed! 

Eight .  In baseball and student  sumo, the  winner waves the  pennant  
as a victory- for his province. Truly, how the times havz changedl 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  
Ten. The popular arts of the t imes : cinematograph,  y a s r t g i - b u s h i ,  
rnansai, owara-btcsRi. Sawada Sh6jirÔTs sword plays are al1 the 
rage, bal lroom dancing is also interest ing.  Truly, how the  timcs 
have changed18 

Enta tsu  and Achako took the principles o f  m a n z a z  mimicry to  their 

fu l les t  implicat ions.  Retaining only dialogue,  they were able to  dsvote 

their  a t tent ion  ful ly to the task o f  incorpora t ing  the changing times into 

their  performance.  

Contrary to  previous mcznzaz which of ten  included talk one  rnight 
hea r  in a row house in a back a l ley  o r  i n  a domestic quarrel ,  
[Entatsu and Achako] would talk about  res ident ia l  dis tr icts  in the 
suburbs  o r  about cafes and coffee shops  popular  at the t i r n c g  

Radio, baseball ,  new words, rnovies, new fashions  and popular  trends - 

these were  the  topics that animated Entatsu and  Achako's m a n z a i .  

Akita, Osnka wuraibanashi sh i ,  6 3 - 4 .  

"arnazaki Toyoko, Hana Xoren ,  serialised in Chu6 Koron (January 1958 
and subsequent issues), qtd.  in Oda,  18. 



Entatsu and .4chako's Western appzarance a lso  rsf lzcted 

changing times, specif ica1l~- the Western media culture consumcd 

through movies. movie posters. photographs and advertisemcnts.  Aftzr 

World War 1, as -4merican f i lms became international in character and 

dominatzd the morld market-  Greta Garbo. Rudolph Yalzntino and 

Charl ie  Chaplin becarne icons in Japanese popular culture. Charlie 

Chaplin particularly influenced the entertainment business. --By thz 

onset  o f  the Pacific War. Japanese f i lmgoers were familiar not only 

with Chaplin but with Japanese Chaplin look-alike comedians in films. 

a Japanese character  named Chaplin in a comedy? and plot lines in 

Japanese f i lms were based on Chaplin 's  s tory lines.'"' Although 

Entatsu wasn' t  the first  Japanese comedian to emulate Charlie Chaplin 

a - *  
- S i h o n  Chappurin 0 - 7 Y > a m a n z a i  performer in a duo 

with Cmenoya Cguisu  3@ 9 :y* A has that distinction for  his 

Tokyo debut  in  Taisho 6 (19 17 )  - he f irs t  achieved national fame. 

"[Entatsu] had profound respect fo r  Chaplin as his  tzacher. In his 

munrai, konto [skits] and in h is  movie act ing? you could see 

Chaplinesque moves e v e r p - h e r e .  What was  more, that little moustache 

[of his]  was just  like  hap pl in's."" Entatsu also cmulated American film 

comedian Harold Clayton Lloyd,  wearing dark-rimmed eyeglasscs like 

his. " 

Entatsu 's  appearance was  not mzrely a fashion statementj i t  

'"iriam Silverberg, "Rernernbering Pearl  Harbor. Forgetting Charlie 
Chaplin,  and  the  Case  of  the  Disappearing Western Woman: A Picture Story," 
Positions 1, no. 1 (1993): 49. 

!! Takemoto, 7 6 .  

'' Oda, 18 



servsd  to reinforce the comical effect of  h is  performance.  In her  n o v d  

rnodzlled on the livas of Yoshirnoto K6gyü founders Yoshirnoto Kicltibë 

and  his wife Sei-  entit led Hana .\'oren ff 5 ,, . Yamazaki Toyoko 

fh d@ F describes S e i 3  first  cncountcr with Enta tsu  before he was 

paired with -4chako. performing in a Kobz theatre: 

He  wore black-rimmed eyeglasses and a ser ious-looking small 
moustache, and was neatly dresszd up in a suit  wi th  a bon-ler hat. 
It was the f i r s t  tirne s h e  had ever seen  an enter ta insr  corne on stage 
with i l a s s e s  and a moustache. Cn t i l  then. even if they  usuall>- wore 
  las ses, it was  common practice f o r  entertainers to removz them 
before going o n  stage. For Taka [the character  rnodzlled af ter  Sei]. 
Entatsu 's  appearance and at t i tude suggested e i the r  a n  elementary 
school  teacher  o r  a country vi l lage mayor. . lpparznt ly,  his aim was 
to say  fool ish things with that rigid, ser ious-looking face.  13 

In  other  words' in an age when Western clothes were  associated with 

r igidi ty and authority. Entatsu had created a visual  equivalent  o f  

deadpan humour. Due  to the novelty it represented, the  populari ty of 

Charl ie  Chaplin and the  comic effect i t  produced, Entatsu and Achako's  

Western appearance became quitz a sensat ion in Osaka.  In fact.  soon 

af ter  their debut,  there was a rapid increase in Western s tyle  clothing 

among audience members.  L 4 

Entatsu and tZchako won a loyal fol lowing among  students  and 

young  salar ied workers  who enjoyed laughing about  the  events  related 

to  their da i ly  l ives.  Yet, the ondo fans in the audience  were not easily 

won over. They often jezred the duo when they appeared on  stage.  

Xevertheless ,  even they came to appreciate Entatsu a n d  .4chako thanks 

in part  to the police of f icer  in  the official  seat ing area.  In  those days, a 

l 3  Yarnazaki, qtd.  in Oda,  1 7 - 8 .  

'' Akita,  Ôsaka waraibanslti shi,  75. 



police off icer  was usually present  in »:anz~7i theatres  to make sure  that 

nothing too vulgar  or inappropriate  was being said o r  displaycd on 

stage. If a nzanzai performer made a slip of the tongue on stage. he was 

rcquired to submit  a rvritten apology to the officer the  ne s t  da)." When 

Entatsu and Achako noticed the police off icer  s t ruggl ing to control  his 

laughter? the' decided to make i t  the i r  object ive to make him laugh,  

which in turn  motivated them to produce funnier  material .  At thc same 

time. the off icer 's  presence in the y o s e  served to block the  jeers  o f  the 

audience. Eventually? those who restrained themselves out  of deferencc 

to  the police officer real ised that. contrary to  their especta t ions .  

Entatsu and Achako's manzai was entertaining, even without  ondo. 16 

In recognit ion o f  Entatsu and Achako's ground-breaking 

innovations, Yoshimoto K6gy6 concluded that it was time to change the  

spelling o f  m a n r a i  once again, and entrusted the neologism to  newly 

appointed Arts and Advertising Department director  Hashimoto  

Tetsuhiko % /$%g - known among cognoscenti  as  thz brains behind 

Yoshimoto's twentieth century 'success story."' Kashimoto  changed 

the spelling to  a homonym 'manzai '  , drawing his inspirat ion 

f rom manga comics - which means 'overf lowing pictures '  - and 

nrandan @ % , o r  'overf lowing'  comic monologues7 both o f  which 

were gaining populari ty at the time. Thzrefore. mansai had made its 

third transformation, changing f rom a display of  ' ten  thousand talents '  

to an entertainment 'chock-full  o f  talent'.  

" Ibid., 88. 

ID Ibid., 82. 

'' Mochida, 237n. 



The invention o f  radio contributcd to  Entatsu and -4chako.s 

success and to  the establ ishment of modern niaizziti as a national1'-- 

recognised genre. As soon as radio off icial ly began in Osaka in Taisho 

11 (1925): naniwa-hzishi. rakugo and k&?an ZBZz - professional  

s torytcl l ing - was broadcast l ivc from theatre halls." The  same year. 

the comic duo Katsura Tarobe and firobe f% ;fT E6 % - % EL % broadcast 

a form of karukuchz dialogue in Osaka under the  t i t le  of 'hurnorous 

manzai'.  Yet manrai  would not  be broadcast  again on radio fo r  another 

nine years? mostly because theatre ownzrs - inc luding m m z z ~ i  monarch 

I o s h i m o t o  Kogyo - were concerned that audiences  would stop coming if 

19 they could enjoy the performances at home fo r  free.  In Shôwa 1 (1929). 

the Tokyo Entertainers  Union dzmanded tha t  radio stat ions s top  

broadcast ing f rom theatres at night, f o r  f ea r  o f  los ing audiences in their 

most lucrat ive t ime s10t . '~ 

Whzn radio broadcast ing began in Osaka,  Hayashi  felt  

part icularly threatened by the wireless menace.  He went  so far  as  to 

write a notarial  deed prohibi t ing employees from performing in placzs 

unauthorised by the company". Ironicallp? it was a Eoshirnoto 

emplopee - the manzuz-styled rakzigo s tar  Katsura Harudanji  1 - who 

would prove tha t  radio in fact  benefited the  entertainment buçiness. 

l 8  Inoue Hiroshi, Osaka no warai [the laughter of Osaka] (Osaka:  L'. of  
Kansai P, l g g ? ) ,  1 1 5 .  

'"qkita, Osukc wuraibanashi shi, 70-2. 

Inoue, Osaka no warai ,  1 16. 
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Contrary to Hayashi-s  fears. l is tcners n-ho tuned in to Harudan_ii's 

unauthoriszd appearance on  S H K  radio in Shows 5 (1930)  subssqusntly 

became regular theatre-goers. As a result. Yoshimoto K6gyô quiclil? 

changzd its position. It thereaftzr became a strong ally of  al1 forms of  

mass media." 

In Sh6wa 9 (1934): ~ Q M Z L ~ I  returned to radio whzn Entatsu and 

Achako performed a routine cal led "S6lizisen" & in a Iive 

nation-wide broadcast. This began the duo's  national recognition.'-' 

Frorn that moment. yose performances on the air became family 

entertainment. Other nzanzai performers quickly followed Entatsu and 

Achako's lead, performing nianzoz in front  o f  a microphone in a radio 

studio. Radio posed different challenges than y o s e .  Sensing the need for 

rnanzai tailored to radio, Yoshimoto Kogy6's Akita Minoru % BI % 

(1905-1977) - manzai  scriptwri ter  and a leader o f  Osakan entcrtainment 

culture in the Showa periodL4 - wrote a radio script  called Kutei  Teirkiru 

& K 5 or "Family Weather Map" which launched family-oriented 

r n ~ n r a i . ~ '  Indeed, faced with the knorvledge that any man: woman or 

child could potentiallp becorne an  audience rnember, nzanzui cornedians 

in the radio studio were instil led with a sense o f  responsibility wi th  

respect to content. A s  a result, they suppressed the vulgar or  indecent 

jokes that sometimes appeared on  the manzaz stage. The new, 

'wholesome' radio mmzai contributed to its popularity and national 

'' Mochida, 23611. 

'3 Ibid., 2 5 5 .  

" Ibid., 183n. 

" Inoue, Osaka no wara i ,  I l  7 .  



r c ~ o ~ n i t i o n . ' ~  Entatsu and Achako. for  csrimplc. often focused on 

comfortablc themes of  innoccncc and naïvetc.'- The  most striking 

difference betn-een the stage and the radio studio.  however. \vas that 

m m a i  cornedians could no longer rely on visual cues. Shabekziri 

m a n z i l i .  as opposed to other forms of m a n x i  which rel ied strongly on 

visual cues. proved most suited for  radio since it rel ied on dialogue 

alone. Performers who wanted to be on the air  were thus  obligzd to 

adopt the sh~bekr i r i  m a n x i  format. This. in  turn, increased the number 

of shabekuri m a n m i  comedians on the yose  stage. .4lthough r?zrfnzrfi that 

included singing, dancing and musical instruments would still  continue 

beyond the 1930qs ,  such styles gradually diminished i n  comparison to 

s h a b e k u r i  manza i ."  

After Sh6wa 12 (1937) ,  the year in which Japan went to war with 

China. rnansai  comedians who had yet to esperience a radio broadcast 

were given a powerful incentivz when microphones a n d  loudspeakers 

began to appear in yose theatres. Since microphones were  the symbol of 

radio at the tirne, speaking into a microphone on stage gavz performers 

the illusion that they were in fact preparing for  the day  when the' 

would enter the studio. .As a result, they became more nervous and made 

concerted efforts to improve the quality of  their performance. In 

addition, hearing their voice magnified over a loudspeaker made 

m a n z a i  comedians more conscious of their dialogue, which also 

contributed to verbal sophistication. The microphone had another effect 

Ibid- ,  1 18. 

'' ,rtkita, Osaka waraibanshi shi ,  7 5 .  
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o n  modzrn i ~ i ~ n z a i .  Przviously. a small  table with a tea cup  sat back  

f rom centrc  stage, as on the rokzcgo stage.  The cornzdians would movc 

and shi f t  position. 13.-ith the microphone.  comedians were obliged to 

remain close to it. The microphone introduced a f i sed  point on stage 

and eliminated unnccessary movements.  It thus focused comedians'  

a t tznt ion on deliberate movernents.  This was crucial to thz refinsment 

of visual humour on the ntanzui stage." M a n z a i  duos devzloped their 

own body language, n-hich further  reinforced their s tage identity. 

Before  radio. the gramophone had made inroads in Japan. The 

f irs t  rnaizzai duo to record their  performance was Sunagawa Sutemaru 

Sit/ % h (1 89O- IWl )  and Nakamura Haruyo 9 ).t %fi (see f igure 

I l ) ,  some time before Taisho 10 (1922).~O Whereas Entatsu and Achako 

are  credited with creating modern miinza i  and raising its position as an 

entertainment genre in the Kamigata area, Sunagawa is credited with 

spreading m a n z a i  to  the rest of the country. With a carser  spanning the 

Meiji. Taisho and Showa periods, Sunagawa is a god-l ike presence in 

the nzanroi world." He also cuts  a unique f igure in Japanese 

entertainment:  throughout his  career  o f  over seventy years, he retained 

the style o f  stage rnanzai dating back to Tamagoya Entatsu's day, 

wear ing a montsuk i  kimono, beat ing the tsuzztrni drum and singing 

ondo." One of the reasons for  h is  nat ional  reputation was his records, 

enjoyed by families throughout Japan.  In Showa 9 (1934) ,  koshimoto 

1 u - -  ,Akita, Osaka waraibanas/zi  s h i ,  2 1 5 - 7 .  

' V b i d . ,  126. 

3 1  Aiba, 98. 
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KOgyO entercd into collaboration wi th  record companies Polydor and 

Tcichiku in ordcr  to producc its own records? Entatsu and -1îhaLo 

recordsd their first  performance the fo l lowing year. and  other  m ~ n z a i  

cornedians fol lowed sui t .  Record companies began to maks 

compilat ions of nzmzziri performances gearcd  to  family enjoymznt.  of ten 

se l l ing  sets o f  several records with such advertiscmznts a s  ' a  nianzuz 

convention you can Iisten to at home'.  Thus. the rzcord industry workzd 

with radio to turn nianzai into a wholesome family en t e r t a i n~nen t . ' ~  

'' Ibid., 2 5 8 .  

34 Akita, Osaka waraibanashi sh i ,  1-6-7. 

75 



F ig. 11. Left, Sunagawa Sutemaru; right, Nakamura Haruyo. Reprinted 
from Aiba Akio, Kamigata manzai nyihon,  99. 

Entatsu and Achako's career as manzai comedians on stage was 

remarkably short-lived, their last performance in Sh6wa 9 (1934) 

corning a mere ten months af ter  their Tokyo debut. After retiring due to 

an ear infection, Achako teamed up with his former partner Imao 

Chitoseya, and Entatsu teamed up with Sugiura Enosuke. Their break- 

up caused much speculation among manzai cognoscenti. Some argued 

that Hayashi Shijnosuke, who considered Achako miscast as a fsukkomi, 

wanted him to play a boke role. Others clairned that Entatsu had gripes 

about his salary? Although no longer together, the duo of Entatsu and 

Achako lived on thanks to a new medium, the talking film. 

3s Takemoto, 84. 



Thz S i k k a t s u  f i lm Company produced i ts  f i rs t  espzr imenta l  talkie.  

Fztrz i s~~fu  o r  'Home.  in Shon-a 5 (1930). a n d  by Shan-a 7. talkizs had 

become increas ingly  p ~ p u l a r . ~ ~  I o s h i m o t o  Kogyo jumpcd  at the 

oppor tuni ty  to cash  in  on  Entatsu and -4chako-s  popularity. and came 

ou t  with a  f i lm f i a t u r i n g  the bcloved duo i n  Short-a 10 (1935). called 

Akireta R e n c h ü  & 3 5, ?- - @ - which m e a n s  sornething like '*those 

jerks".  The f i rs t  three  f i lms in the ser ies  nrere wri t ten  by Akita Minoru .  

In the  war years  alone,  I o s h i m o t o  KGg-6 made ovzr  tzn fi lms fea tur ing  

Entatsu and .4chako3' (see f igure  1 2 ) .  O the r  movies  were soon made 

s tar r ing  equal ly ta lented  nianzui  comedians .  The relat ionship betwcen 

the  s tage and the s i lve r  screen was a two-way interact ion,  however.  

Successfu l  f i lm performances were  often conver t ed  to s tage versions.  

F o r  esample.  -4kiretu R e n c h ù l e d  to  a s tage product ion  in A s a h s a  

cal led '-Alcireta Boizu", performed by four  comedians .  Thus began 

group manzai. and subsequent  prac t ic ioners  would  retain the t i t le  

'boizu'  - ' boys ' .  

l6 Matsuda Film Productions, "Timeline of  Japanese Silent Films," 
[information service on-l ine]  available a t  http://www.infoasia . C O  . jp/subdirimatsuda; 
Internet;  accessed 9 Dec., 1997.  



Fig. 12. A scene from Akireta Eiga ib f fZ  f= Ek Ï@ , starring Yokoyama 
Entatsu and Hanabishi Achako, one of the films in the "akireta" series. 
Photo provided by Akita Minoru. Reprinted from Mochida Toshi'ichi, 
b o k a  owarai gaku, 257. 

One of the most successful comedy films of the day was a parody 

of the historical epic Mito K h o n  Manyiki * Ff $? BE . The 

stage version "was performed and well received in Osaka at  the Kadoza 

Theater. This stage show starred other cornedians such as Takase 

Minoru [ 8 ] and Yanagiya Kingor6 [ @@ f 1, the 

number one rakugo performer, who made audiences roar with 



l a ~ ~ h t e r . " ' ~  l fov ies  thus crcrited an opportunity for  a n c w  type o f  stage 

performance in which nlirrzzai w a s  accompanied by  various other 

performins ar ts  to create a unified comedy repzrtoire.  This new 

arrangement contr ibuted to manzizi's diversification as ?~iirn=~îi 

eomedians became more versed in other  forms of humour." 

a i  C ~ o e s  to War 

When Japan invaded Manchuria and created the puppet statz of 

Manchukuo betwezn Sh6wa 6 and 7 (1931-2). Yoshimoto KGg-6 reacted 

by planning the Japanese entertainment world's f i rs t  consolation visit .  

Naturally, the visit  a imed to boost the morale o f  Osakan troops 

stat ioned in  Manchuria.  The job  was given to Entatsu and hchako. 2nd 

Ishida Ichimatsu h i3 - t2 . a n  enka ig % ballad singer who 

originated a musical  performance style called the nant i -bushi  

O ë i?$j Ti or  the 'happy-go-lucky tune'. The three entertainers spent  

close to a month in Manchuria in the cold o f  winter. cheering up  the 

soldicrs  and observing the events around them."' 

Eoshimoto K6gy-6's decision to organise the visit evoked the 

spirit  o f  volunteerism. Takemoto espla ins  that  one o f  the company's 

current policies,  'serve the populace, '  was presznt from its early days. 

For  esample ,  when a f i re  broke out in the neighbourhood, yoshimoto 

ernployees would corne out  in fu l l  force  to help with fire-fighting 

activities.  wearing happi coats and carrying paper lanterns emblazoned 

l 8  Yoshikawa, 80. 

39 Akita,  osaka waraibanashi sh i ,  137-42  

* O  Ibid., 9 5 .  

79 



with the company name' the men would arrive and shout  out :  

'Toshirnoto is herz!  . . SYe've corne to  h d p .  S o  need to nmrry!" The 

wornen would arr ive with frzshly stearned rice. shouting:  ". . . these arz 

I o s h i m o t o ' s  r ice halls!.. Although Hayashi  claimed that t h i s  was purel' 

volunteer  work. Takemoto States that i: obviously aimed at publicity.'lL 

Likewise,  the consolat ion tour  o f  Manchuria  ma' have been  a publici ty  

stunt. 

When Entatsu and Achako returned to Osaka,  the- reported 

everything that they had witnessed abroad on thz  >.ose s t a g e  with a 

comical twist .  Akita provides this snippet  of  nianrai as  a n  esample :  

ACHAKO. I can ' t  even put  into words how cold it =as in Harbin.  
EsTATSU. It wasn't  an  sasy-going kind of  cold. II was a cold 

that hurts.  
ACHAKO.  The instant  )-ou went outside! the  cold gave you a sharp  

sznsat ion on  your  skin as if ?ou had been p r i cked  by a needle  
[pronounced 'hari'  # ] or a p in  [pronounced t h e  same]. 

ENTATSU. So that 's  why they cal1 that town 'har ip in' . ' '  

Their  'news mansai? created a sensat ion everywherz .  Osakans 

f locked to  y o s e  to lzarn about  the condit ions in Manchur ia  in an 

enter taining fashion.  ibïanzai began to  appear in  the  s o c i s t y  sect ion o f  

n e w ~ ~ a ~ e r s . ' ' ~  For the f i rs t  t ime, nznnrai had made an impac t  on society 

a t  large. By the t ime o f  the China Incident  in Sh6wa 12 (1937):  .'it was 

taken up  in newspapers  as well  as magazines.  Even shor t  s tor ies  and 

novcls began to  include comic  and manzai  characters  in  them.""" 

"' Takernoto, 34 .  

Akita ,  Osaka waraibonashi  shi, 96 

" Ibid. ,  9 7 .  

4' Yoshikawa, 80. 



Consolat ion visits on the war front  continuzd on a rzgular basis 

through Sh6ns 17 (1942)." \-isits ivcre nlso organised within Japan to 

military factories.  Eventuafly, comedians who participated in the 

wartime effort gained a name. Inspirzd b y  the Japanese air  force unit 

known a s  the 'fierce eagle corps '  or  araivashz butai ? the? 

callcd themselves the 'laugh-making corps '  or warawashi buta i  

h+ 4 6 L F . This new comedy brigade included the manzai duo o f  

- -  - Miss Wakana 5 X Y .T 7 (1910-1948) and  Tamamatsu Ichir6 

H $2 - &Il (1 906-1963). Wakana and Ichiro's innovation consisted in 

combining shabekzv i  m a n z a i  with musical elements." The duo owes 

much of their  success'  however: to their esper iences  as membsrs of the 

wrfra~ws l f i  butai.  "It can be  said that their  populari ty as nlanzclz 

[performers] became unshakeable thanks to their numerous nziznrai 

'accounts of the struggles o f  the warawashz rai' which they would 

report each time they returned to  sak ka."^' Wakana and Ichiro rvere 

later  recruited and elevated to s tar  s tatus by a company cal led Shink6 

Engei % Ji $$t or  'Xew Entertainment Company' ,  established in 

Showa 14 (1939). The Company was known for  developing a well- 

rounded entertainment repertoire combining comedians with actors and 

singers.  Eventually, "the Xew Entertainment Company . . . grew into a 

company large enough to challenge i o sh imo to  Entertainment ~ n c . " ' ~  

' 5  Takzmote, 8 8 .  

4 c Akita, Üsaka waraibanashi  shi,  2 2 9 .  

" blochida, 203-4n. 

4 8  Takemoto,  88. 

'qYoshikawa,  8 1 .  



Showa 1 2  was a turning point  f o r  Japan. marking the beginning o f  

i ts s teady escalation ton-ards the  Second World R-ar. Becauss  of the  

prolon_gation o f  the China Inc ident  "n-hich in essence lasted unti l  

J apan ' s  total defeat in 1945 . . . . the Japanese  were dramn fu r the r  and 

fu r the r  into an al1 but f ru i t l e s s  effort  which hastzned the condi t ions  o f  

militarisrn and regimentat ion at home . . .'"O This affected the way in 

which manziri comedians behaved on s tage .  JAmziri comedians had 

previously represented themse lves  as  common pzople ta lk ing  f rankly  

about  their everyday l ives .  In the war? however, nimzui cornedians 

portrayed themselves as comrnon people who  also CO-operated wi th  

home front activities?' Manzai was  considered a valuable resource  

dur ing  thz war, s ince it a l lowed  people  to  forget, if only momentarilp,  

the harsh reality with which  they  struggled from day to da'. D u e  to  the 

s t r ingent  censorship imposed on enter tainers ,  however, it became 

increasingly difficult  f o r  manzai  comedians  to  draw laughter  f r o m  their  

audiences.  Xot only were t h e y  obl iged to  use scripts which had been 

censored beforehand, but the  pol iceman in the officia1 sea t ing  arza was 

part icular ly vigilant as  well .  Manzai comedians thus went to great 

lengths  to  keep their audiences  enter ta ined.  Theatre hands would 

purposeful ly make some e s c u s e  to  bring the policeman into the  thea t re  

office to  gain some time, o r  the  comedians would wait  until  the 

pol iceman went to the ba throom.  They  would then del iver  racy a n d  

side-spl i t t ing material  in  a r ap id  burst.  Konetheless,  at  the he ight  o f  the 

5 0  John Whitnzy H a l l ,  Japan:  F r o m  P r e h i s t o -  to Modern  Times (Tokyo: 

Tuttle,  19'7 l ) ,  3 3 9 .  

" Akita: Osaka waraibanshi  sizi, 2 2 8 .  



\var hysteria.  n-hen al1 forms of  en ter ta inment  conformed to the 

' exa l ta t ion  of the f i g h t i n  sp i r i t ' .  c ï e n  audiences  wsre  a f ra id  to l m g h .  

such condit ions.  the techniques  which manrai  cornedians used  to 

S 1 

cnter ta in  their  audiences proved incf fec t ive . - -  Dur ing  thesc diff icul t  

times. Shink6 Engei  had  a de f in i t ive  advantage  over I o s h i m o t o  Kog-ô 

since it had many other  forms of enter tainment  to  offer i ts  audiences  in 

addi t ion  to marzzûi. 53 

'' Ibid . ,  2 3 0 .  

'' Yoshikawa' 8 1. 



h z  Post - .  \Var w a d i o  . , R e x i t  a l  . - 

After the  war. thz Japanese enter tainment  industry was in  

shambles.  The thir ty odd ?,ose o f  the Osaka area were comple te ly  

obliterated. and the two major  enter tainment  companies.  Yoshimoto 

K6gy6 and Shochiku Entertainment  were pract ical ly disbanded.  

Xevertheless,  the  Osakan peoplz are known f o r  their optirnism in the 

face  o f  adversity. Only one month  af ter  Japan 's  acceptance o f  the 

Potsdam Declarat ion on August 14, Sh6n-a 20 (1945): Yoshirnoto K e y 6  

had converted the ruins of the Osaka Kagetsu Theat re  f ;  .H % 

in Sennichimae f rom a mortar  shack and had reopened it f o r  bus iness  

with a new cnter ta inment  programme. '  Two years  later  in Shorva 22 

(1917): the Shochiku Theatre in Ebisubashi  & f:2 reopened and  

became a centre  of ac t iv i ty  in the rzvi tal isat ion o f  the enter tainment  

world. Still, many establ ished performers were no t  sat isf ied wi th  the 

pi t tance that  the major  enter tainment  companies offered in thz 

imrnediate post-war years .  They thus decided to create independent  

performance units  in which  they could develop diffcrent  s ty les  and 

schools  o f  acting.'  

One event  that  helped inanroi break f ree  f rom its post-war 

lethargy was the launching of a wave of  radio shows featuring the 

performing ar ts  o f  the Kamigata area. The trai lblazer  was NHK radio 's  

! Takemclto, 94. 

' Yoshikawa, 8 1 .  



'-Kamienta Engeikai" 1 @ 5 & or 'Kamigata Performing Arts 

Convzntion'  in Sh&-a 24 (1949). hosted by  the vetsran duo Ashinoya 

Gangyoku zE 3Z and Hayashida Jiir6 f$ El f &E . one of  Entatsu 

and Achako's cornpetitors in the early days of  y o s e  broadcasting. 

Although there were already programmes on the air such as "Rajio 
- ++A l o s e "  7 5 i 's h% and "Hosô Engeikai'- % & 5 s , or  

'Broadcasted Convention of  Performing the? mostly comprised 

X-airn narrat ion and r&yoliz< ballads. "Kamigata Engeikai" and 

subsequent shows placed r u h g o  and m a n z a i  in the  spotlight. By Showa 

25 (1950),  manzûi had overtakcn rakzrgo as the predominant form of  

comedy on the radio, beginning a 'manzu i  boom'.  Radio bzcame a 

second stage where manzai performcrs could  perfect their talents. The 

ini t iat ion o f  commercial broadcasting s ta t ions  in Shows 26  (1951) only 

sarved to accelerate this trend. By the fo l lowing year. the number o f  

people owning radio sets in Japan had esceeded  ten million. and many 

o f  them became avid fans of radio comedy. Several  shows hzraldzd the  

beginning o f  the first  'mi lnzai  boom'. In Shows 2 5  (1950), there was the 

"Kimagure Sh6b6to" 5 2 C -j = - - ' /. ' - 5 : or  'The Whirnsical 

Shorvboat' - s tar r ing Yokoyama Entatsu and the manzai  duo of  Kashima 

Rakki % ,% 5 r -i - with Misono Sebun i. &ll - f ~  ?'L one of  the 

f irs t  s tars  o f  shabekuri mansai in Tokyo af tzr  Sh6wa 10 (1935). 

Entatsu 's  former partner Achako also shared  the limelight when he 

starred in "Achako no Seishun Techo'' 7 ? ;F- 2 a $? f F @ or 

'Achako's  Diary o f  Youth' in Shôwa 2 7  ( 1 9 5 2 ) ,  an  Osaka-produced 

radio drama writ ten by Akita Minoru that garnered national popularity.' 

Inoue,  Osaka no w a r a i ,  110-20, 2 2 2 - 3 .  



The programme at ta insd a record fifty-five percent  listening rating in 

the summer o f  Showa 29 (1954).  and spawncd a r n o ~ i c . ~  B y  the mid 50 's :  

the number of  icunzai cornedians had gromn to 150 pairs in the 

Karnigata area and a hundred pairs in ~ o k p o . '  

en-1  ear C\.çJ 

Within the world of  Karnigata performing arts. there is a midely 

held belief that the popularity of comed- .  and of nzanzai in particular, 

has moved in regular  cycles ever since the 1 9 5 0 ' s .  with waves peaking 

every ten years in 'booms'.  People speak of an oiwroi büinlr %X!,' 
+ - 
N 'comedp boom'  or of  a m a n z a i  buntzc E? 7.- 4 . According 

to Inoue Hiroshi,  such booms go beyond the dictionary definition of 

'rapid expansion o r  increase ' :  "[Manrai] booms in this case do not 

simply mean that theatres flourished? it s ignif ies  that [nzanzui] thrived 

within the broadcast media of  radio and television . . . . [~\.fanrui booms] 

cannot possibly occur without the broadcast media.'?6 

Japan entered the age of television in  Shows 28 (1953). NHK 

Osaka Television broadcasts began the ne s t  year, followed by the 

commercial s tat ions Osaka Television, Yorniuri Television and Kansai 

Television in Showa 33 ( 1 9 5 8 ) ,  and Mainichi  Television (1959). By the 

end of the decade, television had established itself throughout the 

country. Meanwhile. the rvorld of the stage was undergoing important 

changes. Aftzr the war- Yoshimoto K6gy6 and Shochiku Entertainment 

" Mochida, 272n .  

Yoshikawa, 8 1. 

' Inoue, Osaka no wara i ,  2 2 2 .  
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had catered to ths  A m e r i c m  occupat ion  army b?- convsrting s s i s t i n g  
- 

theritres into rnovie houscs and cabarets.  In the late 1950's .  howevcr.  

man- of these buildings converted back to performance halls t o  sa t i s fy  

the television industry 's  programrning needs. As with radio s o m e  thirty 

pears earlier'  television bcpan l ive broadcasts  from y o s e  thca t res .  S 

After the first radio-based ~ncrnzai boom in 1950 -51 ,  the  second 

wave in 1960-61 was not a manzczi boom per se but rather a boom in 

comedy programmes. While manzizi comedians appeared in gro  wing 

numberç on television. they were  well  outnumbered by other  var ie t ies  

of  comedians and artists,  including kigekz actors.  In Shi)m-a 35 (1960)  

alone, there were 7 10 different kigeki programmes broadcast on Kansai  

9 Television. Among the  I-igeki actors  who appeared on television in the 

early 60's: two o f  them deserve mention s ince  they became impor tant  

cultural icons in the world of Osakan entertainment.  The- were Shibuya 

Tengai II = K B *$? S X  3 (1906-1983)  and Fujiyarna Kanbi 

lh a% (1929-1990),  both actors  f rom the Shochiku Entertainment  

Company. In Sh6wa 23 (1948),  Shibuya Tengai II established Shochiku 

Shinkigeki 2 , an updatcd f o r m  o f  kigeki theatre based on 

contemporary themes. As a scr iptwri ter ,  he  is famous for his theatrical 

adaptat ion of  the life o f  Katsura Harudanji  1' in which Fujiyama Kanbi  

played the role of a l iquor shop  apprentice.  As  a Shinkigeki cornedian, 

Fujiyarna was renowned for  master ing the nia or  ' interval t '  t ha t  is,  

Takernoto, 9 4 - 6 .  

"noue, Osaka no warai ,  223  

' Ibid., 2 2 4 .  



the t iming of delivcr-.Io One o f  his most mernorriblc performances n-as 

in  *-Oyabaka Kobaka" - * <  5 . a <  A - on  'L'omiuri Television betn-een 

ShGn-a 3 4  and 35 (1959-60). 

As f o r  ntaizzai, the two most  representa t ive  duos of t h e  carly 60's 

o n  te levis ion  were the brothers S a k a d a  Da imaru  (1913-1982) and 
- 

Raketto ( 1 9 2 0 4 9 9 7 )  BI 9*4 -F- ** 7 i 9 > and the nianza i  

. - 
couple S a n t o  Yuji i% 8 %= and Xliyako Chocho : ? = @ * 
(b. 1920). Daimaru  and Raketto were one  of the major  duos o f  the 

pos t -war  Kamigata  rnanzai morld. Known f o r  their  motto o f  'onc laugh 

every three  seconds , '  they were crowned t h e  'k ings  of esplosive 

laughter."' One of  their  best contr ibut ions t o  televised enter tainment  

was "Bikkuri  Torimonocho" 3 9 ( 3 tifi $% or  'The  .4stonishing 

(de tec t ive)  Casebook '  on Osaka Television between Sh6wa 35  and 36 

(1960-1961). Miyako Chocho, a ve teran  o f  t h e  s t age  from age seven. 

received her  nianrai training in the pre-war radio  years.  Paired n-ith 

Yûji, she  then  rose  to stardom after  the war  through numerous 

appearances  on  television. radio and movies." The duo is probably 

most  f amous  for  the i r  %leoto Zenzai" *%$ % 8 - an expression 

which sugges t s  harmonious conjugal  Iife - a highly successful 

programme which began on the radio in Sh6wa 30 (1955), and was 

conver ted  to  television in Shôwa 38 (1963). Featur ing  frank discussions 

of mar i ta l  problems between Chôchô. Yüji and the  audience members,  

!O  Meij i  Mutual Life Insurance. Osaka General  Operations Division, 1 1  4'h 
Annivr rsary  'Thinking cf  Kansai' Association, Kamiga ta :  warai  no shinfonj 
[Kamigata: a syrnphony of  laughter] (Osaka,  1 9 9 5 ) :  5 8 - 9 .  

'' Meiji  Mutual Life Insurance, 5 9 .  



the shon-  created --a major breakthrough in Japansse culture.  Private 

mari tal  problzms (not  t radi t ional ly  d iscusszd in public)  wers 1st out of  

the closet .  -- 13 

W t h  the rapid economic expans ion  o f  the 1960's. the distribution 

of te levis ion  sets increaszd dramatical ly,  and the television industr>* 

surpassed film and radio as the dominan t  mass  medium. U-hereas the 

previous  dccade R-as charac ter i sed  b y  performzrs firrnly rooted in the 

theatre  medium who branched o u t  in to  broadcas t  media,  the 60's 

witnessed the success o f  new ta lents  p lanted  by tzlevision stations. 

Appearing in front of a camera o n  te levis ion  began to  take on more 

impor tance  for  cornedians than s t e p p i n g  on to  the ?ose stage. Television 

programmes now inci ted v iewcrs  to at tend theatres .  13 

Thz third wave in 1970-71 was t ru ly  a n 1 ~ 7 n z a i  boom. centrzd on 

the  c i ty  o f  Osaka. Two fac tors  t r iggered  the  boom - the first  was the 

Osaka World Fair in 1970. which  brought  throngs o f  people from across 

the na t ion  t o  'the ci ty of  laughter ' .  T h e  sudden  increase in audiences 

revi tal ised the manrai  theatres  of  Sennichimae and  Dotonbori. Thz 

second fac tor  was the in t roduct ion  o f  niirnzizi awards by the broadcast 

media in  the latter half  o f  the  1 9 6 0 ' s  and early 70 's .  Osaka Radio took 

the f i rs t  initiative in Sh6wa 41 (1 966), with the launch o f  '-Kamigata 

Manza i  Taikai" kfj- 2 % , o r  'Kamigata  Manzai  Convention' .  

Television followed suit  wi th  the  "NHK Kamigata Manzai  Contesuto" 

7 X I. in Sh6wa 45 (1970)  and the "Kamigata N H E ; k 7 3 $ H = = ! > - - -  

Owarai  Taisho" k 2 M f\ o r  'Kamiga ta Comedy Grand Prize '  

'' Yoshikawa,  8 2 .  

14 inoue, Osaka no wara i ,  1 2 1 - 2 .  
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o n  Yomiuri Television tn-o years iatsr.  Thzsz an-ards fue l led  

cornpetit ion between veteran comedians. as  well a s  the new ggzneration 

o f  I ? Z L ~ ~ Z L ~ Z  comedians - n-hich had emerged in the late 60 's  - whose 

efforts to  create  new styles  o f  comedy brought  unprecedsntcd diversi tu 

to n ~ a n z a i . "  

Arnong the 70 's  boomers who made signif icant  contr ibut ions to  

. . 
rnunza i  were the duo  o f  Yokoyama Yasushi f$$ ll-l4? 7 - ( 1 9 4 4 4 9 9 6 )  

- 7  and Sishikawa Kiyoshi iRi $ < - (b .  1946)  (see f igure 13). the 

r n a n z a i  couple Sh6ji Toshie (b.  1940)  and Reij i  (b .  1939)  H 3 Pt 1 1  - 
, Komedi  Xambà Wan comprised o f  Maeda Gorô % tii 33% 

(b. 1942)  and Sakata Toshio $5 El f t  (b. 1941): the nzanzai trio Retsu 

Gô Sanbiki  Y 5- /Z comprised of  Sh6ji IE$? (b .  1911).  Jun 

1 .. 
L & i d  (b. 1915)  and Chosaku E @ (b .  1943): and the duo  S a k a d a  

Kausu (b. 1949)  and Botan (b. 1948) BI .k - 5- Y . Toshie and 

Rei j i  are  an esampls of a manzai  couple who continucd togethcr  despi te  

their  divorce - or  in their case, thanks to their  divorce. Building upon 

t h e  success  o f  Chocho and Yüji 's  "Meoto Zenzai ,"  they entertained their 

audiences with manzaz based on mutual  muckra t ing  stories.  bringing 

o u t  humorous detai ls  of  their persona1 lives.  Komedi Nambii Wan are 

s t i l l  popular  today. They were the f i r s t  duo to use a group name, a 

pract ice now common among young m a n s a i  artists. Masters  o f  humour 

through exaggeration. they are a perfect  i l lustrat ion o f  boke versus 

tszikkonii role distribution, Maeda playing a straight-faced reasonablz 

charac ter  and Sakata a buffoon o f  such proportions he is known by 

everyone as 'Sakata the fool ' .  Letsu  Gô Sanbiki were a shabekztri 

I C 

'- Ibid., 122. 
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nzcznzai trio, a new st-le of c o m z d -  ini t ia ted in thc early 60- s  by the 
- * -  

l l a n g a  Torio @Ï i ; ? . Letsu Go Sanbiki  are crsdited with  

perfect ing the kind o f  clever  repartez n-hich only t r ios  can accomplish. 

al ternat ing between tszkkomi and  boke combinat ions.  Today. th is  style 

o f  manzai  has al1 but  disappeared. yet  groups o f  more than two 

performers are s t i l l  a l ive  in the form of  komo or ' sk i t '  r~!cznzczi. Kausu 

and Botan are  another  duo to survive to the present da-. The\* are 

disciples  of the Wakada 'famiif founded by Daimaru and Raketto.  

Thei r  humour oftcn deals  n-ith poverty. a t radi t ional  theme s ince  the 

days when enter tainers  s truggled to make a living. Inspired by  the  

hardships o f  his youth drif t ing betmeen part-tirne jobs. Botan plays the 

p o o r  man on stage and becomes the object o f  Kausu 's  jokes. F o r  

esample ,  Kausu would say to him : "Botan, the chime at the entrancz to 

your  house goes b i m b o  b i m b o  Y' - b i m b o  means 'poor.  $16 

l 6  Aiba, 72 -  100 passim. 



Fig. 13. Left, Yokoyama Yasushi; right, Nishikawa Kiyoshi. Reprinted 
from h o u e  Hiroshi, &zka no worai, 226 .  

The manzai boom of  the 70's quickly dissipated, and many yose 

broadcast programmes faded from television. Only "Owarai Nettowaku" 

on Yomiuri Television and "D6tonbori Aw5" (hour) on Asahi Television 

survived. Since yose theatres partly relied on broadcast media to bring 

in audiences, the end of  the boom signaled hard times for theatre 

owners. Many yose were forced to close their doors in the latter half of 

the decade. 

The fourth wave was in fact a manzai tsunami of  national 

proportions. Although the idea of  a ten-year cycle is well-known among 

those involved in the entertainment world, for the general population 

the term 'manzai boom' is usually reserved for this period between 

1980 and 1981 that witnessed the appearance of rnanzai on prime-time 



television and the idol isat ion of nwt ixz i  pzrformers.  One  of  thz èvents 

n-hich heralded this  new phase was the suddsn p o p u l ~ r i t y  o f  *-Lao 

l f e i j i n  Gekij6" .E £ 4 @j . or 'Ka6 '\laster's Thzcitre.' a television 

show featuring nzansai  art is ts  n-hich f i rs t  aired in October  o f  1979. 

Whzn the show rzcorded an  incredible thirty-thres percent  S i e l s e n  

rat ing in April the fo l lowing 'car. television s ta t ions  took that as a sign 

that y o s e  broadcast  programmes were in demand again. For  their  spring 

line-up in April 1980. Mainichi  Television creatcd X a m i g a t a  Tose" 

k f7 _ Eansa i  Television added a show cal led *-The Manzai" and 

Torniuri Television created "Manzai Shôgakk6" il ? -% f or  

' M o n s u i  Laughter  School '!  and "Owarai Ësu T6j6" 2 b- *  - 3 @ % 

or  'Enter  the Aces o f  Comedy' .  Before - K a 6  Meijin Gekijo". however,  

cer tain forces conspired to se t  the nianzai  boom in motion;  groups like 

the Sh6 no K a i  /X Î/ H o r  ' laughter society '  ( ini t ia ted in 1973).  

together  with Akita Minoru and other  scriptwriters,  nzatzzai pcrformers 

and  novelis ts  banded together  to create  innovative and intel l igent  

material .  In 1979, the Sho no Kai won a prize of excellence for  arts for 

a m a n s a i  piece i t  had perforrned.'i 

The idol isat ion of  nianzai  artists characterised the nzrlnzcrri boom 

o f  the 1980's. Already in  the  previous boom, young femala fans 

idol ised Nakada Kausu, the  f i r s t  n z u n a i  performer to earn a loyal  

fo l lowing o f  okkulie 9 #$ groupies. '* In the  1980s, young manzni  

l 7  Furukawa Ka'ichiro, "Senpo Kamigata owarai kai  no  nagare to  sono 
shühen," [the current t rend o f  t he  post-war Karnigata comic  world and rela ted 
subjects]  Karnigata shogei no sekai  [the world of comic  a r t s  i n  the Kamigata area]. 
Furukawa et al .? eds .  (Tokyo: Hakusuisha,  1984), 15-6. 

l S  Aiba, 78. 
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artists such as Za Bonchi  - O z . E&E. and Oru Hanshin and 

Kyojin i - ; FE f$ 5 .IL becams idols to junior and senior  h i g h  

school  students. Thus began a new trend in iimnraz that has b c s o m e  cvzr  

more pronounced. Young comzdians started to t a r ~ s t  their  i w n i ~ i  to 

19 audiences from their own generat ion.  The subdivision o f  cornedy 

according to age groups has becorne so esaggerated tha t  --today. older  

audiences cannot understand the humour  of  nzcznz~i comedians w h o  

emerged after the 1980's."" In addition. n i a n x i  comedians w e r e  no 

longer limited to appearing in )-ose broadcast shows. Popular  

performers began to diversify the i r  act ivi t ies  in the enter ta inment  world. 

becoming disk-jockeys. quiz  show hosts' starring in television dramas.  

comrnercials and later, as we will see. some o f  them even became 

musicians and writers.  Therefore. the a j e  of  idolisation o f  i n s n z ~ i  

performers was also an age of  s trat i f icat ion.  

The 1980's saw radical  changes in the content o f  nl i tn=~z.  The 

agents o f  change wzre the duos o f  Shimada Shinsuke and Ryüsuke 

&EJ@%-%h , a n d t h e T s U B i t o  Y - - ? -  ; duo composed of BIto 

, , &  u Takeshi and Kiyoshi Y -  " '." - C 2 L . Shinsuke and Ryiisuke 

developed a style known as  ochikobore manzai % % Z 32? 4 * a 2 or  

'dropout  manzai ' .  With a no-nonsense attitude. they confrontcd issues 

that previous niamai  comedians had neatly avoidzd, such as 

discrimination. Without artifice,  contr ived situations o r  dialogues,  they 

drew their humour by esposing reality.  Although their approach 

l 9  Furukawa, 17. 

'O Kizugawa Ke i ,  in terview b y  au thor ,  t ape  recording,  Kyoto ,  19 J u n e  1996 
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differcd? Tsü Bito in Tokyo also shared th is  attitude." These  two n i ~ i z z ù i  

duos joincd Za Bonchi. B&B. 0 r u  Hnnshin and  Kyojin and the others on  

the airwaves. appealing to younger v iewcrs .  Through television. 

Osakan comedians fo r  the first  timz gained recognition o n  a national 

level.  

Yoshimoto comedians gznera l ly  h a ï e  bzen marginal in 
language,  geography: social  class. and vocation (if  not gsnder).  
and in previous decades had not e sper ienczd  rvidespread fame a s  a 
whole. However. just a s  the margins o f  sociz ty  were bcing 
swallowed up  by the middlz-class norrns. the popular  media were  
reproducing the  socially marginal f o r  - o u t h  cul ture consurnption in 

7 7 

the form of these fast-talking, s trect-smart  manzai  pairs.-- 

Sincs most  of these manzai  pairs carr ied the  Yoshimoto banner. the 

1980 's  manzai boom was in a sense a Yoshimoto boom? As with 

previous booms. the esci tement quickly faded  arvay during the 

remaining years  o f  the decade. "By 1982. the oversaturat ion of  nianrai  

radio and television created a glut that Led to  a rapid decl ine in 

populari  ty. "" 

The nianzai boom of 1990-91, characterised as before by an 

increase in nzanzaz-related television programmes.  was fuzl led by the 

emergence of  'no-brand'  manzai comedians  from an  independent  

manzai t raining school .  Although Akita Minoru  had original ly tried th is  

idea in Shows 12 (1937)  with his 'Manzai School , '  the school  format 

'! Furukawa, 17. 

7 7 -- Joel S tocker ,  "Japantse ,Media Cul ture:  -4n Osakan Entertainment 
Enterpr ise  Promotes Comic Dreams" (paper presen ted  a t  the annual  meeting o f  the  
American Anthropological  Association, LXrashington, D.C., 1 9 - 2 3  Nov., 194 1): 3 .  

'' Inoue, Osaka no wnra i ,  12.1. 



was not  as  popular as  the shirei seido @fi 81 tiif or  - teacher-pupil  

sys tem* that then dorninated the t radi t ional  perforrning arts. .Al1 

aspir ing munzui artists ncedcd to becorne d isc ip les  o f  a n  establ ishsd 

master  o r  shisho 65 E . This involved a long,  tzdious t raining process 

in which  the disciple o r  deshz 5 j= would  foIlow the shishüto their  

performances,  handlc thcir houszhold  chores  and a t tend to their 

personal  needs  fo r  sevzral  years  bzfore  having a n  opportunitv t o  

perform independzntly. In the early 1980 's .  young monzai  comedians 

were displeascd with Yoshimoto K6gy6's cent ra l  s tage,  the Xamba 

Grand Kagetsu Theatre .s :? 9 > F .H (XGK f o r  short)  s ince  it 

was es t remely  difficult  to gain a chance  to  perform thcre.  Thcrefore  

the? ini t ia ted an 'anti-Kagetsu'  movement  agains t  the conservat ive 

o r thodosy  of the s h i t e i  seido that symbol i szd  the SGK.  In response'  in  

1982: Yoshimoto K6gy6 created the Yoshimoto  S6g6 Gein6 Gakuin  

&./A*** &. (NSC)  (see f igure  14): or  'Yoshimoto Genera l  

Entertainment  Institute '  ( the NSC s tands  f o r  'new s ta r  creat ion ') ,  so  

that new talent could be independent ly  t ra ined and quiclil>- brought  into 

the market." Since irs opening. the NSC has consistent ly produced 

popular  entertainers,  many o f  whom have a t ta ined nat ional  recognit ion 

and fame, such as first-year graduates Downtown y 7 > (see 

figure 15) ,  Tornizu k < - Z' and High Heel  -'\ 4 L- - TL , as well  as  

ninth-year  graduates Ninety-ninc 9 4 7 F 4 -i 4 2 . While 

Eoshimoto ' s  NSC is the most  famous  o f  such  independent  vocational 

schools  f o r  comedians, there are severa l  smal l  enter tainmznt  companies 

" h4izutani Nobuhirc?, interview by author, t ape  recording, Osaka,  26 June 
1996 .  



that train no-brand cornedians as well. Although these institutes offer  

students an independent environment where they are able to develop 

their individual talents free from the pressures of  the shitei seido, on 

the other hand, they do not receive the instruction in humility and  

politeness which training under a shish6would have provided. Many 

graduates of the NSC, for example, have been criticised by senior 

cornedians for lacking in respect. Some of the early graduates a r e  also 

anti-authoritarian on account of the 'anti-Kagetsu' sentiment. 

Fig. 14. A classroom scene at Yoshimoto Kügy6's NSC. From an 
advertisement for the  NSC in Monthly Yoshimoto 184 (June 1996): 47. 



Fig.  15. Downtown. Left, Matsumoto Hitoshi; right, Hamada Masatoshi. 
Reprinted from Yoshimoto K6gy6 Corp., Talent Profile (March I996), 
17. Privately published Company booklet. 



u m d  Ac- 

Entatsu and Achako's c la im to  fame was a m ~ n z a i  dialogue 

ent i t led  *'Owarai S6keisen" $5 -% -r : rvhich thzy first  

performed in the fa11 of Sh6wa 7 (1932). The occasion was the f i rs t  

nzunzcci convention in Tokyo. held a t  the Shimbashi recital hall 

fji h% @ % % .' *-Sokeisen" B % - an acronyrnic espression 

combining the first ideograms in the names of  Waseda Vniversi ty 

C % LEI ? and Kei6 Univers i ty  @ 6 k % - was a bascball  

compet i t ion  between these two top-ranking institutions. Thanks to  l ive 

repor t ing  via radio' the sal-eisen match had becoms a national craze  a t  

the time, and people would c rowd a round  radios at the entrance o f  

coffee shops  to follow the act ion. '  Entatsu and Achako's performance 

was  an  instant hit a t  the convent ion.  --Owarai Sokeisen", o r  "S6keisen" 

fo r  short '  incorporated al1 o f  the neniest topics of the da-: radio. 

baseball ,  the sa -e i s en  compet i t ion  a n d  play-by-play sports  broadcast ing.  

The duo ' s  innovative Western appearance ,  their high-tempo shabekztri 

nzanzai style,  their imitation o f  r ad io  sports  announcers and their c lever  

use o f  word-plays and misunders tandings  created a powerful 

combinat ion  which had audiences burs t ing  the i r  sides l a ~ g , h i n ~ . ~  

' -Akita, Osaka w c r a i b a n a s h i  shi, 6 6 .  

Akita  Minoru, ed. ,  Akira M i n o r u  meisakrr marrzai senshü [a  collection of  
m a n z a i  masterpieces from Akita Minoru, p t .  21 (Tokyo: Nihon Jitsugyô, 1973j, 288.  

Ibid., 74 .  



Entatsu and  Achalio's "Sdieissn" "grsat ly opsnsd up the field of 

shabeliztri rizanzcri and . . . marked thc beginning of r?zaiizoi's prosperi ty 

through to the present day? Since it  providecl the basis on rvhich 311 

subsequent  modern vzanzai performers would build tlieir carser ,  it 

deserves to  be cited at  length f o r  the purposc o f  in t rodu î ing  certain key 

elements  and features that character ise the  genre:  

Hey, how are  -ou? 1 haven' t  secn  you in a mhile. 
Well, 1-m not  feel ing too  well. 
Caught  another  cold' havz you? 
Yes. 
You're one fellon; who of ten  catches colds.  aren ' t  p u ?  
What can I say? But you, you ' re  looking healthy. 

Thank ?ou. 
Really. 
I 've put  on a l i t t le  weight  again. 
It seems you 've  become fatter.  
Yes. 
How much d o  you weigh? 
Recently,  I 'm at  s i s t een  Kun and f ivs  hundred [about 

s i s ty- two kilograms].  
EXTATSE. S i s t een  kan and  five hundred? 
ACHAKO. Right.  
ENTATS'L'. Does that  i n c h d e  the legs?  
ACHAKO. The le-le-legs?! 
ENTAT S U .  Yes. 
A 4 C H K 0 .  e l ,  o f  course it  does! You're not  going out  to buy an 

octopus. Are y o u  going to weigh the legs separately? 
ENTATSU. Oh. 
ACHAKO. A11 o f  me! 
ENTATSU. 1 sec? 

Entatsu and Achako performed "Sokeisen" several  t imes in diffcrent 

theatres ,  as  well  a s  on the radio. In each case, however. the opening 

" Ibid., 288 .  

Ibid. ,  2 6 8 - 9 .  



segment differed s l i g h t l y  This  is a typical pat tern in nidnzai. in which  

the performers use the opening segment ei thzr  to introducz currelrt 

topics or  to ad l ib /  In this case. the informa1 nature o f  the dialogue 

clearly demonstrates  one o f  the characteristics o f  shrîbekrtri manrai .  

namely that i t  is s imply two people engaging in small  talk on  stage.  

This is  reinforced by Entatsu and .Achako's use o f  the informa1 terms 

f o r  'you'  and 'Io. kimi .?% and bokrc 1% . typically used b y  s tudents .  

As soon as  the f i rs t  comic element is introduced. the audience i s  

made aware of the role  distribution between the two  cornedians. 

Entatsu 's  quest ion about  the legs is  unmistakably a boke statement .  i n  

other  words. a dimwitted or  i l logical statement.  This  prompts Achako 

to take a tsukkomz j a b  at Entatsu with his reply "Of course it  does !" 

Thus. the tone has been set f o r  the ent ire  performance:  Entatsu is t h e  

fool  and Achako is the foil. Achako's n e s t  comment is doubly clever.  It 

not  only rnakzs fun  o f  Entatsu by  suggest ing he mistook -4chako.s legs  

for  that of  an  octopus which one could weigh separately f rom the body: 

i t  also recontextual ises  Entatsu 's  earl ier  question "Sisteen kan and  f i v e  

hundred?" from a quest ion o n  human weight to a quest ion o n  the wzight  

o f  an octopus a t  a seafood market.  

In a later  segment ,  Entatsu and Achako have moved f rom e a c h  

other 's  heal th to their education. The? broach thz subject  of Entatsu 's  

However, the  practice o f  performing the  same  manza i  piece t o  different 
audiences  was gradual ly  discont inued with the advent o f  relevised manzai  
broadcasts which drarnatically increased the viewing audience.  Today, rnantai 

scr ipts  are never used twice. In a n  interview by  the  author,  Yoshimoto Kogyô 
rnanzai writer Masanori  Honda esplaincd : "Pick up the Iatest  news. put i t  in to  
manza i ,  then throw it  away on the  spot." In  a reference t o  the  ubiquitous 
rsukaisure kamera fE L \  $% T a ,< 7 or 'disposable carneras', he add td :  "That's 
my ideal,  ' t sukaisute  manzai' ." 



father:  

ACHXKO. What l ine o f  business is your fathzr  in? 
EXTATSU. 1-lanufacturing. 
.4CHA4K0. What kind of  things does he manufacture? 
EXTATSU. Oh. uninterest ing things. 
X H A K O .  cninterest ing -ou Say. but stiI1. i t ' s  manufacturing ...[ so 

it rnust be something important]. 
EKTATSv. Things  l ike battleships. aeroplanes? cannons and  rifles: 

and also, torpedoes.  
XCH.4E;O. He-. that 's  a major enterprise of nat ional  proportions. 
E'I'T.ATSu. Don ' t  make such a big deal  of it! 
ACHAKO. But it i s  a big deal. I think I 'd  like t o  take a look at 

your factory. 
ENTATSL. Corne on over. 1-11 give  you a guided tour of 

everything.  
,4CHAKO. Thanks.  
ENTATSC'. I t ' s  just behind Osaka station: you kno w... 
ACH.AK0. Behind Osaka stat ion? I 
EXTATSU. Ires. 
ACHAKO. 1s there real ly a large shipyard there? 
EWATSU.  Xo,  i t  i sn ' t  steel.  
ACHAKO. But  battleships and cannons a re  al1 made  o f  steel, 

a ren ' t  they? 
EXTATSU. Celluloid l 
A4CH*4K0. Ah? a toy store,  is i t .  
ENTATSV. Yes, I 'm the son o f  a toy maker.  
ACHAKO. No wonder, 1 thought  you had a face l ike a toy. 
ENTATSU. Don't say  that. So, that 's  why my elementary  school  

was a commercial  school.  
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . - . * . . .  
ENTPiTSU. And rhen, 1 stayed at  k&A6[transliterated phonetically] 

for a while.  
ACHAKO. So, you ' re  a graduate of a commercial  high school  

[k&ho 1, then? 
ENTATSU. No, I 'm  not. 
,4CHAKO. What k&h6 was it? 
ENTATSU. The ar t i l le ry  arsenal  [k&h6 1% 11 



- 
.\CHA4k10. Don ' t  sa>* such scnse lcss  things.  

.Apart f rom the  play o n  rvords and the amusing misundsrstanding 

concerning t h s  nature o f  Entatsu 's  f a ths r ' s  manufactur ing  business. 

this  segment  is  noteworthy f o r  i t s  rnilitary content .  Japan had invaded 

Manchuria  in 1932 and bombed Shanghai  in 1932.  At the time o f  

"S6teisen." the  Japanese nat ion was increasingl-  overcome with 

patr iot ic  and nat ional is t ic  sent iments .  Therefore:  when Achako cal ls  

Enta tsu ' s  father's przsumed mi l i ta ry  manufactur ing  business "a major  

enterprise o f  na t ional  proportions." his comments  could be pe rce i~rsd  as 

being sympathzt ic  to Japan's  mi l i ta ry  endzavours .  k t l  although the  

mater ia l  in  'Sôkeisen"  received a g reen  light. at o thzr  t imes Entatsu and 

Achako's  efforts  to d raw humour  from sens i t ive  issues such  as mil i tary 

involvemznt  backfired.  One evening on  stage.  Entatsu toId Achako that  

h is  father, who  worked f o r  the city ha l l  a s  a d o s  catchcr ,  was ret i r ing.  

When Achako asked him why: he  repl izd that  a rabid dog had forced 

him to  quit: "ky&en onore wo j ishi"  $X$CHG3i'L&f$ L- . This 

involved a p lay  o n  words. bc ing homonymous wi th  a phrase in the 

Imperia1 Rescr ip t  on Educat ion tha t  asked Japanese  ci t izens to bear 

themselves in modesty and modera t ion  (% f& Z 2 # L ). The 

policeman in  the  of f ic ia l  sea t ing  area  s tood up in protest,  and Entatsu 

immediately sa t  on the  s tage to bow in apolog)r.s 

Let us  n o w  examine  a few se lec t ions  f r o m  the basebal l  segment ,  

inc luding Xchako 's  famous  imi ta t ion  o f  the s&-eisen play-by-play 

announcer:  

' ibid., 2 7 1 - 3 .  

Aki ta .  Osaka waraibanashi  shi,  9 1. 
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ACHAKO. But you know. rvhsn it cornes to baseball. >*ou c m  sa? 
n-hat ?ou l iks  but sd-eiscn is n--here it 's at .  

EST.4TSCT. He who has  not seen s a - e i s e n  does not know baseball. 
ACHAKO. k o u ' r e  absolutely right.  
EST.4TSG. It 's  qui te  irnprrssive: that  hugs  Jingü Stadium fil ls up 

mith people.  
ACHAKO. People from al1 tvalks of i i fe  at tend.  
EXTA%TSE. It 's  t ru ly  something. 
ACHAKO. I t ' s  sornething. yes.  
ESTIITSU. The world-famous sd-e i sen!  The proud tradition of  

sd-ezsen! Oh' who was the opponent  again? 
ACHAKO. What? Thz opponent? 
ESTLITSU. That ' s  right.  
ACHAKO. Listen you. n-e're talking about  sa-eisen here.  
EXTATSLÏ. Right,  but  it 's sal-ei versus  someone or other. 
ACH.4K0 .  Versus ... versus ['taie *f ]?! 

EXTATSU. Yes, versus.  
ACHAKO. I t ' s  nei ther  sea bream [' tai '  @j 1: halibut,  s tonefish nor  

anything eisz. fo r  that matter. Rihen you talk about sd-ezsen. 

you s a y  s d - e i  because i t ' s  Waseda and Kei6. don ' t  y ~ u ? ~  
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  
A4CHLAKO. (Taking o n  the tone of  a play-by-play announczr)  

Runner  on f i rs t  with no outs. Ogawa gets ready for his first 
pitch. 

EWTd4TSU. Ready for his f i rs t  pitch. 
ACH.4KO. H e  throws it. Ball. 
EXTA4TSIJ'. H e  throws it. Ball. 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  
ACHAKO. The bal l ' s  a little close [pronounced 'chikanie'  iz & 1. 
ENTATSU. What? A nearsighted ['chzkanze' h [18 ] ball. 
4CH.4K0. .4 big wind-up ['wuindo a p p u ' ]  f o r  the third pitch. 
EXTATSU. A big handbag ['kandobakku'] for  the third pitch.1° 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . .  
ACHAKO. Oh, a pick-off throw [pronounced 'kensei '  S $1 ] to 

second base. 
ENT.4TSU. (Singing) Who is it who sa id  there is no sinceri ty 

' Ibid.,  277-8. 

l C  Ibid., 2 8 2 - 3 .  



arnong courtesans [ 'keisez' @ ]? He didn ' t  m e n  visi t  them 
long enuugh for  their sincerity t u  appear ... 

ACHAKO. Don't use that lecherous voice. He's headzd ton-ards 
the shortstop.The shortstop can' t  touch him. Hz's  snfe '  safe!  
[pronounced 's@zt'] 

EST.4TSE. So this was govcrnment  [ 'sezfx' &f i  ] business after 
all. 

ACHAKO. What are ?ou talking about? Yery cautious signs in the 
batteru. Fourth pitch. 

ENT.4TSC;. Fourth pitch. 
. - . . . . . . . . . . - . . . . . . . - . . - * . * . . - . . . . . . * . . . . . . . . . . . . . .  
ACHAKO. Hit, hit [pronounced %zttomf.  

m. ; EXT.4TSU. It's murder ['hztogoroskz' .4 , 1. 
.ACHAKO. T h e  bal les  heading farther  and farther. 
ENTATSL'. Going farther  and farther. 
ACHAKO. Going farther and farther [the verb 'nobirit '].  
ENTATSU. I t ' l l  be postponed until ne s t  year ['nobiru' f$ 2: 5 

can mean both stretching out  and postponing]. 
ACHAKO. Why is that? Centre field. Back. Back [pronounczd 

' bakku '1. 
ENTATSLL His hai r ' s  combed straight  back from thc forehead 

['&-ubakkzt' (all-back) 1. 
ACHAKO. Don' t  talk to me like a barber. The runner goes f rom 

second to third." 

Most o f  the humour in "S6keisenW is derived from Entatsu going 

off on a tangent through his apparent misinterpretation of . . chako ' s  

words. This  kind of 'deviation humour'  is what the duo are most famous 

for. Many of  the references, such as 'government business'  and the 

'orubakku' hair style, also provide glimpses of the social condit ions in 



-. 
r and h n . o s h  

I a s u s h i  and  Kiyoshi  ma' bs  one o f  the most f amous  comic duos 

s ince Entatsu and  Achako. Firs t  appear ing  as  a pair  in S hôwa 41 (1966). 

the- e spc r ienced  a meteoric  rise in popularity.  captur ing  the Karnigata 

Manzai  Grand Pr ize  on& four  >fears latcr. Thereafter ,  they  continued to 

bask in  the l imelight  well  in to  the four th  milnzai boom o f  the 1980 's .  

O n e  of their def in inp  character is t ics  is their  a l te rnat ion  o f  thc tsztkkotnz 

and the  boke.  Both  "wouId switch back and for th  in a b lur  o f  faul t lessly 

t imed routines.  The- n e r e  also much more physica l  than  other manzai 

acts. w h o  stand rigidly in f ront  o f  the microphone.  I o k o y a m a  and  

' l ishikawa used the whole ~ t a g e . ' ' ' ~  As with many m u n z a i  duos, Yasushi 

and Kiyoshi  p layed opposi tes .  Wild and unpredictable.  \>sushi gained 

notor ie ty  for  numerous scandals  of f  s tage,  due  to his v io lent  o u t b u r s t ~ ~  

garnbling or  boat  racing. Kiyoshi? on  the o the r  hand, was  s table and 

serious.  He became a council lor  i n  the  House of Comrnons, and remains 

act ive both  in pol i t ics  and enter tainment .  

Let us examine  one  of their  manzai performances f r o m  the 

television show "Owarai Nettow&u". This e sample  wi l l  serve to  

demonstrate  the changes which took place be tween the radio-scripted 

nzunzni o f  the pre-war period and telcvised nzanzoi o f  the  post-war 

period:  

KIYOSHI. But when it cornes to boats  ... 
YASUSHI. I t ' s  hard [to say  goodbye]! 
KIYOSHI. Really, when the boat  s lowly leaves the wharf under  the 

set t ing sun  l ike  that  ... You know, and a bargz sa i l s  d o n g  the 

l 3  Philip Brasor, "The last  of the he-men rnanzai," Japan T i m e s ,  Feb. 1996 
[newspaper on-line]; available from http:/!www.japantirnes. c~. jpffeatures/feat2-96/  
yokoyama.htm1; Internet; accessed 13 O c t . ,  1997. 



side ... 
Y;\SLSHI. Right. r ight  ... T h e  barge goes ' popopopopopo - - . '  
KIYOSHI. Right. r ight .  
YASVSHI. ( Imi ta t ing  various boat sounds) 'popopopopo ... 

fueeee! fueee! Pohhhhhn.  
GIYOSHI. Hey. tha t ' s  an unusual  a c t  -ou have there ... Corne on. 

we're celebrat ing kfr. Meisei's 2.500'~ [nicrnzai script] .  
YASUSHI. That 's  r ight .  
KITOSHI. So. do i t  again. one  more time. 
YAS'C'SHL. Huh? 
KIYOSHI.  One morz  time now. The big boat leaves the  harbour ... 
YASuSHI. Right,  r ight .  And the littie barge goes 'popopopopo ... 

fueeee!  fueeee!' 
KI'L'OSHI. Hey, y o d  
YASuSHI. Pret ty good, h u h ?  
KIYOSHI. I 'm going to die o f  cerebral haemorrhagz,  here! 
YASUSHI. Non; that  ... You ... 
KIYOSHI. They ' re  rea l ly  clapping for  you, aren't  the?? Do it one 

more time. Thz big boat  ... 
YASUSHI. The l i t t le  barge goes 'popopopopoo ... fueeeee !  

fueeeee! '  And t h e  Scandinavian Liner sets sail. 
KIYOSHI. For an adul t  audience,  you've draggcd on long snough. 

What n-il1 -ou d o  if 1 real ly do rupture [a vzin]  now? Look. the 
kids are clapping fo r  you. % o u  should do i t  again.  

YASUSHI. Fueeeeee! Fueeeeee l 
KIYOSHI. What abou t  the boat  leaving? Don ' t  cut corners!  Huh?  
I'ASGSHI. That's .. . 
KIYOSHI. OK ... But tha t ' s  the truth. 
YASUSHI. Now that ,  that 's  really the way it  is. 
KIYOSHI. Parting by boat i s  the hardest. 
YASUSHI. Parting by plane is the hardest! 
KITOSHI.  With a plane, i t  just flies away and that 's  the end of  it. 
YASUSHI. That's the end o f  i t  when the planz f l ies  away, but  it 's 

s t i l l  t he  hardest, 'ou idiot .  With a boat, after it leaves the 
wharf  and you h e a r  that  ' fueeeee! fueeeeee!?'  a t  l eas t  you can 
sti l l  see each o the r ' s  faces ,  can ' t  you? 

KIYOSHI. No, you see tha t ' s  why ... 
YASUSHI. You can't just say  tha t ' s  the end of i t  whzn the plane 

flies away. 
KIYOSHI. No, that 's  right,  but ... 



IXSCSHI. M.-hen the p lans  socs 'zooom!-  and  takes off  I iks  t h a t  ... 
Huh? Huhb? IT'hers did i t  go?  

KII'OSHI. Hey? t o d a -  ~ o u ' r s  doing some acts  y u  d o n 2  usua l ly  
show us! 

T.4SUSHI. Pretty good. huh?  
KIYOSHI. Hmmm? He hardi‘. ever  does this  kind o f  act,  f o l k s  ... 

Nowadays? i t ' s  on& f o r  SHI;  and Tomiur i  Television. He 
doesn ' t  do it e lsewhere ... Thosz  kids are  pleaszd. a r e n ' t  they?  

YASVSHI. Al1 I've been do ing  is k id  stuff!'" 

In comparison R-ith "Owarai  Sokeisen." one of the f i rs t  t h ings  

a h i c h  are  imrnediately apparent  when esamining  this s s t r a c t  i s  that  the 

performance relies heavily on v i sua l  cues to carry the act ion f o r w a r d .  

Although Yasushi 's  imitat ions o f  boat  sounds are perhaps a m u s i n g  to  

Listen to? the body language which he  uses in conjunction wi th  t h o s e  

imitat ions are  what ei ic i t  laughter  f rom the audience. In the s e c o n d  

esample.  and this might not even have  been clear  from thz scr ipt ,  

Yasushi imitates  the react ion of  someone watching a plane f ly  o v e r h e a d  

a t  high speed.  Simply hearing "Zoooom! Huh? Huh? Where did i t  go?' 

is totally uninteresting. However? watching kasush i  cast his gaze up  

towards the s k y  in an esaggera ted  movement  and then twist his  h e a d  in 

a hundred directions l ike an  e lec t rocutsd  woodpecker provokes a roar 

o f  laughter  f rom the audience. 

Secondly, one raalises tha t  the scenario dzpicted in th is  s c e n e  is 

no t  part icular ly humorous p s r  se.  In fact,  the audience's r eac t ions  a re  

not  provoked by the scr ipt  at all. There  are  no puns or word p lays  as  in  

"S6keisen". A11 of the humour in th is  scene  is derived f i r s t  f rom 

Yasushi 's  boke imitations and gestures ,  then f rom Kigoshi 's  fac ia  1 

'Wish ikawa  Kiyoshi and  Yokoyarna yasushi,  Owarai  rzertow2krr lratszr 
manzai  no dendo: Nishikawa Kiyoshi ,  E'okoyama l'asushi [comedy network rnanzai 
hall o f  f ame  presents: . . -1, videocassette (Yomiur i  Television Enterprises, 1936) 



expressions and bod>- language as hz  delivers tszrkkomi repl ies .  

Finally. 1-asushi and Ki>-oshi are in front o f  a l i \-s audiencz.  

Ki'-oshi comments on the audience ' s  reactions. saying --the?*'re rzaliy 

clapping us now" or '-those k ids  are plzased." He cven addresses  his 

audiences face to face when he says "he hardl- m e r  does this  kind of 

act. folks." When an audience  v iews nraizzai, the rsztkkorlri becomes its 

representat ive on stage.  S ince  the  audience cannot allom- the  

unreasonable actions o f  the boke to continue unchecked. i t  demands 

that the  tsziX-X-onri intervene and  restore order.'"here is a n  

identif icat ion of the audience wi th  the tsrtkkoinz f rom the moment the 

duo steps on stage. Consequently! when Kiyoshi points to  audience 

members or  involves the audience  in different ways to p lay  thzm 

against  Iasushi, he makes tha t  Iink espl ici t .  I 'asushi and Kiyoshi ' s  

s tyle o f  manzai shows the differences between radio-scripted nianzoz 

and n m n z a i  broadcast on  television with a live audience.  

owntown 

The rnanzaz duo o f  Downtown - Matsumoto Hi toshi  f2 /$ ,k % 

and  Hamada Masatoshi 7 -  B % % - are t n o  of the most popular  

comedians in Japan today. First-year  graduates o f  Yoshimoto K6g-6's 

NSC in  1983, they soon made their  way up the ranks in t h e  

entertainment industry, f i r s t  appear inp on local TV and rad io  in Osaka, 

then as regulars in Tokyo comedy  shows by 1988.  In 1989,  they 

appeared in their first  network programme, called "Gaki no tsukai ya 

1 5  Honda Masanori, interview by  author ,  tape  recording, Osaka, 2 5  June  
1996.  



kids!!" In 1991. the? s t a r red  in a prime-tims comcdy  show cal led 

" D o w n t o ~ n ' s  feel ing good." R ï t h  their irreverent humour  and casuai 

style. the' became idols  in  Osaka by the late  1980's.  a t t rac t ing  

thousands of Young f i m a l s  fans .  "Besides Matsumoto 's  cultivation of 

the boke (buffoon) role to  n e w  hr ights  of unique, insu la r  absurdi ty in 

his  manzai routines rvith Hamada, the- also performed ski ts  with a 

group of  other ?;ew Star  Creat ion  g r a d ~ a t e s . " ' ~  Into t he  90's' their  id01 

s t a t u  srvellzd larger a s  they began appearing in man- diffcrent  roles.  

They have appeared in te levis ion cornmrrcials. hosted talk shows and 

quizzes,  starred in melodramas,  written comic essays. and even 

recorded 'manzai  rap'  mus ic  with internationally renowned musician 

Ryuichi Sakamoto. 

Let us non: take a look a t  Downtown's manzai. This  f i rs t  s s t r a c t  

cornes frorn "Gaki no Tsukai  ya  Arahende!!": 

LL4TSL.MOTO. .4nyway ... let's talk marrzai. It's been a while. but 
we're going to do this ,  aren't  we? 

HAMAD.4. We're gonna do it, a11 right. 
M.4TSUMOTO. Yep. S u r e  brings back the good old days,  doesn't 

it? 
HAMADA.  That's r ight .  
M44TS'LTMOT0. 1 bet  Tokyo people hardly know about  us. 
HAMAD.4. Well, 1 guess  they hardly ever  see  us. 
MATSUMOTO. Guess so.  
HAMADA. That 's because  we aren't in any  TV shows.  
hl.4TSUMOTO. Most  people probably don? even know what 

Company we're f rom.  
H-4MADA. Really? 

l 6  Stocker, 3 - 4 .  



M.4TSCLJOTO. Ke're from that place. ?ou know. Yoshimoto 
Kogyo. 

HAMADA. ( to the audience) Do 'ou know Yoshimoto KogyG? Sure 
you do ... they're famous for bzing irresponsible ... The pay's 
cheap? and the' rvork -ou like a s lave.  

XIA4TS'CTMOTO. Yzah. 
HAMADA. Tou've gotta  n o r k  like a horse! 
MATSCMOTO. That 's right. Tou knorv. m-e can relax and  do our  

thing in these kinds of  situation? but whzn we're doing it  in 
Osaka, nom- that's tough. 

HAMADA. Oh yeah. 
'r;l-ATSUMOTO. The big shots  f rom Yoshimoto K o g - 6  corne and  see 

US. 

HAMADA. Right in the rniddle of  our  show- they corne in the back .  
MATSUMOTO. EFeahl in the back  o f  the audience. the big shots  

from Yoshimoto K6gyô's main  office ... 
HAMADA. Yep. 
MATSUMOTO. But thzy weren't called "the big shots  from 

Yoshimoto K6gy6's main office," the' went by another name, 
"yakuza." 

HAMAD'4. Hey. hey! They aren ' t  yakuza ... but. that 's close 
enough. 

M.4TSUMOTO. .4nywag, the chairman somstimes comzs to sec us 
too. 

HAMADA. ( to  the audience) The chairman, do you know 
Yoshimoto K6gyG's chairman? His namz's Hayashi 
Shonosuke ... A n  old fogey. 

M*4TSUMOTO. He's an  old fogey ... with grey hair and a canz. 
HAMADA. Yep. 
MATSCMOTO. He's go t  a cane, but he's a feisty fellow. 
HAMADA. You c m  Say that  again. 
MATSUMOTO. He sure  likes ti, use his cane, you know. 
H.4MADA. Get outa here. 
MATSUMOTO. No kidding, hc's always saying: "1 wanna use it. I 

wanna use it." Sometimes that one cornes to see us. 
HAMADA. Corne on, "That one?" 
MATSUMOTO. Then i t 's  hard to do Our thing. 
HAMADA. Yep. 
MATSUMOTO. What a pain ... When we're on stage, hs's there 

just looking at us. 



HAXI AD -4. S c v z r  laughs. 
\I-4TSL.kfOTO. Hz never laughs ... Just looks at us al1 the time. 

;\ctually. he doesn't reall>- linon- us. Thzre are so  many 
entertaincrs out there that he  doesn't know us ... .4nywayl so  
then another  guy calls us  o w r l  another gu>- from the main 
office. 

HAMADA. Ycah. right in the middle of  our  act! 
M-~TSl_l'h/iOTO. " E'ho's that?" 
HAMADA.  Yep. 
MA4TSuMOT0. " Er?zo's that on stage?" 
HAMADA. Yep. 
MATSL-MOTO. "Uhhh ... They're called Downtown, boss. " 
HAMADA. E'sp. 
MATSC'MOTO. " E s t e r m i n a t e  'eml" 
H A M A D A .  Get outa here! 30 matter how cruel the  guy is, he 

wouldn't  go that far! . .. "Esterminate 'em" ... please! 
M A T S W O T O .  Some of them really have a way with words. 17 

This segment reflects  the anti-Kagetsu spir i t  in which the XSC was 

created. Downtown's  spirit  of rebellion against authority is clear  in the  

way thcy make f u n  o f  koshimoto and its chairman. On  stage is a nzon 

sign with their  name: indicating that they are on their way to becoming 

idols. The rnovemznt away frorn conservatism is  also apparent on the 

visual level.  For  csample,  in this last segment, Matsumoto wears a 

sports jacket ,  and Hamada jeans. Formerly, the coordination of clothes 

on  stage was a convention used to homogenise appearance, to focus the  

audience's at tention on  the narrative aspect o f  their performance." But 

fo r  Downtown and other  cornedians who appeared after  the mansai 

boom o f  the 19809s ,  clothing is simply a part of their image, 

fashionable and popular. 

l 7  M a t s u m o t o  Hi toshi  and Hamada Masatoshi,  Downrown no gaki n o  tsukoi 
yu arahen d e ! ! .  p t .  1, videocasset te  (Nippon  Televis ion Broadcasting Network 
Corp., 1995) .  

l 8  -%kits, Osaka wuraibanashi shi, 59-60. 



The follon-ing escerpt  is from a more rscent rzcording o f  t h s  
4 

show. Matsumoto's  off-thz-wsll humour is gia-en frec reign: 

SIATSL3IOTO. (reading postcard):  "Sornz peoplz crack ths i r  
knuckles before a fight.  What is that for?"  

XL4TSKMOTO. (to Hamada): You linon; about  dog whistles. r ight? 
HAMADA. EFcahl 1 know. 
,1L4TSLAIIOTO. The kind only dogs can hear . . . 
HAMAD.4. Yeah. 
MATSEMOTO. W'ell, it 's the samz thing as  that. 
HAMADA. But  what's that  "poki poki" sound? 
M.4TSUMOTO. That "poki poki" is calling for  Escit ing.  
HAMA4D,4. Huh? 
XL4TSUMOTO. Escit ing is feeding pigeons ... Listen to rn- story? 

will  you? 1'11 tell i t  so you understand! So then ... Corne on. 
are we doing this or not? 

HAMADA. Yeah. 
hf.;\TSUMOTO. "Poki poki." This "poki poki" is csrried by thz  

wind. 
HAAl!fAADA. Carried by the wind. 
L4ATSuMOT0. And reaches Escit ing.  
HAMADA4. O.K. 
L~I-~TSUZVIOTO- Escit ing,  complztely unaware of al1 this, was 

feeding pigeons, 0 . K ?  
HA-MAAD.-. Yeah. 
M;\TSZiMOTO. At that tirne? f rom somewhere it heard the "pok i  

poki" sound before a f ight  about to happen. And that entered 
Escit ing's  car. "Hey! They're calling me!" And then, Esc i t ing  
came running to the scene. 

HAMADA. O.K. 
M;\TSUMOTO. So then, that f ight  becomes esci t ing.  
H.4hL4DA4. Oh ... 
MA4TSGMOT0. For every esc i t ing  situation. there's a person 

called Esci t ing who ... 
HAMADA. A person, did you sa-? 
MATSUMOTO. Well, not  a person. There must be a spirit ca l led  

Escit ing.  A fairy, o f  sorts. 
HAMADA. Oh. 
AN AUDIEhTCE MEMBER. Can' t  you see i t ?  
MATSUMOTO. It's not human. It 's  a fairy! And I've seen it before,  



this Esciting. He's a gu>- with a scar un his chcek. you h o w .  l P  

This performance fol lows a format  cal lzd ' responss sntsr tainment . '  in 

which comedians perform in response  to audience mzmbers'  requests.  

comrnunicatzd through a post card. f o r  e ~ a r n p t c . ' ~  ;\part from being a 

good method to improve v i e x i n g  ratings. it allows the cornedians tu 

inject  elemznts  o f  improvisat ion - o r  at least  to create that i l lusion f o r  

the audience. In this  segment,  the  duo appear  to be  unrehearscd. This  

movz can be ssen as  an escape f r o m  the  mechanical  aspect  of pre- 

rehearsed dialogue which charac ter i s rd  t ianzai  under the sbirei  seido. 

.AS f a r  as the content  is concerned,  this segment  i l lustrates the kind of  

nonsensical  and imaginative humour  that 34atsumoto has become 

farnous for. Furthzrmore, on the visual level ,  the disappearanca of the 

microphone stand has l iberated the comedians '  movements  on the s tage.  

'"atsumoto Hitoshi and  Hamada Masatoshi,  Cownrowrz n o  gcki no tsztkai 
pu arahen d e ! ! ,  pt .  2 ,  videocassette (Nippon Televis ion Broadcasting Nctwclrk 
Corp., 1 9 9 5 ) .  

:' Inoue, Osaka no warc i ,  125 
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O v e r c h -  imirationç andrasin- 
. . 
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By the end o f  the boom in the early 80's.  ~canzaz had ful ly 

established i tself  as a mainstrcam performing ar t  genre.  Yet cornedians 

and producers alike began to question whether o r  not niunzui had 

eshaus ted  its creat ive potential .  In 2984, Kan6 Takeo addressed this 

i ssue  in "Manzai metsuboron" ( theory on the downfal l  o f  ntunzai): 

[Bo saying that  manzai i s ]  only a technique to give the appearance 
of speaking nonsense . . . Beat Takeshi probably meant to  Say that 
the more that technique o f  speaking nonsense reaches a high level 
and the more one becomes ski l led at it, the more nzcrnzai's format  
becomes set t led and the  more it  becomes cornplzte as  a 
performance. At the same tirne. however, the impact of  the  humour 
converselp weakens, and therein lies manzai's l imitation. 1 

Thus, Beat Takeshi and many other  nzunzai cornedians disbanded and 

launched solo careers  in the enter tainment  world. 

What Kan6 could not  have imagined at the time, howzver? was the 

phenornenal success o f  NSC graduates in the 90's.  They succeeded in 

overcoming manza ios  apparent  l imitations by breaking away f rom the 

established conventions to  create nemr content and formats - such  as we 

have seen with Downtown - and even new categories o f  nianrai, such as 

the short,  action-oriented konio m a n x i  which have gained popularity 

with younger audiences i n  recent  years.  Yoshimoto Kôgyô's former  

chairman Hayashi Shonosuke l ikened this process o f  rejuvenat ion to the 

three stages o f  mil i tary s trategy in Gorin no sho Z$6W % ( the Book 

Kan6 Takeo, "Manzai  h.1etsubüron" [theory on the downfall o f  m a n z a i ] ,  
Kamiga ta  sltcigei no s e k a i ,  6 8 .  



of Fivc  Rings)  by l f i yamo to  Musashi :  shrr h o  r i  ?FE@ . meaning 

"defend, attack. withdraw": --Shrt means to fai thful ly defend n-hat has 

original iy been taught. One should  base oneself  on those teachings. 

break thzm. and create one 's  own ideas .  Then. at the  right moment.  one  

should  leave.'" Thus. while  Hayashi  insis ts  fu ture  cornedians should 

learn  the  principles of nzanzrzi, he a lso  encourases  thern to es tend  the 

genre beyond its boundaries. 

An episode 1 videotaped in 1996 demonstrates  that this proccss 

continues to the present day. In the fo l lowing segment,  XSC instructor 

Honda Masanori  is reviewing the performance o f  each pair o f  students: 

HOXD.4: OK, those who must  l eave  now: g o  ahead please . . . 
A pair 01-stz<dents bring out ~ W O  chairs  and a microphone stand. 

HONDA: [at the pair] Konto? Konto? 
STUDEXT 1: We're not  quite  sure ... 
They s i t  down and begin.  

STUDENT 1 :  From now on  we're  go ing  to g ive  it our best, right? 
STUDENT 2: Let 's do  Our best ... So,  why are we sitt ing down? 
STUDEXT 1: Huh? This is ... 
STU'DEXT 2: Yeah? 
STUDENT 1 : You linon; how these days, high-definition television 

has become more cornmonplace ... 
STUDENT 2 :  Oh,  those wide and narrow TVs, r ight?  
STcDEWT 1: Right. Well, this is m a n z a i  f o r  that kind o f  format!' 

Within the xSC classroom environment ,  chairs are the standard icons 

f o r  konro manzai and the microphone s tand is the icon for skubekz<ri 

manraz. Since no  corresponding rea l i ty  had been established fo r  this 

new icon - chairs and microphone s tand  combined - the teacher 's  

imrnediate react ion was to try to re-establ ish a f rame o f  reference: 

' Takemoto, 1 1. 

ï o s h i m o t o  Kogy6 Corporation, NSC, var .  ar t is ts ,  v ideocase t te  recording 
by author,  2 5  June, 1 9 9 6 .  



either koizto n?aiz=rl.i or sltrlbckzir-i nzmzrli. The reason this duo chose 

their nsw format. hon-ever. n-as precisely to indicate tliat the?- n-antcd to 

n-iden the Îrarne through which they rvere being viewed. both literall!. 

and mctaphorically In other words, they were trying to break out of the 

established conventions in an attempt to creatz a new form of 

expression- According ro Honda. Young comedians today have stopped 

making distinctions between shabekuri  nzitnzui and konto ozanrai. They 

are simply doing what they think is interesting. 3 

. . 
d Csmmod&d Comedrans 

The preceding nianzai segmznt illustrates the way in which 

advances in media technolog'; have influenced manzai 's evolution. In 

the past, these influences have been rnostly beneficial to monrui: radio 

snrichsd m a n z a i ' s  dialogue and television espanded its range of  visual 

expression. Kevertheless? the consequences of  rnanzoi's mechanical 

mediation. particularly by the camera l e m ?  deserve to be esamined in 

fur ther  detail. 

The esperience o f  manzai  in a theatrz is a collaborative effort 

between the audience and the comedians. A manzai routine's success 

depends on the comedians' ability to ' read'  the audience and adjust 

their timing accordingly. Tha fact that manza i  comedians spcak of 

'matching their breathing' to that of  the audience testifies to the 

symbiotic nature of the performance. Moreover, not only does the 

audience collaborate with the comedians, they also collaborate with 

Honda Masanori, interview by author, tape recording, Osaka,  16 June, 
1996 .  



each other  in  their intzrprztat ion o f  the performance. Finally. the actual  

esper ience  of s t epp ing  outside o f  onz ' s  home to tn tz r  the special ly 

designated space of  the theatre  g ivss  m>!anzai a ritual qual i ty which 

separates  i t  from mundane act ivi t ies .  

The presence o f  the comedians on stage: the psychic cnsrgy or 

'vibrat ion '  generated between performers and audience mernbers. and  

the r i tual  nature o f  the theatre  space  al1 contribute to what WaIter 

Benjamin called the ' aura '  o f  a r t  - its authenficity. its uniqueness and 

its l ink to the domain of t radi t ion.  According to Benjamin, the aura o f  

the work o f  art withers in an  age of  mechanical reproduction. '  As 

opposed to the stage actor. the f i lm actor  is forced to operate without  

his aura.  which is s t rongly t i ed  to his  s tage  presence. Benjamin 

espia ins  the consequences as  fo l lows:  

The film responds to the shrivel l ing of the aura with an 
ar t i f icial  build-up o f  the 'personal i ty '  outside the s tudio.  The cul t  
o f  the movie star,  fos tered  by the money o f  the film industry. 
preserves not the unique aura  o f  the  person but the 'spell  of  the  
personality. '  the phony spel l  o f  a c o m m o d i t y 6  

The performance o f  m a n z a i  in a television studio is no longcr  an 

int imate collaboration between performers and audience msmbers but 

rather  a product made by enter tainment  companies fo r  the purpose o f  

generat ing income. The  personal i ty of popular manziri comedians has 

indeed become a commodity to be packaged and consumed by the 

masses,  not only through var ious  media products such as television 

?Valter Benjamin, "The Work of -4rt in the -4ge of Mechanical 
Reproduction,'- V i d e o  Culture:  A C r i t i c a l  I n v e s t i g a t i o n ,  ed. John G. Hanhardt 
(Rochester, N Y :  Visual Studies Workshop Press, 1990), 32;  reprint  from 
Illrrminations, trans.  Harry Zohn (New York: Shocken Books. 19b9). 

' Idem, 3 6 ,  38. 



programs. cornmcrcials. movizs and v idzotapzs .  bur also rhrough a 

myriad by-products ranging from k y ~ r o k t r t i  gzrzzic ( ' charac t r r  goods ' )  

to books. music records: and draxvings. The  cornmodification o f  popular  

nzanzsrz comedians such as Downtown is reinforced b>- thc fact  that  

'Tosh imoto ' s  entertainment empire h a s  been, more than mer .  

strengthened and  unified into an overarching br i lnd  name.--' 

The populari ty o f  manrai comcdians  who perform airnost 

esc lus ive ly  in telzvision studios p roves  that this process o f  

cornmodification does nothing to harm n r a n z ~ i ' s  entertainment value.  

Mû. i~ ia i ' s  ar t is t ic  value, however, is ano thz r  rnatter entirely. 

When a nianzai performance i s  rnechanically mediated f o r  

purposes o f  replicabili ty and commercial  esplo i ta t ion .  there are two 

consequences:  The first  is that comedians  a re  alienated f rom thz 

product  of their  labour. Karl M a r s  desc r ibes  this  proczss of  al ienat ion 

through an  optical  a n a l o g :  In thc same R-ay that  'contact '  between the 

perceiver  and  the  perceived object  is subsumed  in to  the 'copy'  o f  that 

object on the retina, 'contact '  between producers  and consumers i s  

removed f rom our awarcness and d isplaced into the  ~ o p y , '  in o ther  

words, the c o m r n ~ d i t y . ~  Michael  Taussig e s p l a i n s  that  -it i s  this subtle  

interact ion o f  sensuous perceptibi l i ty  and imperceptibili ty tha t  

accounts f o r  the  fet ish quality, the animism and spiritual glow o f  

' These can  of ten be found in  special ty  ' t a len t  shop'  boutiques and can 
include anything £rom stuffed toys and keychains  t o  t-shirts and stationcry. 

Stocker, 5 .  

' Karl  Marx, Capi tal :  -4 Cri t ique o f  P o l i t i c a l  Economy,  V o l .  1 (New York: 
International Publishzrs,  1967) ,  72; quoted in  Mic hael Taussig,  "Physiognomic 
Aspects of Visual Worlds," ~.'iszralAnt/tropofogy R e v i e w  8. n o .  2 (spring 1092) :  np 



commodit ies ,  so  adroitly channzled by advs r t i s ing  (not to mention t h e  

avant-garde)  s ince  the late ninetecnth ~ c n t u r y . " ' ~  

The second consequence is that l - iewers  are tonf ined  to  the 

pass ive  consumpt ion of an objec t i f ied  image.  According to L u i g i  

Pareyson.  the work o f  art lias tn-O modes o f  es is tence:  fornia - fo rn~a ta  

.- 
and  fornza fornians, or a-cornpleted fo rm"  and  --form in becoming.  

Pareyson esp la ins  that any originat  work  o f  a r t  is alrvays potsnt ia l ly  

forma formans,  s ince the formi t  fbrmatc2 - the well-rehearsed 

performance,  in the case of  nianzai - must  be zstended and inf in i t i sed  

by the herrneneutical activity o f  the v iewer . l l  U-ithout this act ivi ty? the 

work of ar t  becomes fossilised, f i s e d  in  i t s  own conception and thus  

ceases to evolve.  Therefore,  s ince the fz t içhis t ic  spel l  of cornmodif ied 

and idol ised manza i  corncdians genera tes  a petrification of  creat ive 

energy and psychic mobility, i t  i s  c lear  t o  me that  the rnass-mediat ion 

o f  manzai through television poses a cons iderable  threat to i ts ar t is t ic  

dzvelopment .  

ook a t  --I i I . = s Fut- 

What measures can be taken to  break the  fetishistic spel l  a n d  

restore the col laborat ive proceçs bstween performers and audiencz  

members?  One  measure would be to ensure  the survival  of  y o s e  a n d  

theatre  ha l l s  whera l ive rnanzui performances  can be snjoyzd.  .I\lthough 

the emergence of television original ly p rompted  many yose to c l o s e  

1 C Taussig. np. 

1 I Luigi Pareyson,  Conversat ions  sur l 'Es thé t ique  [conversations on 

aesthetics], t rans.  Gilles A .  Tiberghien (Paris:  Gall imard,  1992) .  33,  1 0 2 ,  127. 



their doors  as manzaz comedians shif ted the i r  base of  activities f rom 

the s tage to the tzlzvision studio. thsatre  ha l l s  havs made a comrback 

in recent years .  Inoue esplains that the  appea l  o f  televised nianzur was 

that i t  a l lowed audiences to narro t l  the dis tance  between themszlvzs 

and the performers.  At the same t ime,  however.  i t  trivialised the ar t  o f  

ntanzui by making it  a part  of mundane reality." Describing a parallel  

situation f o r  rakiigo. Lorna Brau writes:  - 'Television has depcrsonalized 

the ar t  o f  rokugo and 'de-sacralized'  it.  I n  making entertainment an 

integral? cont inuous  part  o f  everyday life. mass-media have robbed it o f  

some o f  i ts s p e ~ i a l n e s s . " ~ ~  According to Inoue: two types o f  miinxi 

performance spaces  will  thrive in  the coming years.  On one hand. there 

will be smal l ,  int imate rnanzai ' c lubs '  providing the same kind o f  

prosimity wi th  the comedians as te levis ion  does. On the other. there 

will be giant  theatre  halls equipped w i t h  high-tech audio-video 

faci l i t ies  that  wil l  create a fest ival  mood and offer a unique 

cnter tainment  e spe r ience  to its audience.  14 

There are also practical concerns ensur ing  the survival o f  s tage  

nzanzai. Mizutani  Nobuhiro espla ins  tha t  popular  manzai comedians 

sometimes grow t ired o f  performing in  f r o n t  o f  live audiences and f ind 

it  easier  to  face  a television camera. S ince  they  are the breadwinners of  

the Company, the  producers and directors  in  the studio fawn over thzm 

regardless of the  qual i ty o f  their material .  Cornedians performing fo r  an 

'' Inoue, Osaka no warai ,  126, 128. 

!' Lorna hi. Brau, "Kimono Comics:  The Performance Culture o f  Rakugo 
Storytelling" (Ph.D. diss., New York University, 1993), 298. 

'' Inoue, Osaka no wnra i .  128.  



audience after a prolonged pcriod often discover thar tliey are no longer 

funny. Therzfore' the  s tage is a necessary s a f q  net for  suc11 comedians 

who have 'fallen from grace '  as m-cl1 as  fo r  other  comedians who have 

failed in the television industry. - N o  matter how diversified comedy 

becomes on television . . . the stage is  a cornedian's home."" Fin a 1 ly. 

Yoshimoto K6gq-ô's s trategy for  rural espansion depends on the creation 

of new theatres rvhere local talent will be raised.16 

Looking towards the future, there is another prospect for n t c l n z ~ i  

which could break the f i t i sh is t ic  spell and restore creative imagination. 

This involves the use of the Worid Wide Web as well  as disita1 software 

to create 'virtual manzai. '  In  personal correspondence with the author. 

Xakai Hidenori, project manager for Toshimoto K6gyG's Multimedia 

Division? revealed that his  Company is currently esperimenting with 

CD-ROM projects which would approach the interactive esperience of  a 

l ive  performance. Yet even these projects, Nakai admits. are lirnited by 

the- very nature of  the software medium: 

With CD-ROM, we can create simulated interactivity, but in 
the end, this is nothing more than the user mzking a selection from 
choices that we have prepared. Aftzr all, we cannot claim to have 
created truly interact ive software if we d o n 2  transmit the vibration 
in the air [of the theatre]" 

The only way that 'digi tal  manrai'  could become truly interactive 

would be to imagine a future scenario in which highly sophisticated 

artificial intelligence would allow the cornputer to simulate a live 

'' Mizutani, interview by author, 26  June, 1990. 

16 Arikawa Hiroshi, interview by author, tape rzcording, Osaka,  1, July,  
1990. 

" N a k a i  Hidenori, e-mail  to  author, 19, February, 1 9 9 8 -  



ni on-ai cornedian and adjus t i  ts 'performant c ' according to ths uscr's 

rzact ions.  Even then. hon-ever. il-ithout the part icipat ion o f  other users. 

this esperience would fa l l  short  of j e n e r a t h g  thoss theatrs  'v ibss . '  

This i s  whcre the 1%-orld Wids R'eb shows posi t ive signs. 

.As opposed to  mass-rnediated forms o f  image production based on 

uni-directional flow. Pizrre Lévx notes,  in cyberspace '-everyone is  

p o t e n t i a l l ~  transmitter and receiver in a space  which is qual i tat ively 

differentiated,  not f ised,  organised by the participants.  esplorable.  .V 18 

Thus, cyberspace offers both the promise o f  communication and 

community. 

There are several web pages (addresses)  on the Internet  devoted 

to  manzai. Some of them offer a select ion o f  pre-recorded video cl ips or 

even live 'webcasts '  (Zive Interne t video broadcasts)  of mrlnzai 

performance.  This  is no improvement over television or videotape: 

however, since the user does not  participate in  the munzui esperience.  

Nevertheless.  there is an important aspect o f  tha t  esper ience  which has 

been successful ly transrnittcd to cyberspace:  interaction between 

audience mambers. Through message boards,  chat rooms, or email, 

m a n z a i  aficionados are sharine their  opinion on the performance o f  

cornedians. These  various methods of  communicat ion create a sense o f  

community which parallels the interactive spectatorship of audience 

'' "Chacun y es t  potentiellement émetteur e t  recepteur  dans  un espace 
qual i ta t ivement  différenci i ,  non  figé, aménagé par l e s  participants,  esplorable": 
Pierre LSvy, "1'Hyperscene: De la Communicat ion Spectacuiaire à la 
Communication Tous-Tous," [Hyperstage: from spectacular  communication to ai l -  
al1 c o m m u n i c a t i o n ] l e s  Cahiers de Adédiologie, no.  1 (Paris: Gallimard, 1996'1,  
141.  



membcrs at 3 l ivc performance. l a  

Thzrc are  no Internzt projects  to da te  n-hich corne close to  

rsproducing thz ' aura '  of  s tage mnnzcz?. Se\-er thz lzss .  it is feas ib le  tvith 

today's tz leconferencing technology to conduct  a n  in terac t ive  cvebcast 

in which  a group of audience rnernbers mould b r  l inked with nz~nzui 

comedians in  cybzrspace.  S ince  comedians and audience  membcrs  

would see and hear  cach other.  this would rzcrea te  the necessar?. 

condit ions f o r  a col laborat ive performance.  In the future. v i r tua l  real i ty  

ma?- m e n  reproduce in e s a c t  detai l  the esper icnce  o f  going to  a yose. 

The unlimited creat ive potent ial  of  v i r tua l  rea l i ty  will  undoubtedly 

es tend  the genre beyond its boundaries  in  ways  vie cannot  imagine 

today. 

l 9  Yoshimoro 2-Charne tr'achanetfo, the websire for  Yoshimoto Kogyo's 
Shinsaibashi  ?-Chorne Theatre  in Osaka (avaiiable a t  http:// town.hiho.ne.jp/  
s n t e r T / y o ~ i m o t o ) ~  is a good example of  an  Internet  p ro j t c t  combining pre- record td  
and l ive rnanzai broadcasts  a s  well  a s  bulletin boards, etc .  for fan communication. 
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