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ABSTRACTS

EogJish

This thesis discusses the historical development of the

Japanese comic performance genre of manzai, and its contemporary

man i f est a t ions. The fi r st cha pte r e x ami n e s 112 a n =a î sri tua 1 0 ri ginsin

the Heian court and its subsequent expansion throughout Japan as an

established performance style. The chapter also describes the genre

of ;classical manzai~ and discusses its present status. The second

chapter examines how 'stage manzai" emerged in Osaka from a

panoply of popular entertainment forms~ and particularly from

niwaka stage comedy. The third ehapter describes the emergence of

the genre of "modern manzai,' details its adaptation to radio and

dis eusse s the impact of the Second \Vorld \Var. The fourth chapter

e xamine s m 0 d ern man=a i' s po S t -",.a r de v e 10pme n tan d foc useson i t S

representation through television. The fifth chapter provides excerpts

of modern manzai performance in its various stages of evolution.

Finally, the sixth chapter discusses the challenges facing modern

manzai today and contemplates possibilities for its future.

French

Cette thèse traite le développement historique de l'art ludique

japonais appelé manzai; genre de représentation comique, ainsi que

ses manifestations contemporaines. Le premier chapitre examine les

origines rituelles du manzaïet son expansion par la suite à travers le

Japon en tant que style de représentation reconnu. Le chapitre décrit

xi
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également le ~man=aïclassique- en tant que genre et traite l-état

actuel de ce dernier. Le deuxième chapitre examine comment le

~111an=aÏdestiné à la scène' a émergé à Osaka d'un éventail de

représentations populaires~ et de la comédie de scène ni"waka en

particulier. Le troisième chapitre décrit l'émergence du •man=aÏ

ma derne' en tant que genre ~ détaille s on a da p ta tion à la ra dio et tra ite

l'impact de la deuxième guerre mondiale_ Le quatrième chapitre

examine le développement après-guerre du 111 an=a ïmoderne. ainsi que

sa représentation par la télévision. Le cinquième chapitre fournit des

extraits de représentations du manzaïmoderne dans ses différentes

phases d ·évolution. Finalement, le sixième chapitre traite les

tensions survenues au sein du 111 an=aÏ contemporain et con temple les

possibilités de son avenir.

xii
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I~TRODCCTIO~

1n A p r il 1994 ~ 1 \va saIrn 0 s t ha If a y è a r intom y job in the

international marketing division of a Japanese company in Tokyo. After

a difficult training period in \vhich 1 learned the code of the salar! man

(salaried \vorker). 1 knew the level of respect 1 owed rny sempai 7t~

(seniors) and expected the same from my three new kôhai f& ~

(juniors) who had just arrived. In the months that followed. ho~-ever! 1

was puzzled by the behaviour of one of these new recruits. Although

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

brash and almost over-familiar with his superiors~ sometimes feigning

to complain when given a task or making \vitty remarks. He was unlike

his fellow freshmen~ who were mostly subservient and reserved. In

short! he did not behave the way 1 had learned a kahai should.

One muggy evening that summer, during a l1aryCkai AA i~ ~

(literally "a party to cool ofr) at a local eatery, 1 was surprised by the

liberties he seemed ta take with senior employees. At one point, he

interrupted the manager who was bragging about his fishing exploits,

exclaiming: '''Get out of herel There aren't any fish that sizel" Visibly

startled by the remark, the manager paused for a while until someone

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

the incident the following day, he informed me that this was normal

behaviour for an Osakan, and that it was not meant ta be disrespec tfui.

1 didn 't know it at the time, but our new recruit from Osaka was

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

performing art featuring dialogue with comical wording and gestures

1
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usually performed by t\VO peoplè cast in the roles of a \vit and a straight

man. He \vas not purposefully imitating man=ai. ho\vever. Tsutsui Sayo

explains:

In everyday settings, this form of interaction is commonly
practiced in a loosel}" conventional way in the Kansai region among
friends, family, acquaintances. or even s trangers. The interaction is

framed as play~ and the laughter on the part of the performers and .:
or audience serves to create a warm atmosphere. 1

Therefore, his intention \Vas not to disparage the manager, but rather to

liven the party for everyone! s enjoyment.

The moment of tension \vas caused by a cultural gap between the

Tokyo-born manager and the Osaka-born employee ..A.ccording to lnoue

Hiroshi,2 Tokyo has retained the feudalistic culture of the samurai who

valued vertical relations! protocol and authority. Osaka~ on the other

hand, has always been a thriving merchant city w-here horizontal

relations matter most. For samurai, laughter is tantamount to insult. For

merchants, it is an ess ential too 1 for negotia tion. J Therefore, from the

manager' s point of view, the freshman' s rank did not give him the

authority to dispute his stary. The freshman, on the other hand,

interpreted the foolishness of the manager!s exaggeration as implicit

permission to engage in manzai-like interactional joking. Thus, he took

the role of the straight man and expected everyone to laugh.

1 Tutsui Sayo, "Conversational Joking on Japanese Television, in Everyday
Life: Fools and Their Foils Pair Orf in the Kansai Region," (paper presented at the
annual meeting of the American Anthropological Association, \Vashington. D.C.,
19-23 Nov .. 1997),2. Kansai is the name given for the Osaka region.

:2 In this thesis, aIl Japanese names are written in the conventional Japanese
style of family name first, given name second, unless the individual in question
usually writes in English .

3 Inoue Hiroshi, "Rakugo, lllfanzai and Kigeki: The Arts of Laughter," Japan
Foundation News/etter 13, no. 4 (January 1996), 1-2.

2
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At thè time, l had nonè of thèse insights into Osakan culture.

Nevertheless~ the freshman's behaviour and my advisor"s comments had

sparked my interest and l,vas curious to learn more about Osakans. One

evening in my apartmenL 1 recognised 1:ansai-ben ~ gg #- (hansai

dialect) as 1 was changing television channeIs. '\:-hat l sa,,:" looked Iike

stand-up comedy~ except that there \vere two comedians standing behind

the microphone instead of one. Since 1 had not yet seen a Japanese

comedy sho\v on televisian, 1 paid close attention.

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

him on the head \vhen 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 were sometimes sexually explicit or

scatologicaI! at other times utterly nonsensical. They would drift from

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

comedian would invariably portray someone in a position of authority

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

talk back ta him. 4 Then, l remembered the incident at the eatery and

recognised the similarity between the smaller cornedian and m:y kôhai at

work, The following day, l offered to buy him lunch. \\Then he jokingly

asked what l would get from the deal! 1 toid him 1 wanted to kno\v about

Osakan comedy. That was the first time 1 learned the ,vord nlanzai.

From that moment onward, watching manzai became one of my

favourite pastimes. In retrospect, 1 now see how my growing interest in

manzai was both an expression of my desire to escape the 'vertical'

4 l later discovered that those two comedians who had me in fits of laughter
were Downtown, one of the most popular comic duos in Japan. For a detailed
discussion of Downtown, see p. 109 below.

3
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pressure of a Japanese company and an indication that 1 had diseovered

a fascinating area of research \vhieh beckoned me to return to academia.

At my going-away party in the summer of 1995~ 1 had one last talk with

my Osakan friend o'Ver a glass of sake. 1 told him 1 \vas going to ~vfcGill

University in ~10ntreal and that 1 intended to write a thesis on man=ai.

A broad :,mile stretched across his face as he sa id : ·.. ·You don·t have to

cross the Pacifie Ocean to get to Osaka. just take the bullet train!". One

year later, 1 was on a bullet train to Osaka.

~ * * * *

1 carried out my field research on manzai in Osaka and Kyoto

between June 5 and July 5, 1996. Due to the searcity of information on

manzai in North .A.merican libraries, 1 only had general notions of its

origins and subs equent evolution. Among the English-Ianguage texts 1

discovered~ I\{uneo Jay '~{oshikawa's comprehensive article ··Popular

Performing Arts: I\1anzai and Rakugo" was an invaluable resource.

Although it was not published at the time of my field research, l would

also like to mention Nishiyama ~iratsunosuke's Edo Culture: Dai(v Life

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

Gerald Groemer, for its examination of manzai in the context of

itinerant performers, as weIl as for its detailed presentation of 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 colleet as much data

as possible, \vith the understanding that 1 would subsequently narrow

4
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the focus of my thesis based on this data .

:\':!y research \Vas divid ed in to t\vo phases: The first phase. \vhich

span n e d my fi r st te n days in 0 sa ka ~ \va 5 devot ed t0 b i b 1i 0 graphical

research on both classical and modern man=ai. Thanks to the numerous

volumes l disco·vered at the Osaka Nakanoshima Library~ l \vas able to

construct a detailed history of man=ai, re-tracing its origins~ carefully

follo\\"ing its numerous changes, the influences it received from other

forms of performing arts, as \\-°eIl as its diversification throughout the

centuries. Furthermore, l obtained extensive documenta tion on man=ai

as weIl as other comic performing arts of Osaka at what was then the

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

Kobe] Performing Arts lVIuseum. 5 Nevertheless, even the most recent

books l examined did not deal with manzai in the 90's.

Therefore, l began the second phase of my research, \vhich l

devoted to understanding the state of manzai today. Armed with audio­

video equipment, l recorded performances at several theatres owned by

different entertainment companies, interviewed university professors~

performers of manzai and other forms of comic performing arts, as \vell

as entertainment producers and television producers. l also focused on

manzai' s future by spending three days in a manzai training school,

observing teachers and students in action. 1 visited the Osaka Higashi

Sumiyoshi High School :*: W3ï lit {± ~ ~ ~ '+~ , home of Japan' s first

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

interviews of teachers and students, and videotaped classroom material.

S The museum opened its doors in November 1996, and has become a
centerpiece in the revival of Kamigata performing arts.

5
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Finally. although time constraints prevented me from gaining

first-hand experiential knowledge of man=ai . l appeared on a televised

comedy show called Chô Bakusho Bùingu ~ -t~ ~ 7" - ~ ./ :'f ~ in

which audience members judge performances and determine \vhether or

not the:y qualify to appear the fo llo\"\.:ing week. A.s the only foreigner in

the audience~ l \vas singled out by the comedians on stage and had the

privilege of engaging in manzai-like joking interaction with them. Of

course~ l \'vas the butt of their jokes. After my research in Osaka~

however~ l finally had an opportunity to experience manzai first-hand:

In April 1997 ~ at the Japanese Popular Culture Conference in Victoria,

Canada~ l teamed up \vith fellovv man=ai researcher Joel Stocker to

perform a short routine of our o\vn conception. In addition to daily

conversations with Osakans during my salariman years in Tokyo~ these

experiences allo\ved me to gain a deeper understanding of man=ai's

performance dynamics, the psychic link between performers and

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

* * * * *

The primary objective of this thesis is to trace the historical

development of manzai~ from its ritual origins in the eighth century ta

its most recent avatars in statu nascendi~ with a special focus on media

technology' s impact on manzai's form and content in the twentieth

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

introduction to the genre of manzai, and includes several extracts of

llzanzai performances translated in English.

6
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CHAPTER 1

CLASSIC AL :\1.-\);ZA.1

The Emergence of Classical ~AaDzai

The origins and early development of l1zan=ai remain some",-hat

obscure. Scholars struggle to piece together a coherent account from

scattered references and diverse sources~ and the resultant histories are

often quite general and even apocryphal. Nevertheless~ it is \vorthwhile

ta pursue these accounts, because they give a sense of the historical

transformations that lie behind the emergence of classical man=ai. In

particular, one sees how the early ritual use of manzai among the nobles

of the Heian court changed dramatically as manzai spread beyond the

court into other ranks and professions, gradually developing into a

style of performance Vl.:ith a wide spread, popular appeal by the la te

!vfiddle Ages. By the early modern or Edo period (1615-1868). samurai

patronage had spurred the expansion of manzai into eastern Japan,

where two dominant branches emerged: 1vfika~ra manzai and Owari

manzai. In the twentieth century, these two branches gave rise to the

t~·o major currents of manzai performance, which are the main focus of

subsequent chapters.

I!c )\< )\< )\< >ft

The ritualised performance art of classical manzai has heen

traced back as early as the eighth century to a ceremony which was

7
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transmitted from China called tOka ~ ~t .1 The ccrcmony. \vhich \Vas

performed on the fifteen th and the sixteenth of the first month of the

year~ involved men and ,vomen stomping their feet \vhile dancing and

singing congratulatory verses. The l&a ,vas a predecessor of classical

manzai~ 'which \vas first kno\vn under the name sen=u man=ai or sens!lü

manzai T tf~ fKJ f.& . The expression senzu manzai~ which literally means

"one thousand autumns and ten thousand years~ ft ,vas found in historical

writings of ancient China ta show deference for the passing away of an

important official. Instead of using the ward "death", it was said of

such individuals that they had "prospered for a thousand, yet even ten

thousand years". The expression was 1ater separated from this context~

and in Japan, came to be used to wish someone a prosperous life. 1

EventuaIly, senZll man=ai -later known simp1y as manzai - \vould be

the name given to a genre of celebratory ritua1, usually performed at

new year' s time by two represen tatives of a Shinto shrine ta bring about

""ten thousand years" of health and prosperity.

Senzu manzai arises in the context of specifie beliefs. The most

representative form of festival entertainment in the Heian period (794·

1185) was okagura .fJW t$~ , a ritualised performance featuring song

and dance. The okagura was performed by two people, one representing

an anthropomorphic god and the other representing a local deity. In the

dialogue between the two performers, the anthropomorphic god

commands the local deity and tries to make him obey. However, the

1 Orita K6ji, '''manzai,'' Kodanslza Enc}'clopedia of Japan (1983 ed.)

2 Tsurumi Shunsuke, Tayü saiz6 den: manzai wo tsuranuku mono [the raytl
and saiz61egacy: those who perforrn manzai] (N.p.:Heibonsha, 1979),24-26.
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local deity mocks. disobeys. and makes fun of the anthropomorphic gode

In the end, the local community and land are said ta be blessed by the

local deity succumbing to the anthropomorphic god. 3 The character

representing the local deity is called the modoki ~ . alternatively

written m: m or 1!t m. This exchange in the okagura reflects the

popular belief that the gods descend to people~s homes and bring

blessings to ensure the prosperity of the descendants and the fertility of

the land. Such beliefs brought about the creation of a distinct category

of individuals~ known as shügenshoku m. ~ ~ or 'celebration

professionals,' who \vould visit in lieu of the gods. These visits \vere

believed to occur at auspicious limes such as festivals, banquets, and

other happy occasions, the most important of which \vas the ne\\· year -

\vhich aIse corresponded to the beginning of spring in the Japanese

calendar. The symbolic relationship between the two performers of the

okagura was the prototype for senzu manzai, the traditional narrative

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

one of them in the raIe of a wit and the other in the raIe of a straight

man. By the seventeenth century, these two raIes \vouid be known as the

tayü ;k~ and the saizo :r~ .
'~{amaji K6z6, in his article "~1anzai no hensen" [the changes of

manzai], discusses the origins of the two forms of manzai. Since

medieval times, the shügenshoku who performed senzu manzai have

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

Wakan ROe i ShoChiij 0 ~ J~' ~Jc * r fa iJ! fgJ ~ ?± 1: J fro m the late Heian

3 :Muneo Jay Yoshikawa, "Popular Performing Arts: lvfanzai and Rakugo,"
Handhook of Japanese Popular Culture (eds. Richard Gid Powers and Hidetoshi
Kato. New York: Greenwood, 1989),76.
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period (t\velfth century) describes sen=Zl man=ai conducted by kotsujiki

bashi 'l::.&: it:;gijî , or "beggar priests".~ The name "beggar pricsts' docs

not imply that they \"-ere lo\,,-class specialised performing artists.

Rather, these were people subordinate to \vealthy patrons ",-ho usually

occupied functions requiring kno\vledge of purification rites or magic.

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

lunar calendar,s they would appear in special clothing with a staff and a

small pine with roots attached in hand, to speak words of

congratulation. 6 'Yamaji points out that these elements of their

performance, including their dialogue structured through kototori

* 2 ~ responses, already displays the rudirnentary characteristics of

classical manzai in its subsequent form.

References ta shiJgenshoku as beggars have been found as early as

the .Afanyashü 7J~:* ,written in the Nara period (646-794). The

Chinese characters for ··beggars" are used to des cribe the hokai bito~

people whose profession it was to offer words of celebration."7 In his

widely read book Sasurainin no Geinœhi [performing arts history of

wanderers], Misumi Haruo exp lains that the popular performing arts of

Japan, including manzai, owe much to the existence of wandering

4 Yamaji K6z6, ""Eiz6 kaisetsu'" [video commentary]. Shukufuku suru hitohito
[those who celebrateJ, vol. 12 of Oto to ei::6 to mo}i ni yoru (taikei) nihon rekishi to
gein6 [Japanese history and performing arts (outline) through sound, image and
word], eds. Ozawa Sh6ichi et al. (Tokyo: Heibonsha, 1990), 1ï 5.

5 Tt was the custom at the time to count days according to the twelve signs
of the Chinese zodiac. The Rat and the Rabbit were the first and the fourth signs of
the zodiac, respectively.

ô Ibid., 175 .

7 Ozawa Sh6ichi, "Manzai 1990," Shukufuku suru hitobito, 30.

10



•

•

performers \\-·ho \yould travel from village to village and pcrform their

arts in the street or square or an area in front of homes. These

extremely poor individuals, or members of the agrarian society \vho

could not settle down since they owned no land. would beg for the

farming villagc's produce. 8

Although after the thirteenth century, manzai would become a

ritual performed at the new year's time alone~ it \vas originally not

limited to this context. One of the oidest references to senzu manzai

dates from the mid-eleventh century~ in Fujiwara Akihira's

Shinsarugakuki ifm~ Wr: ,where i t is described along \vith the

narratives of the bÏ"r~'a hôshi !E g ffi grp (lute-playing blind itinerant

priests) as one type of performance. 9 Fujiwara's text makes mention of

"senzu manzai no saka hokai," or the senzu manzai prayer for sake.

Apparently, manzai performers' blessings were one of the ingredients

that ensured the quality of a new stock of sake. J.\lanzai \vas also

performed when a new building was being erected. This particular

ceremony, called hashiradate tE v -C (pillar erection), involved songs

\vhich invoked the various gods who were believed to inhabit each

pillar of the building. 10 Elements of the hashiradate ceremony have

remained within the repertoire of song and dance routines of classical

manzai.

In the Kamakura period (1192-1337), the following description of

g Yoshikawa, 84.

9 Tsururni, 30 .

10 Oda Sh6kichi, Waraibanashi no jidai: tachiyomi engeikan [the era of
humorous tales] (Kobe: Nojigiku Bunkô~ 196ï), 1.
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the sen=u man=ai is given in the jfeigoki -'t ~[è : ··Sanjo beggar

priests. imitating the dress of Iegendary mountain \vizards. come

bringing a small pine in their hand while repeating congratulatory

verses, and receive a stipend. This celebration occurs on the first day of

the Rat.·· Sanjo ~ Br was one of the appellations of the shügenshoku.

The \\rord designated individuaLs \vho were subordinate to nobles or

temples, and who performed entertainment or conducted augury and

prayers. Since the performance only happened on one day, ·Yamaji

suggests that it was something which they did for specifie patrons. lI As

for their stipend, records from the period indicate that the performers

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

equivalent. This was not enough ta feed their families, since they only

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

or work as farmers and physical labourers during the rest of the year. 12

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

patrons began to decline, these subordinate performers needed to search

for new clients and a new mode of existence. Although the precise

details are not clear concerning their reorganisation, by the time of the

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

celebratory performance was entirely assumed by those called s/1omonji

Fr lm Bm or ~ f~ gijj or alternatively onmyOji ~ ~ am . These were

individuals who specialised in performing augury, prayers, and any

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

performing kusemai éH. ,a farm of entertainment which involved

[1 Yamaji, l ï6 .

12 Tsururni, 29-30.
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dancing and singing to the accompaniment of a tsu=unI i ~ hand drum.

Later in the ~vfuromachi period (1392-1573L these shomonji \\-"ouid

group together in specifie neighbourhoods of Kyoto and visit the

imperial palace at the beginning of the year as an established custom. 13

At the same time~ \vhereas senzu man=ai had previously been limited ta

the day of the Rat and the day of the Rabbit in the first month. il no\v

spread into festivities throughout the nev\!" year.

The \\'ords used in the performance began to take on a stronger

entertainment value. This was due to the fact that sen=ll man=ai \vas

now ,videly demanded~ not only by wealthy patrons, but aiso by the

common citizens of Kyoto who were experiencing a cultural

renaissance at the time. A.s a result, interest \1..-ould have been lost if its

content only eonsisted of ritualistic elements following oid custoros

and manners. The common citizens of Kyoto demanded entertaining

material in order to experienee the celebratory mood of manzai in a

more tangible manner. As evidenee of this qualitative change in the

nature of manzai~ Yamaji cites an entry in the Danjinki ftFf Jm. îè dated

January 5~ 1302. The senzu manzai performers \vho visited the Imperial

Palace on this day are described performing a form of sarugaku nt~

acrobaties ealled temari .=p ft .14

In the provinces, performing arts of a celebratory nature

developed under slightly different circumstanees than in Kyoto. During

the middle ages, the onmyOji ~vould exereise various religious powers in

the vicinity of provincial capitals and in settlements near important

Il Ozawa, 16 .

1'; Yamaji, 1ï6.
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points on travel routes. Especially in these settlemènts. the onmyqi

came into contact \vith re ligious figures \'vho wandered from province to

province. As a resulL these places sa,,:" the development of ne\v folk

performing arts. By the end of the fourteenth centur~·~ the provincial

performing artists \"V-ere known as maimai •.~ . because they had

taken up kllsemai dancing \vhich had gone out of fashion in Kyoto and

incorporated it into their repertoire of performances. lS

By the age of the \Varring Countries (1482-1558L these

provincial performing artists became subordinates of military

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

of civil wars is because they were proficient in fortune-telling and

magic~ t\VO skills highly in demand at the time. In addition~ the maimai

repertoire which they performed at new year's time was perfectly suited

ta the sensibilities of military commanders since it dealt with such

subjects as the battle of Gempei or the Soga brothers' revenge.

As for senzu manzai, although textual sources confirm its

distribu tian from Kyo to throughou t Wes tern Japan, there is no evidenc e

that maimai performers in eastern Japan performed sen=u manzai at new

year' s. Yamaji cites the 1etada Diar.v ~ .7!:- B ~è of the Tokuga wa­

related Matsudaira Ietada clan ~vho lived in !vIikawa. The first half of

the diary cantains articles from the Tenshô years (1573-1592) which

describe among other things how maimai performers came in great

numbers to Ietada' s mansion. However, none of them came for ne\\-­

year' s celebrations, and senzu m anzai was not mentioned as part of

I~ Ibid., 177.
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thcir rcpertoire of performances. 16

Only after the end of the sixteenth century did sen=u man=ai find

its way into eastern Japan~ and more specifically in the counties of

~vlikawa and Owari. According to \Pamaj i. this change \vas provoked by

Toyotomi Hideyoshi ft: ê: ~ e in 1594~ \vhen he sent the majority of

the onmyOji living in Kyoto~ Osaka and Sakai into forced labour to

cultivate the wastelands of Kiyosu and Owari. 1~ According to the aie n

Junkt5 Diar,v ~ ~;:ft J5 B îe. of Daigo temple, the sen=u man::ai

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

reappear until six years later, which coincides ,vith the exodus of

onmyOji into O\vari. \Vith Toyotomi' s death~ the relo cation movement

effectively ended. Arnong the onm)/()ji who rnoved to Owari and :L\1ikawa,

naturally sorne of them contacted the local onmyoji villages where they

were sent and joined their company. These Kyoto onlnyOji served as a

stimulus ta their local counterparts. 'Y'amaji infers that this is the

method through \vhich manzai was transmitted to these regions.

\Vhereas the senzu manzai that flourished in Kyoto effectively

lost its power under these circurnstances, the maimai of Owari and

:L\1ikawa inherited a celebratory performing art, and took this with them

as they toured their new patrons. In particular, those Ivfika\va maimai

performers whose patrons advanced to become daim.v6 *- ~ lords, not

only in Kantô (Tokyo area) but in aIl provinces, relied on those

connections to go out and carry on their profession. \Vhile Mikawa

manzai performers made their territory the entire Kantô region, with

10 Ibid., 178,

17 Ibid., 179.
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mainly the ne\vly established samurai of Edo as their centre of

operation~ O\vari man=ai performers made their territory the are;!

surrounding Nagoya castle and the \vestern parts of the country. In

thase places \vhere l\'fika\\:'a man=ai and O\vari man=ai perfarmers didn"t

visit~ each province's onmyc5ji and 10\v-class religious performing artist

follo\\;ed :\Jfikawa man=ai's example and divided each territory among

themselves. 18

By the Edo period. manzai \vas mostly performed in the :{amata

"* fD and :Nfikawa areas. Apart from O\vari man=ai (see figure 1 L there

was also manzai in different parts of the land~ namely Kawachi iFiJ V'1

~.fino ~?il ~ Iya f3t T ~ Echizen jg M ~ Kaga 1]u ~ " Aizu ~ ~ ~

Sendai {L1J a and Akita fA EH . However~ Nlika\va manzai was without

a doubt the mast prevalent of themaIl duringthisperiod.Asit \\:"aS

deeply connected to the Tokugawa Ieyasu fê: )11 *,,* shogunate~ it

becarne representative of classical manzai as a whole. In fact, l\,Jfika\va

,vas the home of the Tokugawa family. \Vhen Ieyasu moved into Edo in

1590, the maimai performer Kandayü M;b;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 official in religious

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

gave the l\1ikawa manzai performers a privileged status, even allowing

them to head the government bureau of the court noble Tsuchimikado

±iJilI f~ family's Mikawa office. Mikawa manzai performers could

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

la Ibid., 180 .

IS Ibid., 1 79,
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obtain passes giving them the license to tour through the provinces

freely. It appears that Ieyasu may have also used them as spies. 20

Fig. 1. An illustration of Owari manzai from Owari Meisho Zukai
~ ~~ m~ ~ [pictures of Famous Places in Owari]. Reprinted from
Ozawa Shoichi, "Manzai 1990,n Shukufuku suru hi/obi/o, eds. Ozawa
Shoichi et al. (Tokyo: Heibonsha, 1990), 19.

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

manzai began to falter once the Meiji period (1868-1912) began. With

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

State Shinto, and the onmyqi who performed manzai severed their ties

with the Tsuchimikado family. Anticipating the rise of Shintoism,

practitioners of Mikawa manzai eventual1y acquired the qualifications

20 Nishiyama Matsunosuke, Edo Culture: Dai/y Life and Diversions in
Urban Japan, 1600-/868, trans. and ed. Gerald Groemer (Honolulu: U of Hawai~i
Press~ 1997)~ 120.
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of Shinto officiaIs. donned the dress of Shinto priests. and performed

nzanzai only after reciting Shinto pra~·ers. In addition. they replaced the

"vords of nzanzai \vith material strongly influenced by Shintoism. As a

result, their rnanzai necessarily became something refined yet lacking

in entertainment value. A.t one point in the mid-~/Ieiji period. Nlikawa

marz:~ai flourished, however it declined thereafter. 21 O\vari manzai~ on

the other hand~ experienced an astounding diversification in the ~/leiji

period, and became a thriving popular performing art form.

Already since before the I\leiji period~ O\\-ari manzai was

influenced by the performing arts and had developed into a wide variety

of styles to suit various needs. For example, Owari manzai gave birth to

stage versions of manzai called shibai manzai ~ 15 7JtftJ. . These

included sangyoku manzai - aB l5 ~ , which was perforrned to the

accompaniment of the drum, the samisen and the Chinese fiddle, and

jukuramokllra :fli ft:ff "'" , a style of manzai replete with joyous words

and humorous phrases. These stage versions of manzai \vould thrive in

Osaka in the late Edo - 1vleiji period. In addition, the repertoire of

Owari manzai diversified to suit its cliente le' s religious be Hefs. For

example, hokef..:}-'o manzai #:: ~ ~ 75 ~ was performed for members of

the Tendai "R"Éî * and Nichiren B ~* Buddhist sects, rokujo

manzai A * 75 tff for the Ioda Shin W± ~* sect, gojo manzai

{JW ~ 7J~ for the Iôdo W± * sect and shinriki manzai f$1J 7J ~ for

Shintoists. There were even song variants suited ta the business es and

products of various locales visited by manzai performers on tour, such

as the harse song and the sake song·. There was jiwari manzai

21 Ozawa, 20.
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ft!! 1§:IJ fi f#i - \vhich literally me ans •ground-breaking' man=ai - for the

construction of the foundations of a house~ as \vell as jîll7ar.ia11lG mGn=ai

~' :E 7J t:f!l for shippers. Therefore~ into the ~:feiji period. O\vari man=ai

performers. unlike 1vfika\va man=ai performers~ \vere given the official

license of 'working entertainers' since they performed many varieties

of arts. 22 A.. s a result: O\vari mal1=ai "vas able to adapt to the changing

times and \vould eventually make a significant contribution to the stage

performance of man=ai~ which \ve \vill examine at length throughout the

rema inder of this thesis.

At present! however~ l would like to turn to ~:Iikawa manzai:

which was destined to become a representative example of the extant

classical man=ai performance tradition. The follo\ving section will

fecus on a description of ~1ikawa manzai - the appearance of the

performers~ the centext within which it \vas performed and the content

of the performance.

ADe 5 cri P t ion Q f C las sic a J ;vfa n za j

In Tayü SaizôDen [the ta.vu and saizô legacy], Tsurumi Shunsuke

c i tes a des cription 0 f ~Iik a \v a man=ai f rom the 1\1e ij i 20' s (1 8 88- 1898 )

by a scholar named Hayakawa Kôtaro. l will use it as an example of

man=ai in the nineteenth century:

No sooner had they entered the gate than they sat
themselves down on the tatami mat, and before even giving you
the time to say 'please come this way, ' they wouid say 'happy
new year' and ask 'how is everyone?' As soon as these greetings
were completed, they wouid strike their tsuzumi drum, and while
seated sing for a time. The two would then stand up, and with the

22 Ibid., 20-21.
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tayutaking the lead. they \yould begin to dance. The ta)'ü\yore a

palC S II (; [ ~.tY! ] and a ta te - e b0 shi [ 7T.~ ~fl ~ ] \vhi1ethe sai=6
wore a Daikoku hood [ *- ~ ~f! rtJ J. \'-hile dancing. they \vould
smile! looking at each other. l couldn Or help laughing. \Vhy does

[the sai=6 J put on that [happy] Ebisu face? It was a \,\-'onder to see
ho\v the ta.vu could keep a serious face. The sai=6 \vould do many
humorous things. He \vould make comical sounds and put on a
clo\vn face, after \vhich he \vould turn his attention ta the

children and begin ta chase after them! aIl around the house .. °

\V"hen the dance was finished, he would quietly return ta his seat.
Then. the members of the household \vould come out and greet
them. They put an envelope with sorne money in it in a bo",-l and

served them teao Before the hvo left! they would leave a print of
E bisu Daikoku and a prayer card to protect against fire ... These
prints had piled up from year ta year, sa that they practically
overflowed from the shrine. The prayer card to protect against
fire was affixed ta the pillar next ta the oven. 23

The distinct raIes of the ta.vli and the sai=o are made clear in this

passage. One is al ways formaI and severe, while the other breaks form

and behaves humorously. The passage aIs a reveals one of the highlights

of the performance: how they smile at each other "in a strange,

mysterious way,,14 (see figure 2). Since this happens just before the

saiza jumps into his comical routine, l presume that the moment served

to increase the dramatic tension of the performance and reinforce its

theatrical aspect. It also provides evidence of the many little flourishes

classical manzai took on in arder ta heighten its entertainment value for

its patrons. From this passage, it is aiso apparent that classical

manzars ceremonial significance for ils patrons was indeed valued and

demanded. Ebisu ~.ttmtEf:t and Daikoku *- ~ t$ are two of the seven

23 Hayakawa K6tarô, .... Mikawa no manzai no koto'~ [about Mikawa man=ai],
-".1inzoku Geijutsu [folk art} 2, no. 1 (Jan. 1929): n.pag., qtd. in Tsurumi, 57-8 .

24 Nishiyama, 120.
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gods of happiness believed to bring good fortune to the home and

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

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

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

twelve months ta come.

Fig. 2. An illustration of classical manzai from Jinrin Kinma Zui
A. ftfû wll fë~. , 1690. Reprinted from Tsurumi Shunsuke, Tayü Saiza
Den (N.p.: Heibonsha, 1979), 17.

Oda Shôkichi transcribes sorne Hnes spoken by the tayiï in

Mikawa manzai. This example is from Mikawa manzai shahon

[manuscript], provided by NHK:

Auspiciously in spring, once more the god of happiness
cornes ... When he cames to this home, your household will
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prosper~ your business \vill prospeL the spirits \vill prosper and
you \vill escape misdeeds and misfortune. O. ho\'\- your \vealtn will
grow and your money \vill spring forth .... 25

The sai=o~ on the other hand~ ",-ould recite a humorous medley of

nonsensical phrases and little anecdotes in a sing-song \vay. Oda gives

the following example of what the saizo said:

'You know the horse. he likes money and he likes beans. He's
big and he ~;orks hard. The horse, l say, he likes the master and the
missus. He began at an early age, riding on here and riding on
there, always riding on, riding ane\v. 'You children there~ don't
follow me. or r II twist your breasts. And watch out for your
father's ~esticles! Hohoyare maclzarako,va, macharakoya.

m acharakoya116

One aspect of the man=ai performance that may not have made its

\vay into Hayakawa' s account is the baudy nature of the saizo . 5

comical interlude. As this last example illustrates. the sai=o's speech

\vas livened with sexual references. Furthermore, he would not only

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

up the skirts of good-looking servant girls 1 or slapping the mistress of

the house on the back.'· 2i Particularly when man=ai performers visited

homes of the nobility, such displays of feigned Iower-class affection

provoked laughter, \vhich was considered auspicious and served to

heighten the good fortune of the occasion. According to Kikuchi

Ki'ichirô's Ehon Füzoku Orai [public morais in picture books], "the

saizo should have rustic features, should appear foolish without being

foolish, should appear lustful without being lustful, uncouth yet

25 Oda, 2.

2~ Ibid., 3 .

27 Nishiyarna, 120.
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amiable~ and above aIl. he should be pla in. ··.!S Sine c Haya ka ,va is

recalling something he experienced ,,,,hen he \-vas nine at the mos 1. it 1S

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

commit them to memory. It is also possible that he chose not ta include

such aspects of the performance~ since they may not have been suitable

for printing in 1929 when the text \vas published.

According to Higuchi Kiyoyuki. many oid folk tales \vhich are

familiar to Japanese people today formerly contained sexual material.

As an example! he cites the didactic tale of ""The Cut-Tongued Sparrow"

(Shitakiri suzume), in \vhich a nasty old woman cuts the tangue of a

sparro",· that she catches eating her glue. \Vhen her husband is rewarded

by the sparro,v for consoling the bird~ she tries to imitate him~ only to

be punished by the bird instead. Higuchi explains that the tale used to

have one ending in \vhich the nasty oid \voman falls off a bamboo

branch and dies when a sharp stump impaies her in the genital area from

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

According to Higuchi, oid tales such as these were 'sanitised' by the

academic researchers and collectors of tales who first heard them. 29

Similarly, Hayakawa may have chosen ta sanitise his account of

Mika wa manzai, although this is mere conjecture.

Another way in which the character distribution of the tayii and

saiz6is apparent is through their clothing. The tayii 's dignified

clothing suggests a man of good social standing. The SUD is a coat made

28 Qtd. in Oda, 4-5 .

2.9 Higuchi Kiyoyuki, fVarai to ni/zonjin [laughter and the Japanese], vol. 9
of Nihonjin no rekishi [history of the Japanese] (Tokyo: Kodansha, 1982), 13é.
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of hemp \v i them b 1ems 0 f fa m ily cre s ts p r in tedon i t. \\--hic h. t0 g è ther

\vith the e boshi ha t. typifi~d the dre S5 of samurai. The sai=o. on the

other hand~ wore a Daikoku hood~ \vhich \Vas typically \vorn by priests

or oid men (see figure 3) ...-\. more detailed description of the dress code

used by man=ai performers is provided in the .Aforisada Jfanko ~.~

~m , a comprehensive manuscript describing the manners and

customs of the late Edo era, ~'ritten in 1854. Here~ man=ai performers

from Kubota and Hashio in ,\"amato province are described in one of

their visits to the regions east of NIikawa province:

The taya wore a samurai eboshi hat, a yellow-green sua coat
\-vith white tachibana orange circular emblems and a blue cotton
section around the wais t embiazoned with chrysanthernum and
paulownia designs. His hakama [ tif ] pants also had the same
colours and ernbiems, with a sword attached. The sai=~ however,
had no set uniform, simply carrying a long blue cotton bag over his
shoulder with which to hold rie e or money that they received. 30

In this instance too, the contrast between the ta.vil·s dignified~ stately

clothing and the saizo's more casual attire is made clear.

JO Tsurumi, OÎ.
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Fig. 3. Akita manzai performers in 1990. Photograph by Motohashi
Sei' ichi *=. PX: - . Reprinted from Yamaj i Kozo, "Eizo Kaisetsu,"
Shukufuku suru hitobito, 194-5.

The Preservation of Classical Manzai

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

stage flourished in urban centres and modern manzai 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 manzai performers

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

chose more contemporary Iifestyles. Not many classical manzai

practitioners presently remain. Many of the regional manzai performers
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who appeared on stage at the Pan-Japan ClassicaI ~Ianzai Performance

Con'vention~ held in Aichi prefecture. Chita city on August 25. 1990.

,vere among the last representatives of their art (see figure 4-). Sorne

regional forms were already extinct. such as 'Yamato man=ai, ,vhich

disappeared shortly after the Second \Vorld \Var. The ex tant forms

represented were Echizen man=af, Kaga man=ai. Akita man=ai~ Iyo

man=ai, Takadëra man=ai riSi.IJZ ft ]j fi from Okinawa, go=e man=ai

~ je C) 7J ft7. - originally performed by blind women who played

samisen -, Mikawa manzai and Chita man=ai -BI $-]J ~ . Of the extant

forms, this only left Aizu man=ai and Bungo nzanzai ~ ~ 7J~ as

absentees. 31

31 Ozawa, 23-4.
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Fig. 4. Chita manzai performers at the Pan-Japan Classical Manzat
Performance Convention, held in Aichi prefecture, Chita city on August
25, 1990. Reprinted in Ozawa Shoichi, "Manzai 1990," Shukufuku suru
hitobito, 50.

Today, there are conservation societies for classical manzai, j ust

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. N onetheless, 1 will briefly discuss the issue of 'conservation' of

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

perspective .

According to Marilyn Ivy, the Japanese interest in its own
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traditions - in other \vords. in its origins - became "a truly national.

pervasive~ mùss phenorncnon" in the post-war cra.3! The devclopment

of communication and transportation net\vorks. and the influence of

television made it possible for anyone to pursue such interests freely.

The urban spra\vl~ along ,vith rural devastation and depopulation gave

the post-\\o"ar generation in Japan a strong urge ta ~escape to its origins'"

One form in which this sentiment expressed itself was the ~Discover

Japan' campaign of the Japan National Rail\vays in the 1970's... the

first highly visible~ mass campaign urging Japanese ta discover what

remained of ~tradition' in the midst of loss. ·~33 Ivy explains that the

campaign echoed many of the thernes of the nihonjinron 8::$:)\. mfff

~ discourses on Japaneseness' found in popular works at the time:

In the producers' theory of travel and origins , .. the
traveler's "self' equals an original Japanese self which equals the
authentic Japanese kokoro [ It" "heart'], \vhich in turn equals the
rural, remote, non-American, and non-rational. Travel is the
operator which connec ts the terms of the equation, by allowing the
displacement of discovery to occur. Travel permits a temporary
recuperation of a la st self. 3~

\-Vhen manzai scholar Ozawa Shôichi laments : ··Looking at manzai

clothes from various regional conservation so c ieties in Japan today,

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

l actually saw at the beginning of the Shô\va era weren't sa lavish, ,,)5 he

is referring ta the costumes of performers assembled at the

32 Marylin Ivy, "Tradition and Difference in the Japanese ~lass ~!edia:'

Public Culture Bulletin l, no. l (1988): 21.

33 Ibid., 21.

J4 Ibid., 22 .

35 Ozawa, 14.
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aforementioned Pan-Japan Ciassicai Jfù17:=ai Performance Convention.

\Vhether or not such gaudy costumes \vere partly an attempt ta appeal to

tourists - folk performing arts have been kno~'n to bec orne more showy

for such reasons - does not matter.

Such concern for authenticity often disregards the subjectivity of

the practitioners, who incidentaUy, may have been perfectly satisfied

with their appearance on stage. As a result of a la\v signed in 1992

which officially permits ~traditional' activities to be tied in ta tourisrn,

classical manzai has no\\'- become a tourist attraction. For example, an

internet page for Chita city states that the O",·ari ~1anzai Conservation

Society is continuing to promote the art bath as "a new year' s

celebratory event and as a regional attraction. ·,36 Another internet page

outlining Japanese travel spots lists 1yo man=ai as a highlight of the

:WIatsuyama Oshiro ~1atsuri t~ LlJ jÇ:tm.~ festi'val in Ehime prefecture,

one of the major festivals of Japan. 3i NIany folk studies scholars are

sceptical of the recent association of tourism and folk traditions. For

example, in ~·The Changing Face of Japanese Folk Beliefs," Norman

Havens writes: ••... the objective of preserving local folk culture may

be a \\rorthy goal. But in fact, the very self-consciousness of 'tradition'

represented by the concept of a festival preservation association seems

36 Aichi ken shôkôkai rengôkaî [Aichi Prefecture Chamber of Commerce
Confederation], '''Saiji j6h6 / chîta shi "kuni shitei san manzai kyôenkai'" [event
information .1 Chita city 'three nationally designated manzai joint performance']
[information service on-line]~ available from http://www.xxxyyy.or.jp/content/
syoroken/sakakibara_home/ homelaunch 78 .htm~ Internet; accessed 25 Nov., 1997.

37 Tokyo English Life Line (TELLnet), .... Nihon no omo na matsuri 'chügoku,
shikoku chiha'" [major festi vals of J apan 'Chügoku and Shikoku region']
[information sen·ice on-line]; available from http://www.majic.co.jpffELLnetlhotJ
j_travellj_chugoku. 0 l.html~ Internet~ accessed 25 Nov., 1997.
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somc\vhat an aberration in thc context of a gcnuinc folk culture. ··38 Yet.

\vhat is this -genuine' folk culture Hayens refers ta?

Hiroyuki Hashimoto has argued that the time is ripe to move the

focus away from concerns over the cultural authenticity of folk

performing arts and to",ards an examination of the identity of local

people. Even if the performance of classical man=ai changes as a result

ofthis tourism~ it \vill still be a valuable cultural manifestation for bath

visitors - wha 'will have an opportunity to enjoy the festivities while

'rediscovering Japan ~ - and for the participants. \vho will be defining

themselves through the appropria tion of this "taurism culture ~ and \vill

continue to feeI tied to their community through their performance. 39

It may he this feeling of belanging to a community that keeps

classical manzai alive in the regions where it s tiU survives and serves

its function. Ozawa gives the example of Shohei \Vakasugi~ a ta~vü from

Anjô *~ city in Ibaraki prefecture. Anjô was formerly known as

Besho 55IJFJf , the most famous manzai village of ~Jikawa manzai. The

\\Takasugi family has carried on the tradition of manzai for generations.

~1r. \Vakasugi also practised manzai from a young age and toured

through Tokyo, Ibaraki and Gunma prefectures. Naw, with his son at the

helm, he runs a fish farm and a restaurant specialising in river fish.

Ozawa explains that although he is retired, ~fr. Wakasugi feels that he

cannat simpl:r stop his manzai touring since he and his patrons have a

n Norman Havens, "The Changing Face of Japanese Folk Beliefs," Folk
Beliefs in .Modern Japan, pt. 3 of a series Contemporary Papers on Japanese
Religion, trans. Norman Havens, ed. Inoue Nobutaka. (n.p.: Institute for Japanese
Culture and Classics, Kokugakuin U, 1994), N. pag .

39 Hashimoto Hiroyuki, Lecture on Folk Performing Arts in Japan, McGilI
University, ~rlontreal. 24 Nov., 1995.
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rel a t ionship go ing bac k g en erat ions. Thèrefor e_ \v i t h hi seldes t son

~oriyoshi as the sùi=ô~ and every year \vithout faiL he visits the houses

designated in the ancestral register of Buddhist temple supporters.

However, the son N oriyoshi had this to say before driving off to the

next house with his father in the back seat: "":"hen l see my old man

beginning to get fidgety at spring [ne\v year's] time~ l become the sai=ô

and follow him with the intention of carrying out my filial duty. ,·40

\Vhile his father~s commitment to manzai cornes from a sense of duty

towards the continuation of the community, his concerns don 't seem to

reach that far.

Is this the last of the 'Vakasugi manzai family? Is classical manzai

destined to fade away for lack of successors? Perhaps not, if trends in

chiiki okoshi fi!!:I!iX:.ro,,:, L or regional 'promotion ~ are any indication.

In recent years, the preservation and development of regional assets,

both natural and cultural, has been closely tied ta the movement

towards governrnental decentralis ation. Of particular importance to the

affirmation of regional power are cultural activities such as regional

traditional performing arts which strengthen the solidarity of the

community. One hopes that classical manzai will live on, representing

the cultural richness of the respective communities where it is

practised.

4(! Qtd. in Ozawa, 22 .
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CHAPTER II

~fA~ZA.I O~ STAGE

It \Vas not until the :\Iuromachi period that classical manzai began

ta incorpora te the concept of making peop le laugh. As the

entertainment value of classical manzai increased in response ta its

cliente le. naturally~ sa did the comical nature of the art. By the Edo

period~ and especially in the major cities of Edo and Osaka~ the part of

the performance in which the serious tayü is mocked by the cocky saizi5

became the highlight of manzai for the common people. As a result, the

humorous aspects of classical manzai eventually became emphasised

over its original religious function of blessing the community~ and

manzai saon found itself secularised in urban centres. l

Entertajnment jn Osaka

It \vould be impossible to understand the process lhrough \vhich

modern manzai emerged from the chrysalis of classical manzai Vv·ithout

examining the history of public entertainments in ilS native city of

Osaka. An astonishing variety of performance and entertainment

flourished during the Edo period. According ta Tada NIichitarô, the

emergence of mass culture in Osaka is closely tied to the city's

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

city of water?], he explains that Osaka was developed on land reclaimed

from the sea between the Muromachi and Edo periods. In order ta

solidify the land, Osaka leaders set up various kinds of amusements and

1 Yoshikawa, 76.
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cntertainments to attract people. 1 As a forcign \"vitness to city life In

Osaka! Engelbert Kaempfer (1651-1716) \vrote in his trayel diary

(1690-1692):

The Japanese people calI Osacca the universal theatre of
pleasures and diversions. Plays are ta be seen daily bath in publick
and in private houses. ~founte-banks! Juglers! who can shew sorne

artful tricks, and aIl rary-she~' [raree-sho\v] people ... resort
thither from aIl parts of the Empire .... J

This description gives us a feeling for the teeming diversity of

performances which competed for attention in Osaka at the time. The

variety and number of public entertainment forms would continue ta

increase throughout the Edo period. peaking bet\veen the Kasei and

late-Edo period (1804-1868), other\vise known as the "'golden age of

p opular p erforrning art s. " 4

It is quite likely that rnany of the performances Kaempfer

\vitnessed \vere conducted on temple grounds. As in many other major

cities, shrines and temples were well-known attractions since they were

at the centre of festivals and fairs as well as destinations for religious

pilgrimages. In Osaka, the Ikukunitama shrine 1:. 00 ~ f$ t± was a

gathering spot for many public performers, including kado=uke gei

~~ {"t fj-:;;: 'door-to-door' or 'strolling~ entertainers such as classical

manzai performers. There is evidence showing that manzai was already

present as a secular entertainment form at Ieast as of the H6ei period

:! Ibid., 89.

3 Engelbert Kaempfer. The History of Japan, trans. J. G. Scheuchzer
(London: n.p., 1727), bk. 2:476, qtd. in Heinz Morioka and Miyoko Sasaki,
Rakugo: The Popular lvarrative Art of Japan, Harvard East Asian Monographs 138
(Cambridge:Harvard UP, 1990), 234 .

.; Nishiyarna, 228.
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(1 704-1 711). if not as early as the Genroku period (1688-1 70-J.). An

illustration (see figure 5) in the realistic Edo-period novel Gonyübu

K.vara 0 nnaiJ1f. )\. ~tmJ t.i ~ ,written in 171 0 by Yuzuke Gansui.

depicts a scene at the Ikukunitama shrine. Four types of entertainment

are portrayed being performed vvithin a partitioned hut sheltered with

marsh-reed screens with the fol1owing captions: IcyOka =aimon .* m:~

~ X . kOshaku ~fR , tayü man=ai. and "'Yoneza\va Hikohachïs

gestural mimicry of the present times." 5 Kœhaku was a popular form of

storytelling in which war chronicles, biographies and even love staries

were read and supplemented \vith explanations. At first a common sight

on street corners and public places in Osaka, by the Hëei period,

kashaku had moved into temporary huts such as the one depicted here.

The reader is familiar \'vith the term 'manzai"; the only notable

distinction here is the expression •ta.:l'ü manzai' to describe the secular

form performed within cities.

5 Mochida Toshi' ichi, Osaka owarai gaku: warai to nori ni kaketa menmen
[the study of Osakan laughter], vol. 1 of Naniwa ::atsuraku shi (Tokyo: Shinsensha,
1994),64.

34



•

•

Fig. 5. An illustration from Gonyübu Kyara Onna #II À $ f1Jo ~ 1;:. .
Reprinted from Heinz Morioka and Miyoko Sasaki, Rakugo: The
Popula,. Narrative Art of Japan, Harvard East Asian Monographs 138
(Cambridge: Harvard UP, 1990), 242. From Jeft to right: kiBhaku, tayü
manzai, Yonezawa Hikohachi, kyaca zaimon.

Kyâca zaimon was a forro of uta zaimon IX~ je , which itself

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 l1J tR 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 -c:;S tL Iv ~::sc , 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 1:> J: Iv ]}~ tL and ah6darakyo ~*1kJI~ . These two street
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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 saimon­

derived forms gave birth to the naniwa-bushi i117E 18ï ballad, otherwise

known as rOkyoku ~ dB . 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; right, a saimon performer. From
Jinrin Kinm6 Zui, 1690. Reprinted from Nishiyama Matsunosuke, Edo
Culture: DaUy Life and Diversions in Urban Japan. 1600-/868, trans.
and ed. Gerald Groemer (Honolulu: U of HawaÎ'i P, 1997), 115.

The final caption introduces us ta Yonezawa Hikohachi

* lR~ J\. . Active during the Genroku period, Yonezawa was one of
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the three most famous lsujibanashi j+ ptH or 'crossroads srory'

raconteurs. along with Tsuyu no Gor6bë ~.;:. ~ t!G ~ ftr in f.:.yoto

(1643-1703) and Shikano Buzaemon 1!!fll:ttcttfFEI in Edo (1649­

1699). These three \vere the first professional raconteurs in Japan~ and

would be instrumental in laying the foundations for rakllgo ~m
professional storytelling. \Vhereas tsujibanashi ,vere short comic tales

(aiso known as karukuchi ~ Q ;,light-mouthed~ talk). rakugo stories

were much longer~ adding a narrative dimension~ providing more

detailed descriptions and emphasising the punch line. Rakugo

flourished in the Edo period~ and up until the beginning of the Showa

era (1926-1989), it was the only legi timate performance art of a

humorous nature in Japan. '"\{oneza\\'a and his tsujibanashi is accredited

\vith establishing the roots of comedy in Osaka. 6

Undoubtedly, Kaempfer's mention of plays in private houses was

in part a reference to ayatsuri jOruri :W! ~ ifp- fë1 ~ , a descendant of

jOruri~ the narrative ballad born in the late ~1uromachi period \vhich

was originally accompanied by the bilva ÈE~ (Japanese lute) and later

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

the Kyoto-Osaka area. During the Joky6 period (1684-1688), Takemoto

Gidayu 1t*~.*: ~ created a form called gidayü jOruri \vhich would

become representative of jOruri generally, thanks to the playwright

Chikamatsu Monzaemon iB: 1~ f~ ft M ~~ . This form of jOruri combined

with puppet theatre in the Genroku period to become ayatsuri jOruri,

the ancestor of present-day ningyoj6ruri bunraku }\. mwlfif~ je ~ or

bunraku for short. The Kaempfer diary (1690-1692) coincides \vith the

6 Ibid., 58.
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time in \yhich a:vatsuri joruri began to he performed at the Takemoto-za

ft *m and Toyotake-za ~ Tt lm theatrcs in Osaka. "-hile such

theatres were gaining high acclaim~ tSZljibanashf. kœhaku and (ayü

man=ai flourished in the streets.

Niwaka - Osaka's Fjrst popu)ar Stage Comedy

Another location for popuLar performing arts \vas the Dôtonbori

li Iij[:t'm area, which to this day remains a vital cultural centre of Osaka.

AlI kinds of stage entertainment, such as kabuki and jaruri, \vere

performed in Dotonbori by the Enkyo period (1744-1748); likewise the

Takemoto-za \vhere Chikamatsu performed his most famous works.

Dôtonbori is also known as the place where the impromptu stage

performance of niwaka ~ or {- ~ 11u began, which provided the

impetus for modern stage manzai. According to Hamamatsu Utakuni' s

sixty..volume collection Setsuyo Kikan ~ ~*~ ,nilJ,'aka began in the

Kyôhô period (1716-1736), and bet\veen the Hôreki and ~\ilei\va periods

(1751-1772) in Dôtonbori, ··niwaka stages were built and decorated

with paper lanterns.,,7 In the Kyôhô period, on evenings of summer

festivals, niwaka was mostly performed within the Osaka Sumiyoshi

Shrine '* ~ {3: s fEfI -t± and surrounding areas. As with tsujibanashi, it

became very popular, and amateur niwaka conventions became

fashionable.

Apart from Osaka, ni"waka also develeped in Fukuoka prefecture.

At first, niwaka simply consisted of humerous language or gestures

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

7 Qtd. in Mochida~ 86.
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performance. it acquircd a stronger narrative dimension. 8

~Viwaka stems from an anciènt fèsti"val activity called don[aku~

\vhich is now synonymous \Vith one of Japan's most famotis fèstivals.

the Hakata Dontaku Nfatsuri tf $- C rJ t:- < .~ 1) in Hakata city~

Fukuoka prefecture. One of the central elements of the dontaku is the

matllsbayashi f~ ~ -=t- ~ which originated in the ~'furomachi period as a

procession of onmyOji and sanjo members~ along with merchants and

common folk who would sing blessings at ne\v year" s. In this respect~ it

was quite similar in tone to classical man=ai. \Vithin the matsubayashi

was a section called füryü Jlt mE ,a word \vhich combined füzoku lit m
rneaning 'manners and customs ~. and ryük6 mE fr " meaning 'current

trends'. The füryü section in dontaku evo lved \vith the times ta alla",'

various types of spontaneaus performanc es in an informaI setting. 9

Dontaku transforms the city into a giant theatre with stages in various

locations where people may participate in any number of performances.

A recent flyer handed out at the Hakata Dontaku ~1atsuri summed up the

spirit of this festival: "Participation in dontaku is fundamentally free.

"i~ou can jump right in by yourself. Please think of dontakll as a once­

a-year informaI occasion when you can perform the dances and songs

you practice aIl year long in front of the ci tizens .., 10

Similar to the fiïryli~ nagashi niwaka me L(- fê 110 or mE fflt

'strolling niwaka' was performed in the streets by amateurs. It provided

entertainrnent for the cornmon folk. Anyone was free ta put on a

s Higuchi, 114-5.

9 Tsurumi, 46 .

10 Qtd. in Tsururni, 48.
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costume and participate. Performers took the lines of jOrllri. ~oh plays

or pop u1ars 0 n g sand arran g e d themin the ir 0 \vn \v ay \yhi 1estroll ing

along the streets. in a style reminiscent of today's karaoke. This

eventually evolved into jokes \vith punch lines accompanied by dancing

performed by two or three people wearing bote katsura ;:;:' -C ~ or

'papier mâché wigs-l 1 (see figure 7). In Hakata~ the performers \vould

wear paper hanmen =F mi "half-masks' that covered their eyes and nose.

This form of niwaka first came to be performed on stage in the theatre

houses of Osaka. By the :\/lei\vil period (1 764-1 7 72)~ niwaka a Iso spread

to the licensed 'pleasure quarters' of Shimabara !lb ffl( in 1:.yoto and

~foshÏ\vara *)Jf( in Edo~ where it was styled Yoshiwara niwaka. 12 By

the Kasei period (1804-183 O)~ niwaka had diverged into 1\VO different

styles, one \-vhich dealt exclusively with parodies of kabuki and jOruri

hit plays~ and the other which consisted of impromptu comedy in the

shape of one-liners, gags and humorous gestures. 13

Il Mochida, 90.

12 Higuchi, 114-5 .

13 Mochida, 88-90.
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Fig. 7. Actors wearing bote katsura in a niwaka program from the Tenpô
years (1830-1844). From KyiiJo KenkyüKamigata 23 W~±7i}f~l::1:7~

m23 % . Reprinted from Mochida Toshi' ichi, Osaka owarai gaku:
warai to nori wo kaketa menmen (Tokyo: Shinsensha, 1994), 89.

The Meiji Restoration brought with it a number of changes to the

world of popular entertainment in Osaka. One of the factors that

contributed to these changes was the collapse of 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

daïmyo lords; their monopolistic trade associations were disbanded, and

the ginme Il ~ 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 collected as land tax were

solde With the end of the rice system and the gold and silver markets,

the entire Edo distribution network held together by brokers and
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,"vhole salers effectively ceased functioning. 14 For those in the

entertainment business. ho\vever~ the beginning of the :\'Ieiji period \Vas

a time of opportunity. Even ","hile a power struggle raged on beHveen

the Tokuga\va shogunate and feudal armies~ the theatres of Dôtonbori

continued to operate.

Another event that had a significant impact on the entertainment

world \"vas the Osaka government's arder in ~Ieiji 5 (1872) to abolish

stage entertainments at shrines and temples. The performers ~vho relied

on these shrines and temples suddenly found themselves searching for

ne",- homes. !vfany performances, including niwaka. found their way into

the red-light districts of Shinmachi mlBT ~ Horie jjffi iT and Kitano

Shinchi ~t J1J m±t!! . However, this only relieved part of the problem~

and other measures were nec essary to create new stages for popular

entertainment. Thus, there resulted a move to develop entertainment

districts in busy areas of the city 50 that they could accommodate more

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

and by extension, to the emergence of tnodern manzai, \"\t"as the

development of the Sennichimae T B mr area. Thanks to the efforts of

Okuda Benjirô ~ ffi mrx e~ ,a former street hawker with an

entrepreneurial spirit, the execution ground and cemetery of

Sennichimae was relocated in :rvieiji 5, and the land was soon

transformed into a thriving entertainment and shopping district. 1s

Along with Dôtonbori: Sennichimae would eventually become home to

many of Osaka' s most active comedy houses.

14 Ibid., 9ï-8 .

IS !vlochida, 98-103.
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\"-hen the performers of jaruri. uta =ai111011. tayü 1Jlan=ai.

otoshiba17ashi~ nilraka. and other forms of singing and dancing moved

into Sennichimae after ~Ieiji 5~ so did the mountebanks~ peddlers.

ha\vkers and their likes \vho made their business in the vieinity of the

shrines and temples. In the early years~ Sennichimae \vas alive with a

carnival mood~ bustling \vith aIl manner of stalls~ sorne selling foods

and wares, others providing petty entertainment - aimost aIl of them

humorous in sorne way. A popular phenomenon at the time was the

misemono Ji. tftm or "raree-show' which greatly increased the number

ofvisitors to the area by showing curiosities. For example~ many stalls

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

humour came from the fact that they were obvious forgeries. There

were acrobaties for dogs and monkeys, as \\.°eU as exhibits of rare

creatures. One stand advertised it had a live \\.°easel - which is

pronounced "itachi' in Japaneseo However, on opening the curtain, the

curious passer-by would discover a board ("ita') smeared \vith blood

(" chi'). These sorts of ward plays and jokes were everywhere in

Sennichimae, from the misemono shows ta the otoshibanashi and

niwaka stage. Other misemono included burlesque shows featuring

young girls performing variations of folk singing and dancing.

Sometimes, the misemono were subject to censure by Osaka

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

local Osaka government during the early Meiji period cracked down on

forgeries as "iell as burlesque sho\vs. For exampIe, a show featuring

young girls performing a popular singing style called ondo if ~~ was

discontinued on charges of 'corrupting public moraIs' when it was
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discovered that the girls revealed the hem of their kimonos \vhile they

danced. 16 Ho\vever~ such in terventions did littI e to dampcn the

ebullience of the entertainment districts of Osaka.

The relationship bet\veen censors and those \vho resist censorship

helped to define the character of stage ni'waka as \vell as that of modern

man=ai~ both of which emerged from the optimistic humour peppered

with vulgarity that animated the streets of Sennichimae. The authority

against \vhich niwaka rebelled was that of the kabuki theatres of Osaka,

\vhich had gained a national reputation for the quality of their

performances. In the Edo period, these theatres - almast aIl of them

located in Dotonbori - ~"boasted a lineup of stars: ... Arashi Hinasuke

[ fîÂ~M ] (1741-1796) and Ichika\va Danz6 IV [ lm tltm- Hr!3f~ ]

(1745-1808) were appearing at the Kado [ ~ J* ] and Naka [ cp fŒ

kabuki theaters, respectively. ~d7 Therefore, when the niwaka group led

by Shinanoya ahan II =ft f3 1~ ~ ~ ~ =F decided ta perform a parody

of the famous work Oshü Adachigahara ~ ·.HI '* ~ mt at the Kado

theatre in Meiji 13 (1880), the reaction from kabuki aficionados was

one of outrage. From Meiji 9 (1876), there also appeared a handful of

niwaka groups who performed kabuki niwaka and shimbun ni'rt'aka

mrm {- !WH 1JQ , or 'newspaper niwaka' - which consisted of humorous

re-enactments of current events - in Dôtonbori, but most of them were

unsuccessful. !\1eanwhile, the mood in Sennichimae was very ripe for

the irreverent humour of nhvaka. Ht As if ta spite the naysayers of

16 Ibid., 104-Ô.

17 Nishiyama, 130 .

la Mochida, 108-9.
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Dôtonbori. ni"tt'aka would thrive in Sennichimae. \vhere it continued ta

sharpen its parodistic benL tackling kabuki and even the shimpûgeki

mi* litI ·new school drama' - \'\'hich developed in contrast ta kabuki in

the mid-~-!eiji period and typically dealt \vith sentimental domestic

themes. l.Vi'waka also returned ta the shrines and temples of Osaka \-vhen

they were later reopened ta public performances.

The half-mask that characterises niwaka helps explains the

genre' s critical edge. Haka ta l1Ï'waka takes this expression literally~

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

bote katsura headpiece of Osaka niwaka is also a form of ·half-mask·

since it represents one half of the kabuki performer's costume.

According to Tsurumi, the niwaka performer's half-mask does not take

on the raIe which the performer is playing: ""If it fully appropriated the

raIe - if it was tied up ta any given role - it \vould be carried away by

destiny and become tragic. In this non-appropriated state ... the

niwaka performance criticises roles which are fixed to faces in theater~"

and instead shows amateurs unable to get rid of their own lifestyles,

who ""move about with eggshells still stuck to their bottoms.~'19 This

propensity for criticism and self-criticism along \vith a lack of pretence

also became trademarks of the manzai comedian.

A prime exarnple of niwaka's parody of kabuki theatre can be

found in the stage life of Tsuruya Danjürô i!*"ffi +.e~ (see figure 8), a

performer who, along with his sidekick Dankurô EfltL.e~ ,brought

niwaka to the height of its popularity at the close of the nineteenth

century. Everything about Danjürô was a parody, beginning with his

19 Tsurumi, 52.
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name. His stage name Tsuruya \vas ta ken either from the family crest of

the fiction writer Tsuruya Xamboku ~*~ ~t or from kabuki actor

Ichika\va Udanji mHI:tJ~ ii:î (1843-1916). and his actor's name

Danjürô \vas takcn from Ichikawa Danjiïrô IX 1L fit iÎï }II ~ + ê~ (1838-

1903)~ known as the acting prodigy of the ~~feiji era. He also took the

latter' s famity crest as his own. Considering that Tsuruya Danjürô was

an amateur and a complete outsider to the world of kabuki~ such name

borrowing \vas considered the height of arrogance. Even the titles of the

performances he mounted were parodies. For example, in ~feiji 23

(1890), he took the Kado theatre by storm with an original piece whose

title (iï5 ~~ pft C) ~ ~ ~ €' ~.:: -C *Mi f'i m~ ~t P.-fE ~t. ~) can be loosely

translated as ··sake-serving geishas in a commotion over an election

decide in the end on a building for the institute of geisha amusement.'~

\Vhen pronounced, however, the Japanese characters composing the

title are homonymous ta the expression ··~-1embers of the House of

Representatives in a commotion over an election decide in the end at

the Diet Building.·~ Such political parody was weIl received by Tsuruya

Danjürô's audience since it reflected a critical stance towards Tokyo

which was shared by many of Osaka' s citizens. 20 Tsuruya Danjüro's

troupe would lord it over Sennichimae for thirteen years at the Kairyo-

za &".Ê! m theatre from 1894 ta 1906, laying the groundwork for the

kigeki W~1 comic theatre af Osaka which is famaus throughout Japan

to this day.21

20 The Osaka-Tokyo opposition is a recurring theme in Osakan comedy, one
that later influenced the character of modern manzai .

ZI ~lochida, 112 -4.
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Fig. 8. A scene from the niwaka version of Taikiiki Jii:Janme f ... hD J;&
rjs;: =9J Üè +~ f§I J , performed by disciples of Tsuruya Danjüco.
Reprinted from Mochida Toshi' ichi, Osaka owarai gaku, 121.

Manzaj: From 40Ten Thousand Years' to 'Ten Tbousand Talents'

While niwaka was enjoying its heyday, tayü manzai continued to

he performed within the theatre halls of Osaka. At the turn of the

century, however, manzai 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 ~ rH! (Il~ (1864-1944), known among manzai aficionados

as 'the founder of modern manzai' (see figure 9). Born Nishimoto
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Tamekichi [§i:~a in X aka-Ka\vachi t:p ifiJ N (present-day east

Osaka)~ Tamagoya ('egg vendor·) received his unusuaI stage name from

his occupation as a travelling salesman. In his home to\vn. he was

kno\vn for his beautiful renditions of Ka\vachi ondo iiiJ r:1 ~ ~ . He

\vas also a talented lead dancer of bon odori ~ ~ . the dances for the

Bon festival - the Buddhist festival of the dead. 22 ~ishimoto's

reputation spread in ~'1ika\va and Owari \vhere he often performed for

his customers. Realising his potential as an entertainer. Nishimoto

decided to try his luck in Sennichimae to\vards the end of the ~vIeiji 20's~

and enjoyed a brief stint in a small yose under the name Tamagoya

Tamemaru :E -=t-~ ~;iL . He saon left Osaka~ howeveL ta continue his

training in various folk performing arts, after which he returned in the

Nfe ij i 3 0 ~ s (1 89 7- 190 7 ).

22 Akita Minoru~ Osaka waraibanashi shi [a history of humorous tales from
Osaka] (Osaka: Henshü Kobe Noa, 1984), 18.
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Fig. 9. Tamagoya Entatsu. Reprinted from Aiba Akio, Kamigata manzai
nyiimon [Introduction to Kamigata Manzai] (Tokyo: Kobun, 1995), 23.

During his time in Osaka, Nishimoto discovered that the popular

singing style of the day was Goshü ondo II ffl if îïJi , from present-day

Shiga prefecture, and not the Kawachi ondo that he performed. Gfishü

ondo had just made its appearance in Osaka at the beginning of the

Meiji 20's. At the time, it was known as Yokaichi saimon ondo

J\. 13 m~ X {f!iJi because it originated in the city of Yokaichi as a

variation of the saimon singing performed during the Bon festival. By

the Meiji 30's, GOshü ondo was aIl the rage in Sennichimae, but not

because of its originality or novelty: two ondo performers would sit on

the stage, the leader singing while shaking a Metal staff, and his partner
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performing saimon and blowing the conch horn. Rather. the popularity

of Goshii ondo can largely be attributed to the presence of the young

ladies \vho were lined up in front of these 1\YO and performed the

teodori ~ im Bon dance ~'hile revealing the hems of their yukata

(unlined cotton kimonos). A.s men tioned previously. this dance ,:vas in

fact a kind of misem0110 burlesque ShO\V. 23

Nishirnoto' s training led him to severa! differen t regions. His

first des tination was 'Yokaichi, \vhere he learned Goshü ondo from the

f . .. S k D' - -rI":'" )/1 * if!::; -...rsuccessors 0 1tS orlglnator, a ~uragawa auyu l;c ..J, nË. • .:.....:ext,

Nishimoto travelled throughout his native Aichi prefecture to learn

classical manzai. Although aIl of the sources consulted for this account

state that he learned J\lfikawa manzai24
- probably in Nagoya - other

sources clairn he also received training in O\vari manzai. 25 One source

claims he learned Iroku manzai {JI- A 75:f ,26 which was created at the

end of the :Nleiji period by a man of the same name. A variation of Chita

manzai, Iroku manzai is performed in a half-seated stance, and

incorporates a variety of arts in between the dialogue sections,

including riddles, impersonations, naniv.:a-bushi and ahodarakyo. 2~

:3 Mochida, 158-60.

24 Akita, Osaka waraibanashi shi, 19 ~ Mochida, 159; Aiba Akio, Kamigara
man=ai nJ;Ü!non [introduction ta Kamigata manzai] (Tokyo: K6bun, 1995), 22.

25 Aiba, 22.

26 Takemoto Kôzô, Hoete odorasete: sh6bainin Hayashi Sh6nosuke den [a
biography of Hayashi Shônosuke~ merchant of mirth} [book on-line] (seria1ised in
Osaka Shimbun from Il, Sep., 1996 to 14 Feb., 1997); available from
http://www.osakanews.com/series/h; Internet~ accessed 15 ~'1arch. 1997.

27 Amano Hiroshi, "Owari Tsushima - aki matsuri" [autumn festival}
[personal web page]; available from http://www.aichi-ele.co.jpFamano/rnytown/
akimatsuriJakifesta; Internet; accessed 19 Nov., 1997.
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\Vhen Nishimoto returned to Osaka. he demonstra ted the frui ts of

his labour by opening in a small yose near the Tenma Tenjin temple

7(~ JÇ t$ . His performance began \vith the tayüversus sai=o

ceremonial repartee of classical man=ai! then follo\ved ,vith K.a\vachi

and G6shü ondo. 28 Nïshimoto improved the Gôshü ondo he learned in

'Yokaichi by elaborating the narrative aspect of the verses. \vhich he

adapted from jOruri! while emphasising their emotional content. 29 The

classical manzaÏ he used ~'as a combination of orthodox ~Jika \va man=ai

and manzaÏ incorporating musical elements such as sangyoku man=ai.

A.s explained earlier, sangJ'oku manzai involves the tsuzumi drum! the

Chinese fiddle and the samisen. It is also characterised by the presence

of more than t\-vo performers: one tayü flanked by several sai=O \vho

typically play the instruments ....-\.nother characteristic of sang:voku

man=ai is the finale called ainarae in which the players show off their

musical talents in tune with a short story that ends with a punch line! to

which a11 the performers respond in unison "yawano. choUo.

ainarae j"30

Inspired by his travels in Aichi prefecture! Nishimoto called his

performance Nagoya manzai ~ c5~ 75~ and first took the stage name

Tamagoya Entatsu. Saon afterwards, a travelling fan salesman by the

name of Toyomaru ~ 1L saw Tamagoya' s performance and decided to

perform Nagoya manzaÏ as weil. He set up his stage near the Sumiyoshi

temple, and just like Tamagoya, gave himself a name inspired by his

28 Akita, Osaka waraibanashi shi, 19.

2~ Mochida. 161-2 .

30 Oda, 10.
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profession: Sensuya (-fan vendor") Toyomaru ~ ~ œ: ~ 11. . Thcsc ,vere

the first contemporary man=ai stage names. as \vell as the origin of the

first man=ai families. 31

Tamagoya' s Nagoya manzai undoubtedly raised quite a fe~­

eyebrows in Osaka~ since it \vas a heterogeneous amalgam of arts~

combining rural folk performances of religious ancestry with urban.

secular entertainments nurtured in the streets of Osaka. At first.

audiences attracted by the novelty flocked to see ~agoya man=ai. "Yet

the heterogeneous nature of Nagoya man=ai also had its disadvantages:

the numerous breaks within the sho\v as one act followed the next

created a disorganised atmosphere. Tc lessen the discontinuities~

Tamagoya played the part of the 'disk jockey ~ ~ intervening bet",-een a c ts

through comie dialogues \vith a partner. 32 This proved to be a very

successful strategy for Nagoya manzai, which became increasingly

popular thereafter. Tamagaya ~ s inspiration for his camic interludes was

the karukuchi often used in nÏlraka as an act-opener or even as a

preliminary performance to draw audienc es before the curtain ros e. Just

as in tayü manzai~ karukuchi was based on a dialogue bet",-een a straight

eharacteL ealled shin :,.-":,./ - tsukkomi ~ -:J i6: ~ or '/ -;J =: ~ in

modern manzai - and a foolish character, called boke /1~' 7 . From the

end of the ~1eiji period and into the Taisho period (1912-1926),

karukuchi \vould become an independent forro of yose entertainment

and enjoy greater popularity than manzai. HO""ever, as manzai

flourished into the Shôwa period (1926-1989), it gradually absorbed

31 Akita, Osaka waraibanashi shi, 19_

3Z Aiba, 22.
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karllkuchi. contributing to the emergence of rapid-fire comic dialogue

ln modern man:=ai. 33

\\ïthin ten years of its appearance~ Xagoya nlan=af grew into a

very popular form of entertainment, although it \vas still not widely

recognised by the general public. As the number of converts to Nagoya

manzai from ol1do~ rOkyoku, rakugo, ni"waka and other recitation-based

and narrative-based performing arts began to increase, further

enriching the palette of performances, the format of ~agoya man=ai

became more complex. Since the public \\"as bored by ondo recitals

alone, Nagoya manzai performers decided to add variety to their aet by

incorporating ne\v entertainment venues, called iromono Ê ~ C) ~ such

as juggling, magic, and other physical performances. After a while, the

audiences also grew tired of hearing the same Kawachi and G6shiï ondo

o'Ver and over again. Therefore, Nagoya manzai performers and

producers \vould go on ;research trips' to varia us provinces in order to

learn regional varieties of minyo ~~ traditional folk ballads,34

Tamagoya Enta tsu would continue to play an active role in refining and

promoting the art of manzai in Osaka throughout the Meiji and Taish6

periods, frequently changing partners, and through his numeraus travels

to the remotes t regions of the country. Before retiring from the

entertainment world in Sh6wa 8 (1933), he had gane as far north as

Hokkaido and even visited Karafuto ~* - in the present-day

Sakhalin islands now under Russian domain. 35

33 Oda, 13.

)4 Akita, Osaka waraihanashi shi, 21 .

B Mochida, 181-2.
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As Tamagoya's students expanded the reach of ~agoya mC:llz=ai

outside of Osaka~ it \\·ould undergo several na me changes. By the end of

the :),'feiji period. Nagoya man=aÏ was performed not only in Osaka and

Kobe~ but aU around the Kinki area jlï ~ - the central part of the main

Honshii island comprising the prefectures of Hyogo. Nara. \Vakayama~

Shiga and :).1ie~ as \vell as the cities of Kyoto and Osaka. Finally~ in

Taishô 5 or 6 (1917-18), Nagoya manzai made its ~lay to Tokyo. Since it

\vould be strange to caU something born in Osaka 'Nagoya man=ai,' a

different name was needed. The :Nfeiji period trend of using English

words for fashionable items - a trend born in an era of prosperity that

accompanied the infusion of foreign capital into Japan - had toned

down by that time in Osaka. Instead, the Japanese expressions kOk.vü

rWiJ l& or kOlô ~ ~ , meaning 'high-class' or 'deluxe' had become the

popular words of the day, and appeared almost everywhere. As a result,

when ~agoya nzanzai made its debut in the Asakusa area - the

equivalent of Sennichimae in Tokyo -, it \vas given the name kacyü

man=ai ~ m]j ~ . Eventually, the prefix 'Nagoya' was entirely

dropped, and the amalgam of performances became kno\vn simply as

manzai ]j:r , but \vritten not with the ideogram for 'years' ~ ~ but

\vith the ideogram for 'talent' :r .36 Thus, the spelling symbolised the

definite transition from celebratory performances to usher in 'ten

thousand years' of good fortune to ' ten thousand varieties' of dancing,

popular singing, comic dialogue and mimicry.

In this new form of manzai, tayü and saiza were replaced by the

words tsukkomi and boke (pronounced 'bo-keh'). The etymology of the

36 Akita, Osaka waraibanashi shi, 23-4.
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\vord "boke', origin~l1y \vritten tr!. or * ' ranges from "dull-headed'

or ·senile' to "amazed" and "beside oneself'; "tsukkomî means "poking­

or 'sticking' but can also imply "going after someone's \veaknesses·.

Indeed~ unlike classical manzai, the boke no longer carried a tsu=umi

drum~ and the tSZlkkom i no longer used his fan for dancing but rather

used a harisen ~~: Bf.î "slapping fan" meant to whack the boke"s head

,,:-hen he misbehaved,

Ivfan zaj - The Earl)'" J~ears

Through the firs t half of the Taisho period (1912-1919), the

'legitimate' narrative performing art of the Kamigata J:. jj area \"\I°as

rakugo~ and manzai was a second-rate venue, far lower in status. This

was about to change. Several factors contributed to the emergence and

recognition of manzai as a proper form of entertainment in Osaka.

One of the secrets of manzaîs appeal during this early phase of

its development as a contemporary stage performance \vas that it had

the potential of bringing to life anything which the public desired.

Contrary to other Osaka entertainments such as kabuki and jaruri which

presented its audiences with a completed art form, manzai was still

unformed and malleable. Alanzai involved a joint effort on behalf of

performers and audiences, producers and consumers. In yose, there \vas

no clear boundary between stage and audience. The audience could

address its desires and opinions to the performers without reserve.

Since the performers on stage for the most part shared the same

lifes tyles as the audience, the latter felt as if they were at home, and

not audiences going to a theatre. The mood in yose \vas as if both
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performers and audience members ,vere casually engaged in

sekenbanas!Ji tlt rIS' ~ or; sma II ta lk·. In this manneL current events

and local news became a part of the comedy routine on stage. J­

Furthermore, the number of performances and entertainment forms

\vhich manzai incorporated ,vas limitless. ·;.Jlanzai alone began to

encompass the whole of .vose (vaudeville) with its mimicry, puppetry.

traditional Japanese music, sangs, skits and even kabuki. Alanzai began

to have the reputation that one could see everything in it:-J8.Jfanzai's

sensitivity ta its environment, as weIl as its capacity to imitate and

absorb aIl manner of performances, information, cultural products,

mores and customs was most fittingly described at the time b:r the

expression •maneshi manzai' ~ ~ L ~:t ,meaning; manzai that

mimics. ,39 This is one of the defining fcatures of manzai which have

remained central ta its nature throughout its development in the

t\ventieth century.

.A.nother reason behind manzai's expanded appeal lay in changes

in the social class of yose audiences. The First World \Var (Taishô 3-7

or 1914-8) allo~red Japan's capitalist economy ta make rapid progress.

It was after this period that Japan moved from an agriculturally centred

nation ta an industrialised nation. As a result, the social class of those

who sought out entertainment in the J'ose gradually shifted from the

merchant class of the harbaur area, that had supparted Osakan rakllgo,

ta the salaried and working class. These new theatre-gaers cared less

:l7 Ibid., 43-7.

J8 Yoshikawa, 79 .

H Aiba, 14.
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for rakllgo - \vhich provided character descriptions according to a clear

pIot~ and told of human feelings in days of yore - than for man=ai.

\vhich was far more lively and entertaining"~o

Natural1y~ the rise of man=ai"s status was closely tied to the

emergence of companies that managed yose theatres and controlled the

entertainment industry. In the tumuituous years \vhich follo",·ed the

First \Vorld \Vac oid theatres and entertainment halls disappeared as

fast as ne"'- establishments appeared in Osaka. \Vhen the dust settled in

Taisho Il (1922), these new establishments feH largely into the hands

of two companies: Shochiku :f~ i'J - later known as Shochiku

Entertainment Corp. - and 'Yoshimoto K6gyo '*"*JI!. * . \Vhile

Shochiku became known as the "kingdom of theatre', ~(oshimoto Kogyo

became the' kingdom of entertainment'. Shochiku firs t imposed itself in

Osaka. Having previously gained control of the theatres in Kyoto in the

~/Ieiji 30's (1897-1907)~ Shochiku made its way into Dotonbori, and by

~1eij i 45 (1912), contro lIed the five major theatres. In the same year,

Yoshimoto Kichibë êf::$: êf~ ~Ï and his wife Sei -tt ~', founded

Yoshimoto Kogyo, and soon began acquiring yose as ~vell. \VYith the

appointment of Sei's brother Hayashi Shonosuke * lE Z M (1899­

1991) as chairman in Taisho 6 (191 7), and under 'Yoshimoto Sei' s

supervision after her husband died in Sho\va 13 (1924), Yoshimoto

Kogyo began actively recruiting ne\v performers. In Osaka at the time~

there \vere over a hundred rakugo performers, divided into two camps:

the Katsura faction ~ lm and the Sanyü faction =1:i:. ~ . Just as

Shôchiku had consolidated the theatre industry - primarily kigeki and

40 Oda, 18-20.
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shimpageki -. 'Yoshimoto K-ogyô took these two factions under its \Vlng

and consolidated the rakugo \vorld. By Taisho Il (1922 L 'Yoshimoto

~ogy6 had expanded its presence into Tok~..o~ ·Yokohama and ~obe. and

had acquired over thirty.vose, establishing itself as the undisputed king

of entertainment in Osaka.-tl

In the history of manzai, one event stands out clearly as a pivotaI

point: the Great Kanto Earthquake of Taishô 12 (1923). Sorne t""enty

years after manzai emerged as stage entertainmenL there \vere over two

hundred pairs of performers throughout Japan. A considerable number

of them were Osaka-based performers who had followed the k6k..vü

manzai movement and were just beginning to settle down in Asakusa.

Others had also settled in outlying areas of the K-anto region. \Vhen the

earthquake ravaged Tokyo, they had no choice but to return to Osaka.

This had two important consequences for manzai. First, Osaka suddenly

found itself with a thriving manzai population. Naturally, this brought

about an increase in competition, which led ta certain irnprovemen ts in

performances. Second, this was the beginning of a new role for manzai.

The performers returning from Tokyo used manzai to report news of the

earthquake to their Osaka audiences. \Vhen word of this spread, manzai

began to attract an even wider audience, one that ineluded people who

previously never considered attending yose theatre. 42 \Vhereas in earlier

years, the audience often brought local topies to the performers wi thin

their seken banashi, now manzai performers brought news to the

audience. Modern manzai comedians often provided an alternative to

H Akita, Osaka warai banashi shi, 27 -9 .

42 Ibid., 33-5.
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ne\vspapers~ presenting under a different angle the ne\vs gathered on

their travels, and providing social or political criticism - sometimes

openly, sometimes covertly - through their humour.

In the years that follo\ved the earthquake~ there \vere slgns that

Kamigata rakugo \vas beginning to decline \V'hile manzai continued to

gain recognition. In Taishô 13 (1924), the famous raconteur Katsura

Bundanji III - fi;:t1 Â E:fl tiî passed away and the talented Sh6fukutei

Shokaku IV· (!Q fi::~ti ~~~ retired from the stage.-tJ ~,:fean\vhile,

Yoshimoto Kôgyo's chairman~ Hayashi Shonosuke~ had high hopes for

manzai, even though it was not considered a mainstream entertainment

at the time. PartIy based on his evaluation of the changing J'ose

audience's needs and partly guided by intuition~ Hayashi came up with

a ne\v company strategy of manzai-centred performances. 4~ His ideas

were not met with approval at first~ but Hayashi stood firm on his

decision : .... In any company whatsoever," he said, '''when one do es or

thinks something unconventional, there is a backlash. If one \vorries too

much [about the backlash], one never makes progress. ,.45 For his

shre\vdness~ determina tian and le adership, Hayashi would be kno\vn

throughout his seventy-four year career as "the lion of Yoshimoto',

\X/hile Hayashi' s efforts focused primarily on manzai performers,

there was one notable exception which deserves mention: raconteur

Katsura Harudanji 1 191 fi; ~ $: E:fl iis . Recruited by Yoshimoto Kôgyo in

Taishô 10 (1921), Harudanji's popularity soared despite the fact that

4; Oda, 18.

44 Akita, Osaka waraibanashi shi, 18 .

45 Takemoto, 68.
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the world of Kamiga ta rakugo \vas fading. His suc cess \""as due to the

fact that he did not follo\v the narration style of rakugo and made \vide

use of man=ai-like gags and jokes. He disregarded charac ter

descriptions. coming out instead \vith a succession of nonsensical

dialogues which provoked explosive laughter. Harudanjïs existence

bears testimony to the transitional phase benveen the end of the Taishô

period and the beginning of the Shô\"\r'a period in \vhich the mainstream

of Kamigata entertainment shifted from rakllgo to nI an:=ai. 46

Another factor which contributed to manzaÎs recognition and its

general acceptance \,\'ithin Osakan society was the appearance of

husband and wife manzai duos. \Vhen ondo was incorporated into

Nagoya manzai~ it was essentially a showcase for young male singing

talents . .:lfanzai was known as an entertainment for bachelors performed

by bachelors~ and the content of comic repartee was vuigar and often

indecent. In the early Taishô period~ however~ as young manzai

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 manzai presented \vas relatively limited. The seken

banashi of manzai couples introduced a soft touch and a greater depth.

Husband-wife duos on stage signaled that manzai was 'gro\ving up'.

Gradually, manzai yose began to change from a bachelor hang-out to a

place where couples felt comfortable as weIl. At the time, a ~feiji sense

of decorum still reigned, and it was not acceptable for couples to be

seen walking about together on working days. The only exceptions were

tinkers, who worked as couples aIl the time, and were praised for their

4é Oda, 22.
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harrnonious lifestyle. Ho\vever. man=ai couples eventually replaced

tinkers as the ideal double-incarne couple. ~eighbours enyied them

because the harmony required to perform together on stage carried over

into their conjugal life . .s
7 This notion not only attracted many ne\v

perforrners ta J'ose, but it also contributed to man=ai·s social

acceptance as the content improved and the vulgarity diminished. Today

few manzai married couples remain; their rate of divorce increases

proportionally ta their popularity. Often, the popularity of the husband

with young female fans led to extramarital affairs. 48 Female duos~ on

the other hand, first made their appearance in Taisho 13, and have

remained popular ever since.

<li Akita) Ôsaka waraibanashi shi, 54-6.

4E Aiba" 35 .
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CHAPTER III

~L-\?'Z.-\I OK THE AIR

Bety,veen Taish6 14 (1925) and Sho\va 28 (1953)~ man=ai \vas

profoundly influenced by new forms of mass media such as radio

broadcasting~ records and film. These technological innovations altered

the form and content of modern man=ai.

~iranzaj· From 'Teu TbQusand Talents' to 0; Cbock-full of Talent"

The Great Depression, triggered by the D.S. stock market crash in

the fall of Shôwa 4 (1929)~ had serious repercussions for the Japanese

economy. As the Osakan entertainment districts would saon discover.

however, the comedy business thrives in a depression. The follo\\o"ing

year~ in Sh6wa 5 (1930), 'Yoshimoto K6gy6 chose the Nany6kan

~~~ theatre in Sennichimae to inaugurate a new strategy called

jussen manzai +~ J5::t or 'ten-sen manzai'. At the time, admission

fees for entertainment halls ranged anywhere from thirty ta a hundred

se 11 (one yen). At the N anyôkan, not only V\ras the admiss ion fee very

inexpensive - about the price of a magazine -, it was the only yose

which catered exclusively ta manzai. Jllssen man=ai ~vas an immediate

hit, and the Nanyokan filled ta capacity every day. In Shôwa 5,

Yoshimoto Kôgyô commanded forty-eight pairs of manzai comedians,

and aIl of them performed regularly on stage. In the years that followed,

the competition between nzanzai duos at the Nanyokan became fierce.

'Yoshimoto Kogyo evaluated each duo' s abilities when they entered the

company, and determined their arder of appearance accordingly. Every
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duo \vas conscious of their rank since it determined their salary.

Backstage, manzai performers \vould discuss ho\\: the audience

responded to the duo on stage. ~e\v duos would benefit from backstage

evaluation sessions when their act \\ras finished. Every duo strove to

discern the advantages and disadvantages of their competitors~ ",-hile

tr:ring to come up with unique elements. Sorne duos chose to change the

forro of their manzai, by dressing up in costumes. for example. Others

chose to concentrate on the content by developing unique talking styles.

In any case~ the congregation of 50 many performers under one roof and

under such competitive conditions had great impact on manzai, 'which

benefited from the continuaI refinements and innovations. l The

N anyôkan \vas known thereafter as ~ manzar s training ground·.

Shôwa 5 (1930) was a very eventful vear for manzai. Not only didw.· _

it mark the beginning of the Nanyôkan theatre's fame. it \vas also the

year in \vhich the trailblazers of modern manzai first took to the stage.

Two performers, Yokoyama Entatsu ~ UJ :::r:. ~ -7 '/ (1896-1971) and

Hanabishi .Achako 1Ë~ 7 -; .:.r;:z (1897.. 1974), became ~the fathers of

modern manzar (see figure 10). Both Entatsu and Achako had

experience performing manzai before Hayashi Shônosuke brought them

togethcr. Entatsu was born in Hyôgô 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 Shôwa 4 (1929), decided to tour the

United States where he performed for Japanese Americans. Later, he

despaired of the entertainment profession and aspired to become a

1 Akita, Osaka waraibanashi shi, 104-9.
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hairpin manufacturer. F ailing miserab ly. he returned to Osaka. \vhere he

settled into the Tamatsukuri area and began to perform once again.

Hayashi had already enlisted Hanabishi Achako in Taishô 15 (1926)~

and was looking for a partner to match him \vith. For Hayashi~ Entatsu·s

hum oro us facial expressions~ along with his timing and tempo made

him the perfect man:=ai partner. 2

Achako was barn in Fukui prefecture under the name Fujiki

Tokuro Hi *~ ~fi J. Before pairing off with Entatsu, Achako had

already achieved popularity in a duo \vith the former kigeki actor

Chitoseya Imao -=f~* -fy' ~ • with \vhom he delivered a unique man=ai

style that combined karllkuchi with riddle-solving. 4 In Taishô 8 (1919)~

a local evening newspaper selected the duo as the number one ka...-yü

man=ai performers. 5 \Vhen Hayashi caught sight of Achako with Imao at

the Aishinkan ~ ~ ~ theatre in Sennichimae~ he decided to recruit

him in ta x~oshimoto Kôgyô. (5

:! Takemoto, 69, 73.

J Ibid., 69.

1; Mochida, 250.

5 Akita, Ôsaka waraibanshi shi, 77 .

Il Takemoto, 69.
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Fig. 10. Left, Yokoyama Entatsu; right, Hanabishi Achako. Reprinted
from Inoue Hiroshi, Osaka no warai [The Laughter of Osaka] (Osaka: U.
of Kansai Press, 1992), 65.

In May of Shüwa 5 (1930), Entatsu and Achako made their debut

at the Tamatsukuri Sankôkan :li ~..=..*. theatre, and manzai would

never be the same. Previously, manzai performers would appear on

stage in a montsuki ~ 1"1 ~ crested kimono, hold a harisen fan, play

instruments, sing ondo or other musical repartee, dance, and only in

between acts, engage in comic hanter. Entatsu and Achako appeared in

Western clothes - dressed in three-piece suits, wearing a how tie and

bowler hats. They did not play, sing or dance; they engaged in comic

hanter 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 time. Instead of the
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stage language used by other man;;ai and karukuchi performers. Entatsu

and Achako spoke the everyday language of salari ed \vorkers and

students. They would talk about the latest trends in society as well as

current events. The audience that expected ondo singing \vith a little

comedy thro",-n in~ \vas at first unpIeasantly surprised by their

performance. Jeers erupted throughout the theatre~ and Entatsu and

Achako were met with shouts of ~·Do man=ai~ will you'?" or "Let~ s hear

sorne singing!'~~ or even ·"Go home! \Ve didn' t come to hear

karllkuchi!,,1 Nevertheless~ the young salaried workers in the audience

enjoyed the performance immensely.

Entatsu and Achako would shortly rise to na tionaI stardom and

even become screen actors. The duo had radically altered manzai. They

had taken the karukuchi-inspired dialogue - previously an interlude

bet\veen ondo singing and other arts - and turned it into the centrepiece

of their performance~ thereby making comedy the focus of the

entertainment.

In order to understand what motivated Entatsu and Achako ta

make such a bold departure from the manzai of their peers, we must

step back for a moment and consider Japan' s experience of the modern_

After the industrialisation triggered by the First \\Torld \Var, Japan

entered an era marked by socio-economic and cultural transformation in

which oid establishments were cleared away and novelty became

commonplace. The manzai stage reflected these transformations. For

example, a popular singing routine within the man:zai performance at

the end of the Taishô period was a kazoeuta ~;t QX - a song which

7 Mochida, 251-2.
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enumerates things - called ··How the Times Have Changed··. The song

includes these comments:

T\li·o. Through a mysterious \vireh~5S broadc as t. one can hear
various arts \vithout even being there; unusual things happen every

day. Truly~ ho\v the times have changed!

Four. People going abroad are becoming numerous. Japanese
people speak English, foreigners \,.rear Japanese night clothes.

Truly~ how the times have changed!

Six. It' s difficult to succeed if one is unlettered. 50 more people
work their way through school. If you don 't kno\-V' the ne\v \vords,
you' 11 be embarrassed. Truly~ how the times have changed!

Eight. In baseball and student sumo~ the winner waves the pennant
as a victory for his province. Truly~ ho~v the times have changed!

Ten. The popular arts of the times : cinematograph~ }'asugi-bllshi~

manzai, owara-bushi. Sawada Shôjirô's sword plays are a11 the
rage~ ballroom dancing is also interesting. Truly~ ho~:' the times
have changed! 8

Entatsu and Achako took the prineiples of manzai mimicry to their

fullest implications. Retaining only dialogue, they were able to devote

their attention fully to the task of incorporating the changing times into

their performance.

Contrary to previous manzai whieh often included talk one might
hear in a ro\v house in a back aIle)' or in a domestic quarrel,
[Entatsu and A.chako] would talk about residential districts in the
suburbs or about cafes and coffee shops popular at the time. 9

Radio, baseball, new words, movies, new fashions and popular trends -

these \vere the tapies that animated Entatsu and Achako's manzai.

8 Akita~ Osaka waraibanashi shi, 63-4 .

9 Yamazaki Toyoko, Hana Noren, serialised in Chu6 K6ron (January 1958
and subsequent issues), qtd. in Oda, 18.
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changing times~ specifically the \Vestern media culture consumed

through movies~ movie posters~ photographs and advertisements. After

\Vorld \Var l, as American films beeame international in character and

dominated the world markeL Greta Garbo~ Rudolph '"alentino and

Charlie Chaplin became ieons in Japanese popular culture. Charlie

Chaplin particularly influenced the entertainment business. "By the

onset of the Pacifie \Vac Japanese filmgoers ,vere familiar not only

with Chaplin but with Japanese Chaplin look-alike comedians in films~

a Japanese character named Chaplin in a comedy~ and plot Hnes in

J apanese films were based on Chaplin' s stor)" Hnes. ,·10 Although

Entatsu wasn' t the first Japanese comedian ta emulate Charlie Chaplin

N··h Ch . B -T.- ..- --J> ., ,- l lIon appunn .:f.... -.r ~ '/ ./ ~. .,,/ , a manzai performer in a duo

•

with Vmenoya üguisu :fli ~* 7' -;'7 ..;- À , has that distinction for his

Tokyo debut in Taishô 6 (191 7) - he firs t achieved national fame.

':'[Entatsu] had profound respect for Chaplin as his teacher. In his

manzai, konto [skits] and in his movie acting, you could see

Chaplinesque moves every~rhere. \\That was more, that little moustache

[of his] was just like Chaplin' s. ,,11 Entatsu also emulated Americ an film

comedian Harold Clayton Lloyd, wearing dark-rimmed eyeglasses like

his. 12

Entatsu's appearance \~iaS not merely a fashion statement; it

10 Miriam Silverberg~ "Rernernbering Pearl Harbor~ Forgetting Charlie
Chaplin, and the Case of the Disappearing \Vestern Woman: A Picture Story~··

Positions l, no. 1(1993): 49.

II Takemoto, 76 .

12 Oda, 18.
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served to reinforce the comical effect of his performance. In her novel

modelled on the lives of 'Yoshimoto K.ogyô founders ·Yoshimoto K.ichibë

and his \vife Sei~ entitled H ana .Voren 1Ë r;:J r:.. /-'J • ·Yamazaki Toyoko

UJ Pflif ~ ~ describes Sei' s first encountcr \vith Entatsu before he \vas

paired with Achako~ performing in a Kobe theatre:

He wore black-rimmed eyeglasses and a serious-looking small
moustache, and ,vas neatly dressed up in a suit ,vith a bo\vler hat.
H was the firs t time she had ever seen an entertainer come on stage
with glasses and a moustache. Dntil then. even if they usually wore
glasses~ it vI/as common practice for entertainers to remove them
before going on stage. For Taka [the character modelled after Sei].
Entatsu' s appearance and attitude suggested either an elementary
school teacher or a country village mayor. Apparently, his aim was
to say foolish things with that rigid~ serious-looking face. 13

In other words~ in an age when \Vestern clothes were associa ted ,vith

rigidity and authority~ Entatsu had created a visual equivalent of

deadpan humour. Due to the novelty it represented~ the popularity of

Charlie Chaplin and the comic effect it produced, Entatsu and Achako' s

Western appearance became quite a sensation in Osaka. In fact. soon

after their debut, there was a rapid increase in Wes tern style c lothing

among audience members. 14

Entatsu and Achako \von a loyal follo~ting among students and

young salaried workers who enjoyed laughing about the events related

ta their daily lives. Yet, the ondo fans in the audience were not easily

\von over. They often jeered the duo when the y appeared on stage.

Nevertheless, even they came to appreciate Entatsu and Achako thanks

in part to the police officer in the official seating area. In those days, a

13 Yamazaki, qtd. in Oda, 1ï-8 .

14 Akita, Osaka waraibanshi shi. 75.

69



•

•

police officer was usually present in nu:;n=ai theatres to make sure that

nothing too 'vulgar or inappropria te \"\"as being said or disp layed on

stage. If a manzai performer made a slip of the tongue on stage. he \vas

rcquired to submit a \vritten apology ta the officer the next day.15 \Vhen

Entatsu and Achako noticed the police officer struggling to control his

laughter! they decided to make it their objective to make him laugh~

which in turn motivated them to produce funnier material. At the same

time, the officer· s presence in the yose served to block the jeers of the

audience. Eventually, those who restrained themse Ives out of deference

to the police officer realised that, contrary ta their expectations.

Entatsu and Achako 's man=ai was entertaining, even without ondo. 16

In recognition of Entatsu and Achako' s ground-breaking

innovations, 'Yoshimoto Kôgyô concluded that it was time to change the

spelling of manzai once again, and entrusted the neologism to newly

appointed ..-\.rts and Advertising Department director Hashimoto

Tetsuhiko .f$ * fi{~ - known among cognoscenti as the brains behind

'foshimoto' s twentieth century 'success story. d 7 Hashimoto changed

the spelling to a homonym 'manzai' ~::r , drawing his inspiration

from manga ~ 00f cornies - which means 'overflowing pictures' - and

mandan ~ ~ , or 'overflowing' comic monologues, both of which

were gaining popularity at the time. Therefore, manzai had made its

third transformation! changing from a display of 'ten thousand talents'

to an entertainment 'chock-full of talent'.

15 Ibid., 88.

le Ibid., 82 .

17 Mochida, 237n.

70



•

•

j.'Ianzaj \(eets the \fass \':[edia

The invention of radio contributed to Entatsu and Achako's

success and to the establishment of modern man=ai as a nationally-

recognised genre. A.s soon as radio officially began in Osaka in Taishô

14 (1925)~ nanÏlt'a-bllshi. rakllgo and kc5dan ~. ~~ - professional

storytelling - was broadcast live from theatre halls. 18 The same year.

the comic duo Katsura Tarôbô and Jirôbô ~* ~G f;jj • ~ ~fi j:}j broadcast

a farm of karuku.chi dialogue in Osaka under the title of -humorous

manzai'. 'Yet manzai would not be broadcast again on radio for another

nine years~ mostly because theatre owners - including man:=ai monarch

'Yoshimoto Kogyo - were concerned that audiences would stop coming if

they could enj oy the performances at home for free. 19 In Sh6wa 4- (1929)~

the Tokyo Entertainers Union demanded that radio stations stop

broadcasting from theatres at night, for fear of losing audiences in their

most lucrative time sIal. 20

'Vhen radio broadcasting began in Osaka~ Hayashi felt

particularly threatened by the \vireless menace. He \\"ent 50 far as to

\vrite a notarial deed prohibiting employees from performing in places

unauthorised by the company2l. Ironically, it was a '''{oshimoto

employee - the manzai-styled rakugo star Katsura Harudanji l - \vho

"rould prove that radio in fact benefited the entertainrnent business.

18 Inoue Hiroshi, Osaka no warai [the laughter of Osaka] (Osaka: U. of
Kansai P, 1992), 115.

19 Akita, Osaka waraibanashi shi, 70-2.

~o Inoue, Osaka no warai, 116 .

Zl Takemoto, 75.
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Contr a ry t0 Hay as h ï s f ears. listene r s \vhotune d in t0 H aru danj ï s

unauthorised appearance on XHK. radio in Shô\va 5 (1930) subsequently

became regular theatre-goers. A.s a resulL Yoshimoto Kôgyo quickly

changed its position. It thereafter became a strong ally of aIl forms of

mass media. 22

In Shô\va 9 (1934), manzai returned to radio ~rhen Entatsu and

Achako performed a routine called .... Sokeisen" !f!.~~ in a live

nation-wide broadcast. This began the duo's national recognition. 23

From that moment, yase performances on the air became family

entertainment. Other manzai performers quickly followed Entatsu and

A.chako' s lead, performing manzai in front of a microphone in a radio

studio. Radio posed different challenges than yase. Sensing the need for

man=ai tailored ta radio, 'Yoshimoto Kôgyo's Akita ~:finoru :fk ES ~

(1905-1977) - manzai scriptwriter and a leader of Osakan entertainment

culture in the Shôwa period l4
- wrote a radio script called Katei Tenki=u

~~ 7( ~ ~ or "·Family \Veather Map" which launched family-oriented

manzai. 25 Indeed, faced \vith the knowledge that any man, woman or

child could potentially become an audience member, man=ai comedians

in the radio studio were instilled with a sense of responsibility with

respect ta content. As a result, they suppressed the vulgar or indecent

jokes that sometimes appeared on the man=ai stage. The new,

'wholesome' radio manzai contributed to its popularity and national

22 Mochida~ 236n.

ZJ Ibid., 255.

z.; Ibid., 184n.

:5 Inoue, Osaka no warai, Il 7.
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recognition. 26 Entatsu and .-\chako. for cxample. often focused on

comfortable themes of innocence and naïveté. 2
- The most striking

differenc e behveen the stage and the radio studio. ho\vever. \vas that

manzai comedians could no longer rely on visual eues. Shabekuri

ma11zai~ as opposed ta other forms of nzan=ai which relied strongly on

visual eues, proved most suited for radio since it relied on dialogue

alone. Performers ,vho "ranted ta be on the air were thus obliged to

adopt the shabekuri man=ai format. This. in turn, increased the number

of shabekuri manzai comedians on the J'ose stage. Although man=ai that

included singing, dancing and musical instruments \vould still continue

beyond the 1930' s, such styles gradually diminished in eomparison to

shabekuri manzai. 28

.o\fter Sh6wa 12 (1937), the year in which Japan \vent ta war with

China, manzai comedians who had yet ta experience a radio broadcast

were given a po\verful incentive when microphones and loudspeakers

began to appear in yose theatres. Since microphones \vere the symbal of

radio at the time, speaking inta a microphone on stage gave performers

the illusion that they \vere in fact preparing for the day when they

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

manzai comedians more conscious of their dialogue, which also

contributed to verbal sophistication. The microphone had another effeet

~6 Ibid., 118.

n Akita, Osaka waraibanshi shi, 75 .

28 Inoue, Osaka no warai, 118.
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on modern manzai. Previously. a small table \vith a tea cup sat back

from centre stage~ as on the rakugo stage. The comedians would move

and shift position. \Vith the microphone~ comedians ,'vere obliged to

remain close to il. The microphone introduced a fixed point on stage

and eliminated unnecessary movements. It thus focused comedians'

attention on deliberate movements. This was crucial to the refinement

of visual humour on the manzai stage. 29 .Jfanzai duos developed their

o\vn body language, which further reinforced their stage identity.

Before radio~ the gramophone had made inroads in Japan. The

first ma17zai duo to record their performance was Sunagawa Sutemaru

.lfJ; JlI ~ 1L (1890-1971) and Nakamura Haruyo cp:ft ~{-t (see figure

Il), sorne time before Taishô 10 (1922).30 \Vhereas Entatsu and Achako

are credited \vith creating modern manzai and raising its position as an

entertainment genre in the Kamigata area, Sunagawa is credited with

spreading manzai to the rest of the country. \Vith a career spanning the

Meiji, Taishô and Sh6wa periods, Sunagawa is a god-like presence in

the manzai world. 31 He also cuts a unique figure in Japanese

entertainment: throughout his career of over seventy years, he retained

the style of stage manzai dating back to Tamagoya Entatsu' s day~

wearing a montsuki kimono, beating the tsuzumi drum and singing

ondo. J2 One of the reasons for his national reputation was his records,

enjoyed by families throughout Japan. In Sh6wa 9 (1934), Yoshimoto

29 Akita, Osaka waraibanashi shi, 215- 7.

~a Ibid., 126.

~1 Aiba, 98 .

31 Mochida, 190.
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Kogyo entered into collaboration \vi th record companies Polydor and

Tcichiku in order to producc its o\vn records. J3 Entatsu and .-\chako

recorded their first performance the follo\'ving year. and other man=ai

comedians follo~red suit. Record companies began to make

compilations of man=ai performances geared to family enjoyment. often

selling sets of several records with such advertisements as •a manzai

conven tion you can listen to at home'. Thus. the record industry \vorked

with radio to turn man=ai into a \vholesome family entertainment. 3~

33 Ibid., 258 .

34 Akita, Osaka waraihanashi shi, 126-7.
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Fig. Il. Left, Sunagawa Sutemaru; right, Nakamura Haruyo. Reprinted
from Aiba Akio, Kamigata manzai nyiinon, 99.

Entatsu and Achako's career as manzai comedians on stage was

remarkably short-lived, their last performance in Showa 9 (1934)

coming a mere ten months after 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. Sorne argued

that Hayashi Shonosuke, who considered Achako miscast as a tsukkomi,

wanted him ta play a boke role. Others claimed that Entatsu had gripes

about his salary.3s Although no longer together, the duo of Entatsu and

Achako lived on thanks to a new medium, the talking film .

3S Takemoto, 84.
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The ~ikkatsu film company produced its first experimental talkie,

Furusato or ~Home' in Sho\va 5 (1930)~ and by Shô\va 7~ talkies had

bec orne increasingly popular. 36 Yoshimoto Kogyo jumped at the

opportunity to cash in on Entatsu and Achako' s popularity, and came

out \\dth a film featuring the beloved duo in Sho\va 10 (1935)~ called

Akireta Renchii "k ~ rJ t:- J!g rp - which means something like "'those

jerks~~. The first three films in the series were written by Akita ?vIinoru.

In the war years alone, Yoshimoto K6gyô made o'Ver ten films featuring

Entatsu and Achako 3ï (see figure 12). Other movies \vere soon made

starring equally talented manzai comedians. The relationship between

the stage and the silver screen \vas a two-\vay interaction, hO\\lever.

Successful film performances \vere often converted to stage versions.

For example, Akireta Rench iïled to a stage production in Asakusa

called ... Akireta Bôizu~', performed by four comedians. Thus began

group manzai, and subsequent practicioners would retain the title

; bci zu' - ~ boys ' .

H Matsuda Film Productions, "~Timeline of Japanese Sïlent Films,"
[information service on-line] available at http://www.infoasia.co.jp/subdir/matsuda;
Int e rne t ~ ace es s e d 9 D ec ., l 997.

:n r,,1ochida, 258.
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Fig. 12. A scene from Akireta Eiga ~ ~ tL t~ ~ iif , starring Yokoyama
Entatsu and Hanabishi Achako, one of the films in the ~~akireta" series.
Photo provided by Akita Minoru. Reprinted from Mochida Toshi' ichi,
Osaka owarai gaku, 257.

One of the most successful comedy films of the day was a parody

of the historical epic Mito Kanon Many iïci 7k Ft 1Ii. r~ ~ if~ . The

stage version "was performed and weIl received in Osaka at the Kadoza

Theater. This stage show starred other comedians snch as Takase

Minorn [ rt\'i~~* ]and Yanagiya Kingoro [ • ~ 4i: i8-~ ], the

number one rakugo performer, who made audiences roar with

78



•

•

laughter. ··38 ~Iovics thus crcated an opportunity for a nc\v type of stage

performance in \vhich man=ai \vas accompanièd by various other

performing arts to create a unified eomedy repertoire. This new

arrangement contributed to man=aîs diversification as man=ai

comedians became more versed in other forrns of humour. 39

I\{ao za j Goes tD 'Var

\:Vhen Japan invaded ~JIanchuria and created the puppet state of

!vfanehukuo bet\veen Shô\va 6 and 7 (1931-2). 'Yoshimoto Kôgyo reacted

by planning the Japanese entertainment \vorld's first consolation visit.

Naturally, the visit aimed to boost the morale of Osakan troaps

stationed in ~1anchuria. The jab was given to Entatsu and Achako. and

Ishida Ichimatsu 7fi ffi - f~ , an enka t~ ~ ballad singer who

originated a musical performance style called the nonki-bushi

(1) Jv ~ W , or the "happy-ga-lucky tune'. The three entertainers spent

close ta a month in fi1anchuria in the co Id of ~'inter, cheering up the

soldiers and observing the events araund them. 40

"'{oshimoto K6gy6' s decision to organise the visit evoked the

spirit af volunteerism. Takemoto explains that one of the campany's

eurrent policies, "serve the populace,' was present from its early days.

For examp le, when a fire broke out in the neighbourhood, 'Yoshimoto

employees would come out in full force to help with fire-fighting

activities. Wearing happi coats and carrying paper lanterns emblazoned

38 Yoshika wa, 80_

39 Akita, Osaka waraibanashi shi, 137-42 .

,(0 Ibid., 95.
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\vith the company name~ the men wou Id arrive and shout out:

.... Yoshimoto is here~ ... \Ve've come to help. ~o need to worry~" The

women \,,"ould arrive \'\I"ith freshly steamed rice. shouting: "... these are

'Yoshimoto~s rice balls!" Although Hayashi claimed that this \vas purely

volunteer work~ Takemoto states that it obviously aimed at publicity.·H

Like\vis e, the conso lation tour of ~\ifanchuria may have been a publicit)·

stunt.

\Vhen Entatsu and Achako returned to Osaka~ they reported

everything that they had \vitnessed abroad on the .l'ose stage \vith a

comicai twist. Akita provides this snippet of manzai as an exampIe:

ACHAKO. l can 't even put into \vords how cold it \vas in Harbin.
ENTATSU. It wasn~t an easy-going kind of coid. It was a cold

that hurts.
ACHAKO. The instant YOll went outside~ the cold gave you a sharp

sensation on your skin as if you had been pricked by a needle

[pronounced •hart' ~ ] or a pin [pronounced the same J.
ENTATSU. So that~s why they calI that town ·harjpin~.o$2

Their "news manzai' created a sensation everywhere. Osakans

flocked to yose to learn about the conditions in ~fanchuria in an

entertaining fashion. lvIanzai began ta appear in the society section of

newspapers. 43 For the first time, manzai had made an impact on society

at large. By the time of the China Incident in Shôwa 12 (1937), ·"i t \vas

taken up in ne",rspapers as weIl as magazines. Even short staries and

navels began to include camie and manzai charac ters in them. ,do$

4[ Takemoto, 34.

42 Akita, Osaka waraibanashi shi, 96.

4; Ibid., 97 .

44 Yoshikawa, 80.
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Consolation visits on the \var front continued on a regular basis

through Sho\\"a 17 (1942):~5 \ïsits \vere also organiscd \vithin Japan to

military factories. EventuaIly~ comedians \\,ho participated in the

wartime effort gained a name. Inspired by the Japanese air force unit

known as the -fierce eagle corps' or arallias/zi butai 1rE ~ tif; ~ ~ they

called themselves the "laugh-making corps" or lvara.."vashi butai

~ b ~ g:p f1:~ .46 This new comedy brigade included the man=ai duo of

:\1iss \Vakana ~ A . ~ .,:.; -;- (1910-1948) and Tamamatsu Ichir6

~t~-~~ (1906-1963). \V·akana and Ichiro"s innovation consisted in

combining shabekuri man=ai with musical elements. 4~ The duo owes

much of their suc cess~ however~ ta their experiences as members of the

warawashi butai. -"It can be said that their popularity as man=ai

[performers] became unshakeable thanks ta their numerous man=ai

-aceounts of the struggles of the warawas hi tai' which they would

report each time they returned ta Osaka. ,,48 \Vakana and Ichiro were

later recruited and elevated ta star status by a company called Shinkô

Engei mft~ ~ or -New Entertainment Company', established in

Showa 14 (1939). The company was known for developing a \vell­

rounded entertainment repertoire combining comedians with actors and

singers. Eventually, ·-the Ne~v Entertainment Company ... grew into a

company large enough ta challenge Yoshimota Entertainmen t Ine. ,,49

45 Takemoto, 88.

ole Akita, Ôsaka waraibanashi shi, 229 .

.;7 Nlochida, 2 ci 3-4n.

48 Takemoto, 88 .

49 Yoshikawa, 81.
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Shô\va 12 \vas a turning point for Japan. marking the bèginning of

i ts s teady es cala tian to~vards the Second \Vorld \Yar. Because of the

prolongation of the China Incident "which in essence lasted until

Japan's total defeat in 1945 .... the Japanese \vere drawn further and

further into an aIl but fruitless effort \vhich hastened the conditions of

militarism and regimentation at home ... ·~~o This affected the ,"vay in

which manzai comedians behaved on stage. Jian:=ai comedians had

previously represented themselves as common people talking frankly

about their everyday lives. In the \var~ ho\V'ever, man:=ai comedians

portrayed themselves as common people who ais a co-operated ",°ith

home front activities. SI Afan:=ai was considered a valuable resource

during the war, since it allo\ved people to forget, if only momentarily,

the harsh reality with \vhich they struggled from day ta day, Due to the

stringent censorship imposed on entertainers, however, it became

increasingly difficult for manzai comedians to draw laughter from their

audiences. Not only \vere they obliged to use scripts which had been

censored heforehand, but the policeman in the official seating area \\ias

particularly vigilant as weIl. lvfanzai comedians thus went ta great

lengths to keep their audiences entertained, Theatre hands would

purposefully rnake sorne excuse to bring the policeman into the theatre

office ta gain sorne time, or the comedians would \\'ait until the

policeman went ta the bathroom. They would then deliver racy and

side-splitting material in a rapid burst. Nonetheless, at the height of the

50 John Whitney Hall. Japan: From Prehistory to Alodern Times (Tokyo:
Tuttle) 1971» 339 .

5, Akita~ Osaka waraibanshi shi, 228.
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\var hysteria. \vhen aIl forms of ent~rtainm~nt conformed to the

•exa lta tion of the fighting sp iri t·. even audiences \ver~ afra id to laugh.

Under such conditions~ the techniques \vhich man=ai comedians used to

cntertain their audiences proved incffective. 51 During thesc difficult

times~ Shinko Engei had a definitive advantage o'Ver Yoshimoto K-ôgyo

since it had many other forms of entertainment to effer its audiences in

addition to man=ai. 53

52 Ibid., 230.

~; Yoshikawa, 81 .
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CH.-\PTER IY

~·IA);ZAI OK TELEYISIO);

The Post-\Var !vlanzai Radio Reyiyal

After the \Var~ the J apanese entertainment industry \vas ln

shambles. The thirty odd J'ose of the Osaka area \vere completely

obliterated~ and the Hvo major entertainment companies. 'Yoshimoto

Kôgyô and Shôchiku Entertainment \Vere practically disbanded.

Nevertheless~ the Osakan people are kno\vn for their optimism in the

face of adversity. Only one month after Japan's acceptance of the

Potsdam Declaration on August 14, Shô~va 20 (1945L Yoshimoto Kegy6

had converted the ruins of the Osaka Kagetsu Theatre "* ~ 1Ë Jj ~1 ~

in Sennichimae from a mortar shack and had reopened it for business

with a new cntertainment programme. l Two years la ter in Showa 22

(1947), the Shôchiku Theatre in Ebisubashi Jtmt~tt reopened and

became a centre of activity in the revitalisation of the entertainment

world. Still, many established performers were not satisfied with the

pittance that the major entertainment companies offered in the

immediate post-war years. They thus decided to create independent

performance units in which they could develop different styles and

schools of acting. 2

One event that helped manzai break free from its post-war

lethargy was the launching of a wave of radio sho\vs featuring the

performing arts of the Kamigata area. The trailblazer was NHK radio' s

! Takernoto, 94 .

:! Yoshikawa, 81.
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• "-K.amigata Engeikaï- 1: if ilif;;: ~ or -K.amigata Performing Arts

Convention' in Shô\va 24 (1949). hosted by the veteran duo Ashinoya

Gangyoku P PJ *Ri:li and Hayashida Jür6:ft EB + er; ~ one of Entatsu

and ..-'\ehako ~ s competitors in the early days of J'ose broadcasting.

Although there \vere already programmes on the air such as '-Rajio

'Broadcasted Convention of Performing Arts -~ they mostly comprised

kOdan narration and riJh-yoku ballads. "~amigata Engeikai" and

subsequent sho\vs placed rakugo and man=ai in the spotlight. By Sh6wa

25 (1950), man=ai had overtaken rakugo as the predominant form of

comedy on the radio, beginning a 'manzai boom ~. Radio beeame a

second stage where manzai performers could perfeet their talents. The

initiation of commercial broadeasting stations in Sh6~va 26 (1951) only

served to accelerate this trend. By the follo\ving year. the numher of

people o\vning radio sets in Japan had exceeded ten million. and many

of them heeame avid fans of radio comedy. Several sho\vs heralded the

beginning of the first 'man=ai boom'. In Sh6wa 25 (1950), there was the

'''Kimagure Shôbôto" ~ '* <:' rI, ~ ~
~'-,.;.,,- ~ or 'The \Vhimsieal

•

Sho\vboat' - starring Yokoyama Entatsu and the manzai duo of Kashima

Rakkï w!ih 7 '/ ~ - with Misono Sebun {dfI ~ -e- 7" /' ~ one of the

first stars of shabekuri manzai in Tokyo after Shôwa la (1935).

Entatsu' s former partner Aehako also shared the limelight when he

starred in '" Achako no Seishun Teeh6" 7 =r .:r ::z CT) îf ~ -=F rfli or

' ..A..ehako·s Diary of Youth' in Shëwa 27 (1952), an Osaka-produeed

radio drama written by Akita !vHnoru that garnered national popularity. ~

3 Inoue, Osaka no warai, 119-20, 222-3.
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The programme attained a record fifty-five percent listening rating in

the summer of Sh6\va 29 (1954). and spa\vncd a movic.-1 By the rnid 50's~

the nurnber of manzai comedians had gro\';"n to 150 pairs in the

Kamigata area and a hundred pairs in Tokyo.5

Te fi -1"e are}"c Jes

\Vithin the world of Kamigata performing arts~ there is a \vide!y

held belief that the popularity of comedy~ and of man=ai in particular,

has moved in regular cycles ever since the 1950's~ \vith waves peaking

every ten years in 'booms'. People speak of an ou'arai b iimll Z ~ 1,-,

./' - J.:,. ; comedy boom' or of a man:=ai b iimu ~:t _~/ -.k . According

to rnoue Hiroshi, such booms go beyond the dictionary definition of

'rapid expansion or increas e ~: ··[A!anzai] booms in this case do not

simply mean that theatres f1ourished~ it signifies that (manzai] thrived

within the broadcast media of radio and television .... [Afanzai booms]

cannot possibly occur without the broadcast media.,,6

Japan entered the age of television in Shôwa 28 (1953). NHK

Osaka Television broadcasts began the next year, follo\ved by the

commercial stations Osaka Television, "~{omiuri Television and Kansai

Television in Sh6wa 33 (1958), and Ivlainichi Television (1959). By the

end of the decade, television had established itself throughout the

country. ~1eanwhi1e, the world of the stage was undergoing important

changes. A.fter the war, Yoshimoto K6gyo and Sh6chiku Entertainment

4 Mochida, 272n.

5 Yoshikawa, 81 .

è Inoue, Osaka no warai, 222.
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had catered to the American occupation army by conyerting existing

theatres into mavie houses and cabarcts.- In the late 1950·s. ho\vevcL

many of these buildings converted back ta performance halls to satisfy

the televisian industry's prograrnming needs. As \vith radio sorne thirty

years earlier~ television began live broadcasts from .l'ose theatrcs. 8

After the first radio-based man=ai boom in 1950-51~ the second

wave in 1960-61 \vas not a man=ai boom per se but rather a boom in

cornedy programmes. \\~hile man=ai carnedians appeared in growing

numbers on television, they were \vell outnumbered by other varieties

of comedians and artists~ including kigeki actors. In Sho\va 35 (1960)

alone, there were 710 different kigeki programmes broadcast on Kansai

Television. 9 Among the kigeki actors who appeared on television in the

early 60's~ two of them deserve mention since they became important

cultural icons in the \vorld of Osakan entertainrnent. They were Shibuya

Tengai II =f~ § ~ ~.72 9f.. (1906-1983) and Fujiyama Kanbi

Hi ili J[ ~ (1929-1990), bath actors from the Sh6chiku Entertainment

Company. In Sh6wa 23 (1948), Shibuya Tengai II established Shôchiku

Shinkigeki fl:; -ft mg: 1$1 ,an updated form of kigeki theatre based on

contemporary thernes. As a scriptwriter, he is famous for his theatrical

adaptation of the life of Katsura Harudanji l, in which Fuj iyama Kanbi

played the role of a liquor shop apprentice. As a Shinkigeki comedian,

Fujiyama was renowned for mastering the ma r~~ or 'interval,' that is,

7 Takemoto, 94-0.

8 Inoue, Osaka no warai, 223 .

!< Ibid., 224.
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the timing of delivery. 10 One of his most memorablc performances \vas

in ··Oyabaka Kobaka" ~ .''-:: .~J ..=t- .'~ -t on \-omiuri Television bet\veen

Showa 34 and 3 5 (1 9 59 -60).

As for man=ai~ the two most representative duos of the early 60's

on television were the brothers Nakada Daimaru (1913-1982) and

Rake tt 0 (1 920 - 199 7 ) cp EH 7-- .r; ? J;"" • :: -T :;l ;.. ~ and the man=ai

couple ~anto 'Yiïji ~ tffLZi= and l\.fiyako Chocho ~ ~ =: ~ k

(b. 1920). Daimaru and Raketto were one of the major duos of the

post-war Kamigata man=ai world. Kno\vn for their motto of 'one laugh

every three seconds~~ the:y were crowned the ~kings of explosive

laughter. ~ 11 One of their best contributions to televised entertainment

was "Bikkuri Torimonoch6" G~"':) < ~ 11ft 4fu ~ or 'The Astonishing

(detective) Casebook ~ on Osaka Television bet\veen Sh6wa 35 and 36

(1960-1961). Nliyako Chocho~ a veteran of the stage from age seven.

received her man=ai training in the pre-war radio years. Paired \vith

'Yüji, she then rose to stardom after the war through numerous

appearances on television~ radio and movies. 12 The duo is probably

most famous for their "':NIeoto Zenzai" ;Jç~ ~ âJG - an expression

which suggests harmonious conjugal life - a highly successful

programme which began on the radio in Shôwa 30 (1955), and \vas

converted to television in Showa 38 (1963). Featuring frank discussions

of marital problems beHveen Chôchô, Yuji and the audience members,

10 tvleiji Mutuai Life Insurance, Osaka General Operations Division, 114:h

Annivc.rsary -Thinking of Kansai' Association, Kamigata: wara; no shinfonï
[Kamigata: a symphony of Iaughter] (Osaka, 1995),58-9.

il Aiba, l 00 .

12 Meiji MutuaI Life Insurance, 59.
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the sho\y created ""a major breakthrough in Japanese culture. Pri\"ate

marital problems (not traditionally discussed in public) were let out of

the closet. ··13

'Vi th the ra p idecon0 m i c exp ans ion 0 f the 1960 . s ~ the dis tribut ion

of television sets increased dramatically~ and the television industry

surpassed film and radio as the dominant mass medium. "-hereas the

previous de cade \vas characterised by performers firmly rooted in the

theatre medium who branched out into broadcast media~ the 60' s

witnessed the success of ne\\" talents planted by television stations.

Appearing in front of a camera on television began to take on more

importance for comedians than stepping onto the yose stage. Television

programmes now incited viewers to attend theatres. 1
-1

The third wave in 1970-11 was truly a manzai boom. centred on

the city of Osaka. Two factors triggered the boom - the first was the

Osaka "'70rld Fair in 1970. which brought throngs of people from across

the nation to 'the city of laughter'" The sudden increase in audiences

revitalised the manzai theatres of Sennichimae and Dôtonbori. The

second factor was the introduction of man=ai awards by the broadcast

media in the latter half of the 1960's and early 70's. Osaka Radio took

the first initiative in Shôwa 41 (1966), with the launch of "Kamigata

~!Ianzai Taikai" 1: jj ~ ::t *- ~ , or 'Kamigata Nfanzai Convention'.

Television followed suit \\"ith the '-NHK Kamigata ~1anzai Contesuto"

N H K 1: 1i:et.::r.::! /' T À ;-. in Shôwa 45 (1970) and the "Kamigata

Owarai Taishô" J: jj.iJ ~ v' *- 1ft" or 'Kamigata Comedy Grand Prize'

l~ Yoshikawa, 82 .

14 Inoue, Osaka no warai, 121- 2.
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on \-omiuri Television t~vo years later. These a\vards fuelled

competition bet\veen veteran comed ians. as \ove 11 a s the ne\v generation

of manzai comedians - \vhich had emerged in the late 60's - \vhose

efforts to create ne\v styles of comedy brought unprecedented diversity

to man=ai. 15

Among the 70 ~ s boomers \vho made significant contributions to

manzai were the duo of \·okoyama 'Yasushi ~ l1J ~ .~ '..... (1944-1996)

and Nishikawa kiyoshi [§ )fr ~ ~'~ (h. 1946) (see figure 13)~ the

lna17zai couple Sh6ji Toshie (b. 1940) and Reiji (b. 1939) lE El liEr. rI .
f.fJ 9è. ~ Komedi Namba \Van comprised of :Nlaeda Goro M EB 11. ~G

(b. 1942) and Sakata Toshio :!li EH frJ;k (b. 1941)~ the rnanzai trio Retsu

Go S anbiki v ~I =f - .=. (ZÇ comprised of Shoji lE 9è. (b. 1941)~ Jun

L: vO Iv (b. 1945) and Chôsaku flt {~ (b. 1943)~ and the duo Nakada

Kausu (h. 1949) and Botan (h. 1948) cp EH ./J 7 7-. • i~~' 5 / .. Toshie and

Reiji are an example of a man=ai couple who continued together despite

their divorce - or in their case~ thanks ta their divorce. Building upon

the success of Chochô and \"üji' s ··~1eoto Zenzai~~' they entertained their

audiences with manzai based on mutuai muckraking stories~ bringing

out humorous details of their personai lives. Komedi Namba \Van are

still popular today. They were the first duo to use a group name, a

practice now common among young manzai artists. ~'fasters of humour

through exaggeration, they are a perfect illustration of boke versus

tsukkomi role distribution, Maeda playing a straight-faced reasonable

character and Sakata a buffoon of such proportions he is known by

everyone as 'Sakata the fool'. Letsu Go Sanbiki were a shabekuri

:~ Ibid., 122.
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man::ai trio. a ne\v style of comedy initiated in the early 60's by th~

l\'Ianga Torio ?!: 00ï ;-. :~ z- . Letsu Go Sanbiki are credited \vith

perfecting the kind of clever repartee \vhich only trios can accamplish.

alternating bet\veen tsukko11li and boke combinations. Today. this style

of man=ai has aIl but disappeared. yet groups of more than t"Wo

performers are still alive in the farm of konto or 'ski!" man=ai. K.ausu

and Botan are another duo ta survive ta the present day. They are

disciples of the Nakada -family' founded by Daimaru and Raketto.

Their humour often deals \vith poverty~ a traditionai theme since the

days \vhen entertainers struggled to make a living. Inspired by the

hardships of his youth drifting between part-time jobs~ Botan plays the

poor man on stage and becomes the abject of Kausu's jokes. For

example~ Kausu would say ta him : "'Botan~ the chime at the entrance to

your house goes bimbo bimb 6 !'~ - bimb 0 means ;poor. d6

16 Aiba, 72-100 passim.
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Fig. 13. Lelt, Yokoyama Yasushi; right, Nishikawa Kiyoshi. Reprinted
from Inoue Hiroshi, aaka no warai, 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 "Dotonbori Awân (hour) on Asahi Television

survived. Since yose theatres partly relied on broadcast media to bring

in audiences, the end of the boom signaled bard 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 manzai on prime-time
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television and the idolisation of man=ai performers. One of the events

which heralded this ne\\" phase wa s the sudden popularity of ··r.:.ao

~'Ieijin Gekijo" 1Ëx.$ )\"~1~ . or ~Kao :\laster's Theatre." a television

sho\v featuring manzai artists which first aired in October of 1979.

\Vhen the sho\v recorded an incredible thirty-three percent ~ielsen

rating in April the follo~.. ing year. television stations took that as a sign

that J'ose broadcast programmes were in demand again, For their spring

line-up in April 1980~ !v!ainichi Television created "Kamigata 'Yose"

1:.1i 1tr~ ,Kansai Television added a show called '~The ~vlanzai" and

'Yomiuri Television created ""I\:fanzai Shôgakko"" ~1' ~ ~~ or

~Alanzai Laughter S chool \ and '''Owarai Ësu Tojo" ;fi ~ v", :.::. - A !f:~

or "Enter the Aces of Comedy', Before '"Kaô ~JIeijin Gekijô", however,

certain forces conspired to set the manzai boom in motion; groups Iike

the Sho no Kai ~ cr;; ~ or; laughter society' (initia ted in 1975).

together with Akita Minoru and other script\vriters, manzai performers

and novelists banded together to create innova tive and intelligent

material. In 1979, the Sho no Kai won a prize of excellence for arts for

a manzai piece it had performed. 1i

The idolisation of manzai artists characterised the manzai boom

of the 1980's, Already in the previous boom, young female fans

idolised Nakada Kausu, the first manzai performer to earn a loyal

following of okkake i@. ":) nt ~t groupies. 18 In the 1980's~ young man=ai

17 Furukawa Ka'ichir6, '''Sengo Karnigata owarai kai no nagare to sono
shiihen," [the current trend of the post-war Kamigata comic world and related
subjects] Kamigata sh6gei no sekai [the world of comie arts in the Kamigata area],
Furukawa et al., eds. (Tokyo: Hakusuisha. 1984). 15-6 .

18 Aiba, 78.
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artists su ch as Za Bonchi .... ;~. r~ ~ . B&B. and l1ru Hanshin and

Kyojin :i,- - .~:.- pa"f$ . 8 J..... became idols ta junior and senior high

school students. Thus began a ne\v trend in man=ai that has become ever

more pronounced. 'Young comedians started to target their rnan=ai to

audiences from their o\vn generation. 19 The subdivision of come dy

according to age groups has become 50 exaggerated that ..today~ oider

audiences cannot understand the humour of manzai comedians \vho

emerged after the 1980's.'<w In addition, nzanzai comedians were no

longer limited ta appearing in yose broadcast shows. Popular

performers began to divers ify their activities in the entertainment world,

becorning disk-jockeys, quiz sho\v hosts~ starring in television drarnas~

commercials and la ter~ as we will see~ sorne of them even became

musicians and writers. Therefore, the age of idolisation of manzai

performers was also an age of stratification.

The 1980'5 saw radical changes in the content of nzanzai. The

agents of change \vere the duos of Shimada Shinsuke and Ryüsuke

lib EH .~ J}j] • tiî ~Jr-- ~ and the Tsü Bita 'Y - . ::,. -;.. duo campos ed of BIto

Takeshi and Kiyoshi t:" - r-- t:. "7 L . ~ J:: L . Shinsuke and Ryüsuke

d 1 d 1 k 1 k b
:!iI;".J- .,... , ...... ' ~e-f:;-eve ope a stY e 'no\vn as oc li ~o ore manzai l:e- '? ~ i';;: rr.. ~ /f or

'dropout manzai'. 'Vith a no-nonsense attitude, they confronted issues

that previous manzai comedians had neatly avoided, such as

discrimination. \Vithout artifice~ contrived situations or dialogues, they

drew their humour by exposing reality. Although their approach

19 Furukawa. 17 .

20 Kizugawa Kei. interview by author, tape recording, Kyoto, 19 June 1996.
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diffcred~ Tsü Bïto in Tokyo also sharcd this attitude. 11 These t\VO mûn=ai

duos joined Za Bonchi. B&B. Dru Hanshin and hyojin and th~ athers on

the air\vaves. appealing ta younger vie\vers. Through television~

Osakan comedians for the first time gained recognition on a national

level.

'Yoshimoto comedians generally have been marginal in
language, geography~ social class, and vocation (if not gender).
and in previous decades had not experienced \videspread fame as a

whole. Ho\vever. juS! as the margins of society were being
s\vallowed up by the middle-class norms~ the popular media \,vere
reproducing the socially marginal for youth culture consumption in
the forro of these fast-talking, street-smart manzai pairs. 22

Since most of these manzai pairs carried the 'Yoshimoto banner, the

1980~s mal1zai boom was in a sense a )""oshimoto boom. 23 As with

previous booms, the excitement quickly faded a \vay during the

remaining years of the decade. ··By 1982. the oversaturation of manzai

radio and television created a glut that led to a rapid decline in

popularity. ,,24

The manzai boom of 1990-91, characterised as before by an

increase in manzai-related television programmes, \vas fuelled by the

emergence of "no-brand' manzai comedians from an independent

manzai training school. Although Akita Minoru had originally tried this

idea in Shôwa 12 (1937) with his -Manzai School,' the school format

2! Furukawa, 17.

22 Joel Stocker, "'-Japanese Media Culture: An Osakan Entertainrnent
Enterprise Promotes Comic Dreams" (paper presented at the annual meeting of the
Arnerican Anthropological Association, \Vashington, D.C., 19-23 Nov., 1997),3.

2~ Inoue, Osaka no warai, 124 .

24 Yoshikawa, 83.
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\Yas not as popular as the shitei seido gijj ~ ffilJ f!f or "tcacher-pupil

system' that then dominated the traditional performing arts, AlI

aspiring man=ai artists needed to become disciples of an established

master or shisho gijj lE: ,This involved a long~ tedious training proces s

in \vhich the disciple or deshi .~ ~ would follow the shishoto their

performances~ handie their hous ehold chores and attend to their

persona! needs for several years before having an opportunity to

perform independently. In the early 1980's~ young man=ai comedians

were displeased \vith 'Yoshimoto K6gyô~s central stage~ the Namba

Grand Kagetsu Theatre it~ -;'f 5':/ ;-;'1Ë ~ (NGK for short) since it

was extremely difficul t to gain a chance to perform there. Therefore

they initia ted an •anti-Kagetsu' movement against the conservative

orthodoxy of the shitei seido that symbolised the NGK. In response~ in

1982~ 'Yoshirnoto K6gyo created the Yoshimoto S6go Geinô Gakuin

if:$:~ -g. ~ fiE ~ pk (NSC) (see figure 14)~ or 'Yoshimoto General

Entertainment Institute' (the NS C stands for ·ne~· star creation' L so

that new talent could be independently trained and quickly brought into

the market. 2~ Since its opening~ the NSC has consistently produced

popular entertainers~ man)" of whom have attained national recognition

and fame, such as first-year graduates Downtown '7" '7 :/ !9 '7 /' (see

figure 15), Tomïzu r- ~ -;;( and High Heel ... " /( ::: - lI.-- , as weIl as

ninth-year graduates Ninety-nine T..{ /' T ~ T ~ /' . \Vhile

~{oshimoto's NSC is the most famous of such independent vocational

schools for comedians, there are several small entertainment companies

~s f..1izutani Nobuhiro, interview by author, tape recording, Osaka, 26 June
1996.
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that train no-brand comedians as weIl. Aithough 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 shishowould have provided. Many

graduates of the NSC, for example, have been criticised by senior

comedians for lacking in respect. Some of the early graduates are aiso

anti-authoritarian on account of the 'anti-Kagetsu' sentiment.

Fig. 14. A classroom scene at Yoshimoto Kôgyo's NSC. From an
advertisement for the NSC in Month/y Yoshimoto 184 (June 1996): 47.
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Reprinted from Yoshimoto Kôgyô Corp., Talent Profile (March 1996),
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CHAPTER \..

~L-\~Z_-\I EXCERPTS

Entatsu and AcbaKo

Entatsu and Achako's clairn to fame ,vas a manzai dialogue

entitled '''O\varai Sôkeisen~' .t-::- ~ v·, !F-~ ijr( ! which they first

performed in the faU of Shô\va 7 (1932). The occasion was the first

manzai convention in Tokyo~ held at the Shimbashi recital hall

m~ i1t.~ .1 "Sôkeisen" !fi ft ~ - an acronymic expression

combining the first ideograms in the names of \Vaseda University

!i!:ff8 ffi "* ~ and Keiô University ~ r.G *- ~ - was a baseball

competition between these t\VO top-ranking institutions. Thanks to live

reporting via radio~ the sOkeisen match had become a national craze at

the time~ and people would crowd around radios at the entrance of

coffee shops to follow the action. 2 Entatsu and Achako' s performance

was an instant hit at the convention. "Owarai Sôkeisen"~ or '''S6keisen"'

for short! incorporated aIl of the ne",'est tapies of the day: radio.

baseball~ the sOkeisen competition and play-by-play sports broadcasting.

The duo~s innovative Western appearance, their high-tempo shabekuri

manzai style, their imitation of radio sports announcers and their clever

use of word-plays and misunderstandings created a po\verful

combination which had audiences bursting their sides laughing. 3

[ Akita, Osaka waraibanashi shi, 66.

2 Akita Minoru, ed., Akita lvfinoru meisaku maflzai senshil [a collection of
manzai masterpieces from Akita Minoru, pt. 2] (Tokyo: Nihon Jitsugyô~ 1973), 288 .

3 Ibid., 74.
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Entatsu and Achako's "Sokeisen" "gn~atly opened up the field of

shabekuri man=ai and ... marked the beginning of man=ai's prosperity

through to the present day... ~ Since it provided the basis on \vhich aIl

subsequent modern man=ai performers \\-"ould build their career, it

deserves to be cited at length for the purpose of in troducing certain key

elements and features that characterise the genre:

ACHAKO. Hey~ ho\\-' are :you? r ha"ven ~t seen you in a while.
ENTATSU. \Vell, r'm not feeling tao weIl.

ACHAKO. Caught another cold, have you?
ENTATSU. Yeso
ACHAKO. You 're one fello\v \vho often catches colds. aren' t you?
ENT..:'\TSU. \Vhat can l say? But you~ you re looking healthy.

ACHAKO. Thank YOU.

ENTATSU. Really.
ACHi\KO. rve put on a little \veight again.
ENTATSU. It seems you 've become fatter.
ACHAKO. Yeso
ENTATSU. How much do you weigh?

ACHAKO. Recently, l'm at sixteen kan and five hundred [about
sixty-two kilo grams].

ENTATSU. Sixteen kan and five hundred?
ACHi\KO. Right.
ENT...-\TSU. Does that include the legs?
ACHAKO. The le-le-legs?!
ENTATSU. Yeso
ACH.A.KO. \Vell, of course it does! You' re not going out to buy an

octopus. Are you going ta weigh the legs separately?
ENTATSU. Oh.
ACHAKO. AlI of me!
ENTATSU. l see. 5

Entatsu and Achako performed '"Sokeisen" severa! times in different

theatres, as weil as on the radio. In each case, however, the opening

.: Ibid., 288 .

s Ibid., 268-9.
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segment differed slightly. This is a typicaI pattern in 111ùl1=ai. in \vhieh

the performers use the opening segment either ta introduee eurrent

tapies or ta ad lib. 6 In this case, the informai nature of the dialogue

clearly demonstrates one of the characteristics of shabekuri man=ai.

namely that it is simply Uvo people engaging in small talk on stage.

This is reinforced by Entatsu and Achako~s use of the informaI terms

for ·you· and •r. kim i ït and boku .~ . typ ic ally us ed by studen ts.

As saon as the first camic element is introduced~ the audience 15

made aware of the raIe distribution between the t\VO eomedians.

Entatsu's question about the legs is unmistakably a boke statement, ln

other wards, a dim\vitted or illogicai statement. This prompts Achako

ta take a tsukkomi jab at Entatsu with his reply ~'Of course it does !'~

Thus~ the tone has been set for the entire performance: Entatsu is the

fool and Achako is the foil. Achako' s next comment is doubly clever. It

not only makes fun of Entatsu by suggesting he mistook Achako' s legs

for that of an octopus which one could \veigh separately from the body~

it also recontextualises Entatsu's earlier question ~'Sixteen kan and five

hundred?" from a question on human weight ta a question on the \veight

of an octopus at a seafood market.

In a later segment, Entatsu and Achako have moved from each

other' s health to their education. They broach the subj ect of Entatsu' s

~ However, the practice of performing the same manzai piece to different
audiences was gradually discontinued with the ad vent of televised marzzai
broadcasts which dramatically increased the viewing audience. Today, manzai
scripts are never used twice. In an interview by the author, Yoshimoto K6gyô
manzai writer Masanori Honda explained : "Pick up the latest news, put it into
manzai, then throw it away on the spot." In a reference to the ubiquitous
tsukaisute kamera œt. \ ffl"'( j:) ~-;l."7 or "disposable cameras') he added: ""That's
my ide al, "tsukaisute manzai' ."
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fathee

ACHAKO. \Vhat line of business is your father in?
E~TATSC. ~\1anufacturing.

ACH~-\KO. \Vhat kind of things does he manufacture?
E:\"TATSU. Oh~ uninteresting things.

AeRA.KG. Cninteresting you say~ but still. itOs manufacturing ... [so

it must be something important].
E:\"TATSU. Things like battleships~ aeroplanes~ cannons and rifles;

and also~ torpedoes.
ACHAKO. Hey~ thatOs a major enterprise of national proportions.

ENTAT SU. Don' t mak e suchab i g de alof i t ~

ACRA.KO. But it is a big deaI. 1 think rd like to take a look at
your factory.

ENTATSU. Come on over. rH give you a guided tour of

everything.

ACH~-\KO. Thanks.
ENTATSU. It's just behind Osaka station: YOll know ...
ACHAKO. Behind Osaka station?!

ENTATSU. Yeso

ACHAKO. 1s there really a large shipyard there?
ENT~L\TSU. No, it isn 't steel.

ACH~-\KO. But battleships and cannons are aIl made of steel,
aren 't they?

ENTATSU. Celluloid!
ACH~L\KO...L\h, a toy store, is it.

ENTATSU. 'Yes, l'm the son of a toy maker.

ACHAKO. No ","onder, 1 thought YOll had a face like a toy.

ENT~-\TSU. Don't say that. Sa, that's V\t"hy my elementary school
was a commercial school.

ENTATSU. And then, 1 stayed at kœh6[transliterated phonetically]
for a while.

ACHAKO. Sa, you ~re a graduate of a commercial high school

[kœho rS'J Fm ], then?

ENTATSU. No, l'm not.
ACHAKO. \Vhat kash6 was it?
ENTATSU. The aftillery arsenal [kœh6 I~ ]!
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ACHA:hO_ Don't say such scnselcss things_

:\part from the playon \vords and the amusing misunderstanding

concerning the nature of Entatsu' s father' s manufacturing busine ss.

this segment is note\vorthy for its military content. Japan had invaded

~'Ianchuria in 1931 and bombed Shanghai in 1932. At the time of

'~S6keisen~~' the Japanese nation \"\I-as increasingly overcome with

patriotic and nationalistic sentiments. Therefore~ \vhen Achako caUs

Entatsu's father's presumed military manufacturing business "a major

enterprise of national proportions.·~ his comments could be perceived as

being sympathetic to Japan's military endeavours. 'Yet~ although the

material in "Sôkeisen" received a green light~ at other times Entatsu and

Achako' s efforts to dra\v humour from sensitive issues such as mili tary

involvement backfired. One evening on stage, Entatsu toid Achako that

his father, who worked for the city haH as a dog catcher, was retiring.

When Achako asked him \vhy, he replied that a rabid dog had forced

him to quit: ~~ky6ken Ol1ore wa jishi" JE *::.f:ô (J) tr~.z. 5$ L . This

involved a play on ~vords~ being homonymous with a phrase in the

Imperial Rescript on Education that asked Japanese citizens ta bear

themselves in modest)' and moderation (~~ ê. t'l. ~ f?f L ). The

policeman in the official seating area stood up in protes t, and Entatsu

immediately sat on the stage to bow in apology.8

Let us now examine a few selections from the baseball segment,

including Achako's famous imitation of the sOkeisen play-by-play

announcer:

ï ibid., 271-3 .

8 Akita, Osaka waraibanashi shi, 91.
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ACHAKO. But you know~ when it cornes ta baseball. you can say
what you like but sOkeisen is \vhere it"s aL

E~TATSU. He ":ho has not seen sOkeisen does not kno\v baseball.
ACHAKO. Y~OuOre absolutely right.

ENTATSU. lCs quite impressive: that huge Jingu Stadium fills up

with people.
ACHAKO. People from aIl \valks of life attend.
EKTATSU. It's truly something.

ACHAKO. It's something~ yeso
E~TATSU. The \vorld-famous sOkeisen! The proud tradition of

sOkeisen! Oh~ who ,vas the opponent again?
ACHAKO. \Vhat? The opponent?
ENTATSU, That's righl.

ACHAKO. Listen you~ we~re talking about sœeisen here.
E:\J'TATSU, Right~ but it's sOkei versus someone or other.
ACHAKO, Versus ... versus [ôtai" tt ]?!
ENTATSLT. y"es~ versus.

ACHAKO, It's neither sea bream ["tai' ffiffl ]~ halibut~ stonefish nor
anything else: for that matter. \Vhen you talk about sOkeisen~

you say sœei because it' s \Vaseda and Keio~ don' t yoU?9

ACHAKO, (Taking on the tone of a play-by-play announcer)
Runner on first with no outs. Ogawa gets ready for his first
pitch,

ENTATSU, Ready for his first pitch.
ACHAKO. He throws il. BalI.
ENTATSU. He throws it. BalI.

AC H AK0, The b a11 ' s a litt1e cIo se [p ra n 0 un ce d "c hik a 111 e: jlî ~ ].
ENTATSU. What? A nearsighted ['chikame~ i!î §E! ] baIl.
ACHAKO. A. big wind-up [-"t!aindo appu'] for the third pitch.
ENTATSU. A big handbag [;' handobakku'] for the third pitch. 10

ACHAKO. Oh, a pick-off thro\v [pronounced ~ kensei' ~ ffilJ ] to
second base.

ENTATSU, (Singing) \Vho is it who said there is no sincerity

9 Ibid., 27ï-8 .

10 Ibid., 282-3.
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among courtesans ["keiseÎ (!Jft( ]? He didn't even visit them

long enough for their sincerity to appear. ..
ACHAKO. Don Ï use that lecherous voice. He' s headed to\vards

the shortstop.The shortstop can't touch him. He"s safe~ safe~

[pronounced "stifu"]

ENTATSU. SA this was government ['seifu" iE!l Jff ] business after
aIl.

ACHAKO. \Vhat are you talking about? "Very cautious signs in the
battery. Fourth pitch.

E~TATSU. Fourth pitch.

ACHAKO. Hit~ hit [pronounced "hitto"].

ENTATSU. It's murder ['hitogoroshi" ) ..... ~ 7..... J.
ACHAKO. The baIl' s heading farther and farther.
ENTATSU. Going farther and farther.

ACH.AKO. Going farther and farther [the verb ;. nobiru'].

ENTATSU. It'Il be postponed until next year [;'nobiru' {$ O:-c
can mean both stretching out and postponing].

ACHAKO. Why is that? Centre field. Back. Back [pronounced
'bakku' J.

ENTATSU. His hair' s combed straight back from the forehead
[;'6rubakku' (all-back) J.

ACHAKO. Don 't talk to me like a barber. The runner goes from
second to third. ll

ïvIost of the humour in Ol'Sôkeisen" is derived from Entatsu going

off on a tangent through his apparent misinterpretation of Achako' s

words. This kind of 'deviation humour" is ",-hat the duo are most famous

for. ~1any of the references, such as 'governmen t business" and the

'orubakku' hair style, also provide glimps es of the social conditions in

1930's Japan. Il

11 Ibid., 284.5 .

12 Inoue, Osaka no warai, 60.
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)~asusbi and Ki)'oshj

'Yasushi and Kiyoshi may be one of the most famous comic duos

since Entatsu and Achako. First appearing as a pair in Shô\va otl (1966)~

they experienced a meteoric rise in popularity. capturing the ~amigata

~'fanzai Grand Prize only four years Iater. Thereafter~ they continued to

bask in the Iimelight \Vell into the fourth man=ai boom of the 1980'5.

One of their defining characteristics is their alternation of the tSllkkomi

and the boke. Both "would switch back and forth in a blur of faultlessly

timed routines. They \vere aise much more physical than other manzai

acts~ who stand rigidly in front of the microphone. \~okoyama and

Kishika \va used the whole stage. ~dJ As \vith many man=ai duos, 'Yasushi

and Kiyoshi played opposites. \Vild and unpredictable~ 'Yasushi gained

notoriety for numerous scandaIs off stage, due to his violent outbursts~

gambling or boat racing. Kiyoshi~ on the other hand~ \va s stable and

serious. He became a councillor in the House of Commons, and remains

active both in poUtics and entertainment.

Let us examine one of their manzai performances from the

television show "Owarai Nettowaku". This example will serve to

demonstrate the changes which took place between the radio-scripted

manzai of the pre-war period and televised manzai of the post-war

period:

KIYOSHI. But when it cornes to boats ...
-~lASUSHI. It~s hard [to say goodbye]!
Kr~[OSHI. Really, when the boat slow!y leaves the wharf under the

setting sun like that ... -You kno\v, and a barge sails along the

13 Philip Brasor. "The last of the he-men manzai." Japan Times, Feb. 1996
[newspaper on-Ene]; available from http://www.japantimes.co.jp/features/feat2-96/
yokoyarna.html; Internet; accessed 13 Oct., 1997.
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side ...
YASGSHI. Right. right ... The barge goes 'popopopopopo
KI"YOSHI. Right~ right.
·YASUSHI. (Imitating various boat sounds) 'popopopopo .,.

fueeee! fueee ~ Pohhhhhn.
KI'YOSHI. Hey~ thaCs an unusual act YOll have there ... Come on~

we're celebrating ~/fr. :\feisei's 2.500 th [man=ai script].
·YASUSHI. That's right.
KI"YOSHI. Sa, do it again, one more time.
·YASUSHI. Huh?
KTYOSHI. One more time now. The big boat leaves the harbour ...
·YASUSHI. Right, right. And the little barge goes ·popopopopo '"

fueeee! fueeee! ~

KI"YOSHI. Hey, you!
YASUSHI. Pretty good~ huh?
KI"YOSHI. rm going ta die of cerebral haemorrhage, here!
·YASUSHI. Now that ... Vou ...
KI"YOSHI. They're really clapping for you, aren 't they? Do it one

more time. The big boat ...
·YASUSHI. The little barge goes ·popopopopoo ... fueeeee!

fueeeee!' And the Scandinavian Liner sets sail.
KIYOSHI. For an adult audience, you've dragged on long enough.

What V\-'ill you do if l really do rupture [a vein] no\-v? Look. the
kids are clapping for YOll. 'You should do it again.

YASUSHI. Fueeeeee! Fueeeeee!
KIYOSHI. \Vhat about the boat leaving? Don 't cut corners! Huh?
·"lASUSHI. ThaCs ...
KIYOSHI. OK ... But that's the truth.
YASUSHI. Now that, that's really the way it is.
KIYOSHI. Parting by boat is the hardest.
·YASUSHI. Parting by plane is the hardest!
KI\"OSHI. With a plane, it just flies away and that's the end of it.
YASUSHI. That's the end of it when the plane flies a\va:y, but it's

still the hardest, you idiot. \Vïth a boat, after it leaves the
wharf and you hear that ~fueeeee! fueeeeee!.' at least you can
still see each other's faces, can't you?

KIYOSHI. No, you see that' s why ...
·YASUSHI. You can't just say that' s the end of it when the plane

flies away.
KI"YOSHI. No, that' s right, but ...
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Y~-\S l..-SHI. \Vhen the planè go es . zooorn!' and takes off like tha t ...

Huh? Huh? \Yhere did it go?
~IYOSHI. Hey, today you·re doing sorne acts you don·t usually

sho~"- us!
YAS USHI. Pretty good. huh?
K-fYOSHI. Hmmm? He hardly ever does this kind of act, folKs ...

No\\.-adays, it"s only for NHK and 'Yomiuri Television. He
doesn·t do it else\\:here ... Those kids are pleased, aren· t they?

YASUSHI. AIl I"ve been doing is kid stuff! 1-1

In comparison \yith ··Owarai S6keisen,·· one of the first things

\vhich are immediately apparent when examining this extract is that the

performance relies heavily on visual cues to carry the action for\~iard.

Although 'Yasushi's imitations of boat sounds are perhaps amusing to

listen ta, the body language which he uses in conjunction \vith thase

imita tions are \vhat elicit Iaughter from the audience. In the second

example, and this might not even have been clear from the script,

'Y"asushi imita tes the reaction of someone \vatching a plane fIy overhead

at high speed. Simply hearing ··Zoooom! Huh? Huh? \Vhere did it go?"

is totally uninteresting. However, wa tching "Y"asushi cast his gaze up

towards the sky in an exaggerated movement and then t\vist his head ln

a hundred directions like an electrocuted woodpecker provokes a roar

of laughter from the audience.

Secondly, one realises that the scenario depicted in this scene is

not particularly humorous per se. In fact, the audience's reactions are

not provoked by the script at aIl. There are no puns or ward plays as in

"'Sôkeisen". AIl of the humour in this scene is derived first from

Yasushi' s boke imitations and gestures, then from Kiyoshi' s facia 1

14 Nishikawa Kiyoshi and Yokoyarna Yasushi, Owarai nettowaku hats21
manzai no dendô: Nishikawa Kiyoshi, Yokoyama Yasushi [coffiedy network m anzai
hall of fame presents: ... ], videocassette (Yorniuri Television Enterprises, 199ô).
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expressions and body language as he delivers tSllkkomi replies.

Finally~ Yasushi and K.i}"oshi are in front of a live audience.

K.i:yoshi comments on the audience's reactions. saying ·'they·re really

clapping us now" or ·'those kids are pleased.·· He even addresses his

audiences face ta face \-vhen he says ;,;,he hardIy ever does This kind of

acL folks." \Vhen an audience vie\\"s man=ai ~ the tsukkonz i become s its

r epresen ta t ive 0 n st age" Sinceth eaudien ce ca nno t a Il a \"\- the

unreasonabIe actions of the boke to continue unchecked~ it dernands

that the tsukkomi intervene and restore order. 15 There is an

identification of the audience with the lSllkkomi from the moment the

duo steps on stage. Consequently~ when Kiyoshi points to audience

members or involves the audience in different ways to play them

against Yasushi, he makes tha t link explicit. Yasushi and Kiyoshi 's

style of manzai sho\vs the differences between radio-scripted man=ai

and manzai broadcast on television with a live audience.

DQ\vntown

The man=ai duo of Downtown - ~·1atsumoto Hitoshi t~* .J\. ~

and Hamada Masatoshi i~ EB mlJJ - are two of the most popular

comedians in Japan today. First-year graduates of 'Yoshimoto K6gyô's

NS C in 1983, they soon made their way up the ranks in the

entertainment industry, first appearing on local TV' and radio 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

15 Honda Masanori, interview by author~ tape recording, Osaka, 25 June
1996.
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kids!!" In 1991. they starred in a prime-lime comedy sho\\* called

"Do\vntown no gottsu ë kanj ï' ~7""7::"'" ~I:ç "7 :/ .-:-:- =' ':- -"':;, 7_ 7_ ~ ': or

·"Downto\yn· s fee ling good.·' \Vith their irreverent humour and casual

style, they became idols in Osaka by the late 1980's, attracting

thousands of young female fans. "Besides ;\':fatsumoto's cultivation of

the boke (buffoon) raIe to ne\v heights of unique, insular absurdity in

his manzai routines with Hamada, they also performed skits ""ith a

group of other ~ew Star Creation graduates. ,d6 Into the 90's, their idol

status swelled larger as they began appearing in many different roles.

They have appeared in television commercials, hosted talk sho\vs and

quizzes, starred in melodramas, \vritten comic essays, and even

recorded ~manzai rap' music with internationally renowned musician

Ryuichi Sakamoto.

Let us now take a look at Downtown's manzai. This first extract

cornes from ~;,Gaki no Tsukai ya Arahende! !'~:

:NfATSLTwfOTO. Anyvvay ... let's talk manzai. H's been a ~'hile, but
we're going to do this, aren't we?

HAMADA. We're gonna do it, aIl right.
MATSU!vfOTO. Yep. Sure brings back the good old days, doesn't

it?
HA~/fADA. That's right.
NfATSUNIOTO. 1 bet Tokyo people hardly know about us.
H.A!\1ADA. \Vell, 1 guess they hardly ever see us.

MATSUMOTO. Guess 50.

HAl\'fADA. That's because we aren't in any T\' shows.
NfATSUMOTO. Most people probably don't even know what

company we're from.

HA!\1ADA. Really?

16 Stocker~ 3-4.
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~·IATSC~·IOTO. 'Vetre from that place. you kno\v. Yoshimoto
K6gy6.

HA~JADA. (ta the audience) Do you kno\v 'Yoshimoto J..:6gyo? Sure
you do ... they're famous for being irresponsible ... The pay's
cheap, and they \vork you like a slave.

~vIATSC~/IOTO. 'Yeah.
HA~/!ADA. l-ou've gotta \vork Iike a horse!

~vIATSCMOTü.That's righl. \-ou kno\v, \ve can relax and do our

thing in these kinds of situation, but \vhen \ve're doing it in
Osaka, no\v that's tough.

HA~'IADA.. Oh yeah.
i\:lATSU:NIOTO. The big shots from 'Yoshimoto Kôgyo come and see

us.
HA~1ADA. Right in the middle of our show, they come in the back.
!vIATSUj\10TO. ~{eah, in the back of the audience. the big 5hots

from Y'oshimoto Kogy6's main office ...
HA~{ADA.. Yep.

:NIATSU~10TO.But they weren't called "the big 5hots from
Yoshimoto K6gy6's main office," they \oyent br another name,
"yakuza. Il

HA~IADA. Hey, hey! They aren't yakuza ... but, tha1's close

enough.
!vlATSUMOTO. Anyway, the chairman sometimes cornes ta see us

tao.

HA~1ADA. (to the audience) The chairman, do you know
Yoshimoto K6gyo's chairman? His name's Hayashi
Sh6nosuke ... An oid fo gey.

~1ATSUl\10TO.He's an old fogey ... with grey hair and a cane.
HArvIADA. i:"'ep.
!vL-\TSU~/IOTO. He's got a cane, but he's a feisty fellow.
HA~fA.DA. You can say that again.
~1ATSU~/IOTO.He sure likes to use his cane, you know.
HArvIADA. Get outa here.
MATSU!\.1üTO. No kidding, he's always saying: "I wanna use it, l

wanna use il. " Sometimes that one cornes to see us.

HAMADA. Come on, "That one?"
IvfATSUMOTO. Then it's hard ta do our thing.
HA~/IADA. Yep .
lvIATSUMOTO. What a pain ... When we're on stage, he's there

just Iooking at us.
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HA~-I.-\.DA. ?'ever laughs .
;\f.-\.TSL~~-fOTO. He never laughs ... Just looks at us aIl the rime.

Actually. he doesn 't really kno\v us. There are sa many

entertainers out there that he doesn 't kno\v us ... .-\ny\vay~ 50

then another guy caBs us over~ another guy from the main

office.
HA~rADA.. i.:~eah. right in the middle of our act!

~vrATSL;~10TO. "rrho's that?"

HA~fADA. Yep.
~fATSU~10TO. "~Vho's that on stage?"

Hi\.~!ADA. Yep.
~:rATSL~'fOTO. "Uhhh .,. They're called Downto\vn~ boss."

HA~IADA.. Yep.
~:IATSU~:fOTO. "Exterminate 'em!"
HA~fADA. Get outa here! No matter how cruel the guy 1S, he

wouldn't go that far! ... "Exterminate 'em" .. , please!
MATSUMOTO. Sorne of them really have a \-vay \vith words. li

This segment reflects the anti-Kagetsu spirit in which the NSC was

created. Do\vntown's spirit of rebellion against authority is clear in the

\-vay they make fun of "Yoshimoto and its chairman. On stage is a neon

sign ,vith their name~ indicating that they are on their \vay to becoming

idels. The movement 3\Vay from conservatism is also apparent on the

visual level. For example, in this last segment, I\.1ats umote wears a

sports jacket~ and Hamada jeans. Formerly, the coordination of clothes

on stage \-vas a convention used ta homogenise appearance, to focus the

audience's attention on the narrative aspect of their performance. 18 But

for Downtown and other comedians \vho appeared after the man=ai

boom of the 1980's, clothing is simply a part of their image,

fashionable and popular.

17 Matsumoto Hitoshi and Hamada ;\1asatoshi, Downtown no gaki no tsukai
ya arahen de!!, pt. l, videocassette (N ippon Television Broadcasting N etwork
Corp., 1995).

18 Akita, Osaka waraibanashi shi, 59-60.
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The foIlo\ving excerpt is from a more recent recording of the

sho\y. ~.fatsumoto·s off-the-\\'all humour is given free reign:

:\JATSlJ:\IIOTO. (reading postcard): "Sorne people crack their
knuckles before a fight. \V'hat is that for'?"

~.fATSUl\10TO. (ta Hamada): l:~OU know about dog \V-histles. right'?
HA~L-\DA. 'Yeah~ l kno\v.

!'\'fATSU~:fOTO.The kind only dogs can hear ...
HA.YIADA. ~{eah.

~:IATSC~/IOTO. \:Vell, it's the same thing as that.
HA~'1ADA. But what's that "poki poki" sound'?

~/IATSU;\'IOTO.That "poki poki" is calling for Exciting.
HAl\tIA.DA. Huh?

l\IIATSU~10TO.Exciting is feeding pigeons ... Listen to my story~

will you'? l'Il tell it 50 you understand! Sa then ... Come on,
are we doing this or not?

H ~-\~1AD A. 'Ye ah.

!\JATSU!vIOTO. "Poki poki." This "poki poki" is cJrried by the
wind.

RA~1ADA. Carried by the "vind.
l\'!ATSUIVIOTO. And reaches Exciting.

HA.!vIADA. O.K.
IvfATSU!vIOTO. Exciting, completely una\vare of ail this, was

feeding pigeons, O.~?
H~-\MADA. ~{eah.

IviATSUNIOTO. At that time, from somewhere it heard the "poki
poki" sound before a fight about ta happen. And that entered

Exciting's ear. "Rey! They're cal1ing me!" And then! Exciting
came running ta the scene.

HAMADA. O.K.
~lfATSUMOTO. So then, that fight becomes exciting.

H.-\lvIADA. Oh ...

~IIATSU:rvIOTO. For every exciting situation. there's a person
called Exciting who ...

HA!vIADA. A person, did you say?

!\1ATSUMOTO. WelC not a person. There must be a spirit called
Exciting. A fairy, of sorts.

HAl\1ADA. Oh .
AN AUDIENCE ~IE!vfBER. Can't you see it?
NfATSUMOTO. HIS not human. It's a fairy! And l've seen it before,
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thi s E xci ting. He's a guy \vith a sc ar on his chee K. you kno\v. 19

This performance follows a format called ~response entertainment. . in

\vhich comedians perform in response ta audience members' requests.

communicated through a post card~ for example. 20 Apart from being a

good method to improve vie\ving ratings~ it allo\vs the comedians to

inject elements of improvisation - or at least ta create that illusion for

the audience. In this segment~ the duo appear to be unrehearsed. This

move can be seen as an escape from the mechanical aspect of pre-

rehearsed dialogue \vhich characterised man=ai under the shitei seido.

..:\.s far as the content is concerned, this segment illustrates the kind of

nonsensical and imaginative humour that ~.fatsumoto has become

famous for. Furthermore, on the visual level, the disappearance of the

microphone stand has liberated the comedians' movements on the stage.

19 Matsumoto Hitoshi and Hamada !vIasatoshi, Downtown no gaki no tsukai
ya arahen de!!, pt. 2, \'ideocassette (Nippon Television Broadcasting N etwork
Corp., 1995).

zn Inoue, Ôsaka no warai, 125 .
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CH.-\PTER YI

THE FCTCRE OF :\I.-\.XZAI

OvercQming l imitations and Erasjog Boundarjes

By the end of the boom in the early 80's~ man=ai had fully

established itself as a mainstream performing art genre. Yet comedians

and producers alike began to question whether or not nI an=ai had

exhausted its creative potential. In 1984~ Kano Takeo addressed this

issue in ··rvfanzai metsuboron'~ (theory on the downfall of man=ai):

[By saying that manzai is] only a technique ta give the appearance
of speaking nonsense ... Beat Takeshi probably meant ta say that
the more that technique of speaking nonsense reaches a high level
and the more one becomes skilled at it, the more man=ai's format
becomes settled and the more it becomes complete as a
performance. At the same time, however, the impact of the humour
conversely weakens, and therein lies man=ai' s limitation. l

Thus, Beat Takeshi and man y other man=ai comedians disbanded and

launched solo careers in the entertainment \vorld.

\Vhat Kano could not have imagined at the time, however, was the

phenomenal success of NSC graduates in the 90's. They succeeded in

overcoming manzai's apparent limitations by breaking away from the

established conventions to create new content and formats - such as we

have seen with Downtown - and even ne,v categories of manzai, such as

the short, action-oriented konto manzai which have gained popularity

vvith younger audiences in recent years. 'Yoshimoto Këgyô's former

chairman Hayashi Shônosuke likened this process of rejuvenation ta the

three stages of military strategy in Gorin no sho 3ï ~ CT) ~ (the Book

1 Kano Takeo~ "Manzai :Metsuboron'" [theory on the downfall of man:ai],
Kamigata sh6gei no sekai, 68.
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ofFive Rin g s ) bY ~riyamot 0 ~ -rusa shi: s h 1l ha r i ~"iiJ! fijfi . me an ing

~"defend:- attack~ \vithdra \v": •.S hl{ means to fai thfully defend \vhat has

originaliy been taught. One should base oneself on those teachings.

break them. and create one' s own idea s. Then. at the right momen L one

should leave. ·:-1 Thus. "vhile Hayashi insists future comedians should

learn the principles of man=ai:- he also encourages them to extend the

genre beyond its boundaries.

An episode l videotaped ln 1996 demonstra tes that this process

continues to the present day. In the following segment:- NSC instructor

Honda ~1asanori is revie\ving the performance of each pair of students:

HONDA: OK.~ those who must leave now:- go ahead please ...
A pair oJ~ stlldents bring out two chairs and a microphone stand.

RONDA: rat the pair] Konto? Konto?
STUDENT 1: '~ie're not quite sure .,.

The.v sit down and begin.

STUDENT 1: From now on we're going to give it our best:- right?
STUDENT 2: Let's do our best So, why are we sitting down?
STLiDENT 1: Huh? This is .,.
STlJDENT 2: '~{eah?

STUDENT 1: You know how these days, high-definition television
has become more commonplace .. ,

STUDENT 2: Oh, those wide and narrow T\iS, right?
STUDENT 1: Right. Well, this is man=ai for that kind of format!J

'Vithin the NSC classroom environment, chairs are the standard icons

for konto manzai and the microphone stand is the icon for shabekuri

manzai. Since no corresponding reality had been established for this

new icon - chairs and microphone stand combined - the teacher' s

immediate reaction was to try to re-establish a frame of reference:

2 Takernoto~ Il .

J Yoshirnoto K6gyô Corporation, NSC, var. artists, videocasette recording
by author, 25 June, 1996.
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either konlo manzai or shabekuri mùnzai. The reason this duo chose

their ne\" format. ho\vever~ \vas precisely to indicate that they wanted ta

~.·iden the frame through ",-hich the y \"Vere being vie\ved. bath literally

and metaphorically. In other \vords~ they \"Vere trying to break out of the

established conventions in an attempt to create a new form of

expreSSIon. According ta Honda~ young comedians today have stopped

making distinctions bet\veen shabekuri manzai and konto mùnzai. They

are simply doing what they think is interesting. 4

!Yfediatised Manzaj and Commodified CQmedians

The preceding manzai segment illustrates the way in which

advances in media technology have influenced manzars evolution. In

the past, these influences have been mostl)' beneficial to manzai: radio

enriched manzars dialogue and television expanded its range of visual

expression. Nevertheless, the consequences of manzai's mechanical

mediation~ particularly by the camera 1ens, deserve to be examined in

further detail.

The experience of manzai in a theatre is a collaborative effort

between the audience and the comedians. A manzai routine·s success

depends on the comedians' ability ta 'read' the audience and adjust

their timing accordingly. The fact that manzai comedians speak of

'matching their breathing' to that of the audience testifies ta the

symbiotic nature of the performance. i\10reover, not only does the

audience collaborate with the comedians, they also collaborate with

4 Honda Masanori, interview by author, tape recording, Osaka, 16 June,
1996.
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each other in their interpretation of the performancè. Finally. the actuaI

experience of stepping outside of one's home to enter the specially

designated space of the theatre gives man=ai a ritual qua lity \vhich

separates it from mundane activities.

The presence of the comedians on stage~ the psychic energy or

~vibration' generated between performers and audience members. and

the ritual nature of the theatre space aIl contribute ta \vhat \Valter

Benjamin called the 'aura' of art - its authenticity~ its uniqueness and

its link ta the domain of tradition. According ta Benjamin, the aura of

the \vork of art withers in an age of mechanical reproduction. ~ As

opposed ta the stage actor~ the film actor is forced to operate without

his aura~ \-vhich is strongly tied ta his stage presence. Benjamin

explains the consequences as follows:

The film responds ta the shrivelling of the aura with an
artificial build-up of the ~personality' outside the studio. The cult
of the movie star, fostered by the money of the film industry~

preserves not the unique aura of the person but the ~spel1 of the
personality~' the phony spell of a commodity.6

The performance of manzai in a television studio IS no longer an

intimate collaboration between performers and audience members but

rather a product made by entertainrnent companies for the purpose of

generating income. The personality of popular manzai comedians has

indeed bec orne a commodity to be packaged and consumed by the

masses~ not only through various media products such as television

S \Valter Benjamin, "The \Vork of Art in the Age of Mechanical
Reproduction, ,. Video Culture: A Critical Investigation, ed. John G. Hanhardt
(Rochester, NY: Visual Studies Workshop Press, 1990), 32~ reprint [rom
Illuminations, trans. Harry Zohn (New York: Shocken Books, 1969) .

~ Idem, 36, 38.
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programs. commerciais. movies and videotapes. but aise through a

myriad by-products ranging from kyarakuta gu==u (·character goods')

to books~ music records~ and dra\vings. The commodification of popular

man=ai comedians such as Do\vnto\vn is reinforced by the fact that

;'··Yoshimoto· s entertainment empire has been~ more than ever.

strengthened and unified into an overarching brand name. '48

The popularity of manzai comedians \vho perform aimost

exclusively in television studios proves that this process of

commodification does nothing to harm nlanzai"s entertainment value.

ivfanzai's artistic value~ ho~tever~ is another matter entirely.

\Vhen a man=ai performance IS mechanically mediated for

purposes of replicability and commercial exploitation~ there are t\VO

consequenc es: The first is that comedians are alienated from the

product of their labour. Karl ~v[arx describes this process of alienation

through an optical analogy: In the same \\t-ay that 'contact' between the

perceiver and the perceived object is subsumed into the 'copy' of that

object on the retina, •contact' bet\veen producers and consumers is

removed from our awareness and displaced into the ;copy,' in other

words, the commodity.9 Michael Taussig explains that "it is this subtl e

interac tian of sensuous perceptibili ty and imperc eptibili ty tha t

accounts for the fetish quality, the animism and spiritual glow of

7 These can often be found in specialty "talent shop' boutiques and can
include anything from stuffed toys and keychains to t-shirts and stationery.

e Stocker, 5.

9 Karl Marx, Capital: A. Critique of Political Economy, Vol. 1 (New York:
Int~rnational Publishers, 1967), 72; quot~d in Michael Taussig~ "Physiognomic
Aspects of Visual \Vorlds," Visual An/hrop%gy Review 8. no. 2 (spring 1992): np.
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• commodities~ so adroitly channeled by ad"vertising (not to mention the

avan t-garde) s in ce the late nine tecnth cen tury. "10

The second consequence is that "vie\vers are confined to the

passive consumption of an objectified image. According to Luigi

Pareyson. the \\!ork of art has nvo modes of existence: forma fOrnlt7ta

and forma fornzans~ or ·'completed form'~ and '·form in becoming.·'

Pareyson explains that any original \vork of art is ahvays potentially

forma formans~ Slnce the forma forll1ata the well-rehearsed

•

performance~ in the case of manzai - must be extended and infinitised

by the hermeneutical activity of the vie\\--er. 11 \Vithout this activity~ the

work of art becomes fossilised~ fixed in its own conception and thus

ceases to evolve. Therefore~ since the fetishistic spell of commodified

and idolised manzai comedians generates a petrification of creative

energy and psychic mobility, it is clear to me that the mass-mediation

of manzai through television poses a considerable threat to its artistic

development.

On Stage and jn C)'berspace' :\ Look at ?vfanzaj~5 Future

\Vhat measures can he taken to break the fetishistic spell and

restore the collaborative process between performers and audience

members? One measure would be to ensure the survival of yose and

theatre halls where live manzai performances can be enjoyed. Although

the emergence of television originally prompted many ).Jose to clos e

U! Taussig~ np .

Il Luigi Pareyson, Conversations sur / 'Esthétique [conversations on
aesthetics], tr:ans. Gilles A. Tiberghien (Paris: Gallimard, 1992), 33,102,127.
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their doors as 111al1=ai comedians shifted their base of activities from

the stage to the television studio. theatre halls have made a comeback

in recent years. Inoue explains that the appeal of televised man=ai \vas

that it allowed audiences to narro\\" the distance bet\veen themselves

and the performers. At the same time, ho\vever. it trivialised the art of

manzai by making it a part of mundane reality.l1 Describing a parallel

situation for rakilgo~ Lorna Brau writes: '''Television has depersonalized

the art of rakugo and •de-sacralized' it. In making entertainment an

integral, continuous part of everyday life. mass-media have robbed it of

sorne of its specialness. ~d3 According to Inoue~ t\\r'O types of man=ai

performance spaces will thrive in the coming years. On one hand~ there

will he small, intimate manzai 'clubs' providing the same kind of

proximity with the comedians as television does. On the other. there

will be giant theatre halls equipped with high-tech audio-video

facilities that will crea te a festival mood and offer a unIque

cntertainment experience to ils audience. l~

There are also practical concerns ensuring the survival of stage

manzai. :\1izutani Nobuhiro explains that popular manzai comedians

sometimes grow tired of performing in front of live audiences and find

it easier to face a television camera. Since they are the breadwinners of

the company, the producers and direc tors in the studio fa wn over them

regardless of the quality of their material. Comedians performing for an

12 Inoue, Osaka no warai, 126, 128.

!~ Lorna :M. Brau, ··Kimono Comics: The Performance Culture of Rakugo
Storytelling" (Ph.D. diss.~ New York University, 1994),296 .

14 l TI 0 U e, Osa kan0 warai, 128 .
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audience after a prolonged period often disco"-er that they are no longer

funny_ Therefore~ the stage is a necessary safety net for such comedians

who have "fallen from grac e· as ,yell as for other comedians \vho have

failed in the television industry. ··No matter ho\v diversified comedy

becomes on television ... the stage is a comedian' s home _·d5 Finally~

"~{oshimoto Kogyô·s strateg~' for rural expansion depends on the creation

of new theatres where local talent will be raised. 16

Looking towards the future, there is another prospect far manzùi

which could break the fetishistic spell and restore creative imagination.

This invalves the use of the ~rarld \,,7ide \Veb as ,"vell as digital soft\vare

to create ·virtual manzai.' In personal correspondence with the authoL

Nakai Hidenori~ project manager for "~loshimoto K6gyo's :\1ultimedia

Division, revealed that his company is currently experimenting with

CD-RONI projects which would approach the interactive experience of a

live performance. Yet even these projects, Nakai admits~ are limited by

the· very nature of the software medium:

\Vith CD-RO~1, we can create simulated interactlvlty, but in
the end, this is nothing more than the user making a selection from
choices that we have prepared. After aIl, ,ve cannot clairn to have
created truLy interactive software if \'\I-e don't transmit the vibration
in the air (of the theatre]17

The only way that "digital manzai' could become truly interactive

\vould he to imagine a future scenario in which highly sophisticated

artificial intelligence would allow the computer to simulate a live

15 Mizutani, interview by author, 26 June, 1996.

16 Arikawa Hiroshi, interview by author, tape recording, Osaka, 1, July,
1996 .

17 Nakai Hidenori, e-mail to author, 19, February, 1998.
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manzaÏ comedian and adjust its ;performance' according to the user's

reactions. Even then~ ho\vever. \vithout the parti cipation of other users~

this experience \vould fall short of generating those theatre ·vibes.'

This is \vhere the ''''orld 'Vide \Veb sho\vs positive signs.

As opposed to mass-mediated forms of image production based on

uni-directional fIo\\:", Pierre Lévy notes, in cyberspace "everyone is

potentially transmitter and receiver in a space which is qualitatively

differentiated~ not fixed, organised by the participants, explorable.·' 18

Thus, cyberspace offers both the promise of communication and

community.

There are several web pages (addresses) on the Internet devoted

to manzai. Sorne of them offer a selection of pre-recorded video clips or

even live "\\'-ebcasts' (live Internet video broadcasts) of man=aÎ

performance. This is no improvement over television or videotape,

however, since the user does not participate in the man=ai experience.

Nevertheless, there is an important aspect of that experience which has

been successfully transmitted to cyberspace: interaction between

audience members. Through message boards, chat rooms, or email,

man=ai aficionados are sharing their opinion on the performance of

comedians. These various methods of communication create a sense of

community which parallels the interactive spe ctatorship of audience

IZ "Chacun y est potentiellement émetteur et recepteur dans un espace
qualitativement différencié, non figé, aménagé par les participants, explorable":
Pierre Lévy, "l'Hyperscène: De la Communication Spectaculaire à la
Communication Tous-Tous," [Hyperstage: from spectacular communication to all­
aH communication] Les Cahiers de A-fédiofogie, no. 1 (Paris: Gallimard, 1996),
141.
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membcrs at a live performance. 19

There are no Int~rnet projects to date \vhich come close to

reproducing the ~aura' of stage man::af. );evertheless. it is feasible \vith

today's teleconferencing technology to conduct an interactive \vebcast

in \,,-hich a group of audience members \vould be linked with man=ai

comedians in cyberspace. S ince comedians and audience members

\vould see and hear each other~ this \vould recreate the necessary

conditions for a collaborative performance. In the future~ virtual reality

may even reproduce in exact detail the experience of going to a yose.

The unlimited creative potential of virtual reality \-vill undoubtedly

extend the genre beyond its boundaries in ways we cannot imagine

today.

19 Yoshimoto 2-Chome Wachanetto, th~ website for Yoshirnoto K6gyo's
Shinsaibashi 2-Chorne Theatre in Osaka (available at http://town.hiho.n~.jp/

ent~rT/yosirnoto)~is a good example of an Internet proj~ct combining pre-record~d

and live man=ai broadcasts as well as bulletin boards. etc. for fan communication.
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